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Abstract 

This dissertation is concerned with the editorial career of 

John Lehmann between 1936 and 1950. As the edi tor of New 

A i i i i n s , Folios of Hew Writing, Daylight^ New Writing and 

djjVUftht, Penguin Hew Writing and Orpheus,^^ was a;bie to 

influence the development of English l i tera ture in*the th i r t i e s 

and f b r t i e s . He was also able to introduce $ nujnber of foreign 

writers W a n English" reading public through, these magazines.. 
0 

Lehmann's editorial choices, "and the advice he gave to many 

would-be contributors, enable us to scrutinize one special case 
* 

of the re la t ionship between p o l i t i c s and l i t e r a t u r e in the 

' th i r t ies and fofties. 'This period of English l i tera ture was the 

l a s t occasion on wJii-ch a whole section of the l i t e r a r y world 

self-consciously "tried to make l i te ra ture into "public" writing— 

•"that i s , wri t ing which would influence social and p o l i t i c a l 

conditions. The thes i s explores Lehmann's chasging att i tude to 

working-class reportage, to the SoViet rea l i s t s and to pol i t ics , 

as well a§ his commitment to publish the^best writing "available 

to him as arn editor. 

All of Lehmann's magaz ines \ a r e considered in t h e i r 

his torical conteKt. No attempt i s madeNto judge Lehmann's talent 

as a poet, .nor" to engage in the intensive theore t ica l debate 

waged around "socialist realism." Instead, Lehmann's magazines 

are analysed for t he i r content and for the ed i to r i a l ra t ionale 

behind their composition. 
'i 

i i i 
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Abbreviations 

The following is a l i s t of abbreviations used in the notes'" and 
the body of the text: _^ > • 

A.L.S. Autographed l e t t e r signed. 

A.Ms. Autographed manuscript. 

A.' revisions Autographed rev is ions . / 

A.T.L.I. ' 'Autographed typed l e t t e r in i t i a l l ed . 
I 

F.fl.w. ' folios of Hew" Writing. 

H.R.C. Humanities Research Center at Austin, Texas. • 

HJL. New Writing, ' 

N.W.p. New Writing, and DayliKht. 

; f 
^ 

^ ; . 

- -+ \ 

P.N.W. Penguin Hew Writing.- . x 

T.C.C.L. Typed carwon copy letter. 
xr < 

T.L.S. Typed letter signed. 

T.c.c.Hs.S. Typed oprboh copy manuscript signdd. 

T.tjs. Typed Manuscript, ^ 
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Introduction * 

John Lehmann's ed i t o r i a l careerfejctends from 1936 to 1961. 

I t is the intention of this thesis to"explore this career between 

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

figures in,English le t t e r s . He began his l i terary career in 1931 

with the public£tion.by the Hogarth Press of'a book of poetry. 

Increasingly his interests tWned towards publishing, journalism 

and editing. This thesis makes no' attempt to analyse how good a 
• ' . 

poet Lehmann was, nor how good he could have been i f he had 

concentrated on writing poetry, although some of his poetry will 

be di-scussed' as i t appeared in New Writing and' Penguin New 

Writing. Lehmann came from a dist inguished family* He was 

friendly with many of the left-wing • i n t e l l e c t u a l s of the 

t h i r t i e s , and l i k e another major edi tor of the period, Cyril 

Connolly, he went to Eton and Oxbridge. By examining thfc conteijt. 

of the various magazines he edi ted, i t i s .poss ib le to draw some 

conclusions about the poli t ical and philosophical concerns of the 

writers of the t h i r t i e s and fort ies. The focus of this thesis is 

upon Lehmann's changing p e r c e p t i o n s of the a p p r o p r i a t e 
0 

relationship between politics and literatur^e.-
* 

The thesis traces Lehmann's editorial career by seekl/g the 

common themes and is'sues which emerge from the short s t lories, 

poetry and a r t i c l e s he published.' In addit ion, the thes i s 
* - \ 

explores how one magazine differed from another. This study Haas 
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involved extensive research in the Humanities Research Center at 

Austin, Texas, where many of Lehmann's l e t t e r s , diaries*and 

unpublished manuscripts are loca ted . I was also able to 

interview Lehmann, in London, in the summer of '1981; t h i s 

Interview centred on how Lehmann fe l t in retrospect «about many of 

the contributions to his magazines, as well as how he fel t about 

.his career as a whole. The interview took place in his f la t just 

off the Gloucester Road, which was f i l l e d with French period-

furni ture ' and l ined with books. These a r t i c l e s suggested the 

Edwardian grace of hi3 family background which supported him 

through years of l i t e r a r y s t ruggle . Lehmann's three-volume 

autobiography i s one of the f ines t of i t s kind to cpver the 

period under c o n s i d e r a t i o n irr t h i s t h e s i s . All of the 

biographical information in the following pages isUrawn from 

this work. • 

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

l iv ing at Bourne End, Hertfordshire, in ' the family- home, 

'Fieldhead, whose gardens bordered on the Thames, His father 

regular ly contributed l i g h t verses and sketches to Punch under-

the i n i t i a l s R.C.L. For a brief period during the Boer War his 

father edited the Daily News. In the 1905-6. and 1910 e lec t ions 

his £&ther was returned as a Liberal member for the Market 

Harborough Division of Le ices te rsh i re . Lehmann describes his 

father as a radical Liberal and suggests tha t had h is father 

J.iv'ed longer he would have found a p o l i t i c a l home in the Labour 

Par tyJ Two of Lehmann's s i s t e r s , Rosamond and Beatrix, were 

- successful public figures; Rosamond became a novelist and Beatrix 
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one, of,the finest character actresses of the thirties and 

forties. t
 k • «v 

Lehma'nn was sent to Efcan ,in 1̂ fe1 where he met*sueh l a t e r 
- - ^ - • *' • 

l i t e r a r y coll"eagties a.s George Orwell, Cyril .Goi\nolly, Anthony 

Powell, Henry Green, Harold Acton, Rupert Hart-Davis,*Alan >ryce-

Jonê s and Freddie Ayer. He attended Eton for five years and then 

went to Trini ty College, Cambridge, where he studied c l a s s i c^ , 

and la ter history and modern languages. He also concentrated on 

reading widely in l i t e r a t u r e , in which he was'encourage^kand 

guj.ded by George Rylands. Two" of Lehmanrv's clc4NJM friends a t 

Cambridge were Jul ian Bell and Michael Redgrave. LeTBrann 

contributed poems an'd woodcuts to the f i r s t number of The Veifcure 

which appeared in 1928, artB which was edited by^Robin Fedden.and 

Anthony Blunt. In the following year he joined Michael Redgrave t • 

and became assistant editor of the Cambridge -Review.. •• 

When Lehmann lef t Cambridge In 1930 he obtained.employment 

in the Prints and Drawings Department of tihe British Museum and-, . 

' t ravelled and studied the foreign co l lec t lonsOf »prin£s in the* 

Louvre, the Kaiser Friedrich Museum in Berlin and the Albertina 

in Vienna.' He took the position on the advice of his* godmafchjer, 

Violet Hamnersley, who discouraged him from seeking, a position as * 

a diPlomat(WGP 159). At the .Same time Lehmann continued to write 

poetry. George Rylands took a co l lec t ion of Lehmann's poems to 

Leonard and Virginia Woolf, who agreed to publish them and also 

offered him a job a t the Hogarth Press in early 1931. After a 

s e r i e s of n e g o t i a t i o n s Lehmann agreed t o an' e ight-mpnth 

apprenticeship, a f te r which he would become a manager of the 

Cfcl 
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1 Hogarth Press. * 

He worked for the Hogarth Press for nearly two years, during 

which time -he was introduced to many of the luminaries of 

*•- Bloojfabury-s Through his work for the Hogarth Press he also got 

ta know snk{h:writers as William Plomer, John Hamps-on, Stephen 

* Spender and Christopher Isherwood. Consequently, when Michael . 
« * . - * ' 

Roberts f irst approached the Hogarth Press about a project which 
' •" * ' , • • 

was- to become dew Signatures, i t was Lehmann he appealed to and 

persuaded to intercede with the Woolfs,' The experience of heiijg 

* involved with the creation of New Signatures helped Lehmann t o 

clarify his own editorial ambitions, and eventually led t o his 

- editorship ;o£ New Writing. ' 

In'the autumn of 1932 Lehmann l e f t 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 months, and oh . 

the'way'back to London he v is i ted Christopher Istierwood in" 

Berlin, where he was a witness to the la s t days of the Weirmar 

Republic, fti 1933 to 1938Jie made Vienna'his permanent home, 

, although hi travelled from there to Berlin, Prague, Paris, 

-Moscow, Budapest* and London, ft appears, from his autobiography 

that he mainly Supported himeslf by his journalism. He wrote 

reviews for Xfce. Listener, The AdelPhj. and other l i t e r a r y 

periodicals, as well as .numerous articles on Austrian'and /Central 

European affairs . In addition he wrote a book o'n the Caucasus, 

.Prometheus and the Bolahevlksf and a novel with, a Viennese 
set t ing , Evil was Abroad. During his years in Vienna Lehmann 

became acquainted with members of the Sohutzbund, the armed 



/ * 5 

social -democrat ic Viennese organization! He a}.so v i s i t ed the 

Paris offices of the- Communist-controlled intematidnal movement 

to oppose war and fascism, where he was introduced to Henri 

Barbusse, Lehmann agreed t o make h imse l f a channel of 

information between the "movement" and a l l underground pa r t i e s 

and sects in Austria (Mfi, 221). 

From Lehmann's account of his days at Eton and Cambridge i t 

can be seen that he was in i t i a l ly very much in sympathy with the 

Liberalism of his fa ther . Later, however, as he .become more 

aware of, economic and social Inequality he began to turn towards 

Socialism., This process was accelerated by hia interaotion with 

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

for the Labour Party: ' -

T 

My conversion-was partly the resultvof my deep-seated , 
horror a t human in jus t i ce and c rue l ty , a feel ing tha t 
none of us brought up in the atmosphere of Fieldhead 
could ever escape, quickened in to hew l i f e by these 
luridly documented cases for the~"preseeution, 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 
hiew Stjatespran, with whom Leonard and most of the 
leading l i g h t s of Bloomsbury were so i n t i m a t e l y 
associated, theories which seemed to prove conclusively 
that social injustice and economic c r i s i s and the wars 
of colony-grabbing-Great Powers could be abolished only 
by the triumph of Socialism. By the time of the 

- General e lec t ion in 1931 I was already suf f ic ien t ly 
converted to share to the ful l the consternation and 
gloom that sett led on a l l our c ircle a t the collapse of 
the Labour Government (jfiS, 177-8). • 

This conversion from Liberalism to Socialism was pushed one stage 

. further when Lehmann visited Christopher Isherwood in Berlin in 

1933. I t was here th$t Lehmann witnessed the fu l l feroci ty of 

the Nazis, and the experience horrified him. The lesson Lehmann 
* " \ 
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drew from t h i s experience was tha t i t was impossible to remain 

neut ra l while the f a s c i s t s were spreading t h e i r racism and 

violence^across Europe. 

Like many in te l lec tuals of his generation, he was drawn to 
) 

the idea of a popular front to oppose Fascism. This inevi tably 

forced him into the position of* working with Communist-controlled , 

organizat ions which seemed bo be the only forces ac t ive ly 

resist ing .Fascism, Hew Writing was i n i t i a l l y conceived of as a 

l i t e r a r y extension of t h i s s t rugg le . The r a t i o n a l * for hlrs 

decision to work with these organizations i s made explici t in his 

autobiography ^wri t ten twenty years after the events which caused 

the decision: * 

In- the reasoning that between 1933 and 1934 led me, 
f not alone among my contemporaries, to believe that the 

solution tp the troubles and dangers with which we were 
faced lay in Marxism, and even.in Moscow^ I*can s t i l l , 
n e v e r t h e l e s s , d i s t i n g u i s h , t he s t r o n g e s t of. the 
i n t e r t w i n i n g s t r a n d s . F i r s t , we had seen thr-ee 
s u c c e s s i v e and cumula t ive f a i l u r e s of ostensibly 
r a d i c a l r e g i m e s , bu t r e f o r m i n g r a t h e r t han 
revolutionary, to survive against the counter-offensive 

j . organized by the pr iv i leged and the possessors in the 
* economic c r i s i s : the collapse of the Labour Government 

"in the face of (what we a t any r a t e believed was) the 
t r i c k - s c a r e - o f the 'your sav ings a r e in danger" ' 
e l e c t i o n , . . . the ' ' e l imina t ion of a l l Liberal 'anti. 

. s o c i a l - r e f o r m i n g p a r t i e s in H i t l e r ' s t r iumph in 
Germany; and-now the ^inch-by-ihch encirclement of 
Vienna's Democratic Government by the react ionary 
forces which had gathered .in the provinces. . . , 
Another essential strand in our reasoning, an inference 
to which the combination of a l l these events a l l too 
eas i ly led, was the be l ie f t ha t the a t t acks Were par t 
of an international conspiracy In which a l l cap i t a l i s t 
countries acted in secret concert; and that- out of fear 
of the propaganda value of the sheer exis tence of the 
•one S o c i a l i s t country ,* even more than 'from a 
perception that rearmament and only rearmament offered 
an easy solution to the economic c r i s i s , jail capi ta l i s t 
count r ies were preparing to launch a war agains t the 

/ 
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Soyiet Union. . . . Those two par ts of our argument 
came to form an i n t e l l e c t u a l c l imate , as we searched 
for a means to make an end of the horror of requrrenfc 
unemployment'and a way of escape from the narrow tunnel 
that we knew was leading to war (Mfi, 216-7). 

Lehmann's disillusionment with Marxism and the Soviet Union was 

gradual but profound. Once he had ihve'sted his emotional and 

intel lectual energy in the struggle against Fascism i t required "a 
a, " 

major shock for him to accept that the presumed saviour, Moscow, 

was as ca l lous and ru th les s as the Fasc is t governments and 

organizations. He grew increasingly disenchanted with the Soviet 
< 

Union as he t r i e d to come to terms with the Moscow t r i a l s of 

1936, as he absorbed the s ignif icance of Andre Gide's Ai| Retour 

de l'U.R.S.S^ published in i937 and as" he read George Orwell 's 

Homage to Catalonia in 1938. By the time Orwell's book came out 

Lehmann' had heard enough from the volunteers and p o l i t i c a l 

workers home- from Spain, who confirraeu the stories of Communist 

manipulation'and murder, for him to lose sympathy with the Soviet 

Union (j£fi, 332-3). *s.HiS appreciat ion of Soviet oynicjLsm was 

enhanced by the Nazi-Soviet pact in 1939,-which none but the most 

dogmatic and self-depeiving Communist supporters cpuld"justify on 

the grounds of i t s expediency. 

The s lowness of Lehmann's t r a n s i t i o n from lef t , -wihg 

ideological commitment to host i l i ty toward the Soviet Union seems 

almost inexplicable today. With the advantage of hindsight the 

i n i t i a l f a i l u r e on the part of many of the i n t e l l i g e n t s i a to 

appreciate the real nature of the Soviet regime seems staggering*^ 

Yet his explanation is characterist ic of a whole section of the 

l i t e r a r y world and has a h i s t o r i c a l i n t eg r i t y of i t s own. 
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Information about the internal workings of the Soviet Union was 

fragmentary and contradictory. On his f i r s t v i s i t to the Soviet 

Union in .1934 Lehmann was impressed by the Socialist planning he 

saw in process, in contras t to the economic stagnation and 
i 

poli t ical despair evident in* Austria: 

There were c e r t a i n l y no f r e e b o o t i n g P r i n c e 
Starhembergs, no Jew-baiting 'Streiehjers, and no private 
empires were being b u i l t out of the profit 's of trade 
and industry. What one saw was a Welfare State being 
b u i l t up with heady Slavonic enthusiasm, backward 
compared with the Welfare State we have since created 
in Britain, hut s t a r t i n g from much further back. What 

- one di6Sn6t see then were the moral and i n t e l l e c t u a l 
i conditions of the material progress: the total lack of 

open c r i t i c a l check in b u r e a u c r a t i c one-.party 
government, the concealed poisoning of t ru th and 
corruption of values, t h e paralysing power pTf the 
secret poliqe which produced one kind of l i f e for those 

' who were not suspect t o the regime, and another of the 
most1-cruel and unjust order for those who were (WG, 
219). 

There was a great deal jbf se l f -decept ion in t h i s , as Lehmann 

readily acknowledges in his autobiography, but this deception was 

c r ea t ed by the appa ren t ly g r e a t e r need to r e s i s t the 

encroachments of Fascism. The notion of the Soviet Union as the 

sole defender of western l ibe r t i e s against Fascism was supported 

by the inactivity of the Western Democracies, and was cultivated 

by the highly sophis t icated propaganda agencies of the Soviet 

Union. In Arthur Koestler's The Invisible Writing,' published in 

1954, there i s a s t r ik ing ly sflmilar descr ip t ion of th6 mOod in 

which Koestler approached.Communism, although he, unlike Lehmann, 

became a member of the Communist Party: "I went to Communism as 

one goes to a spring of fresh water, and I lefy Corftaunism -as one 
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clambers out of a poisoned r iver strewn with the^wreckage of 

flooded c i t i e s and the oorpses of the drowned."2 , 

When the Nazis appropriated Austria in the Anschluss of 1938 
- « " 

[ Lehpann l e f t Vienna. He returned to the Hogarth Press where he 

became a full partner with Leonard Woolf from 1938 to 1946. With 

the outbreak of war Lehmann offered his services to the Ministry 

of Information ins,view of his knowledge of Central European-.and 

Eastern European a f f a i r s . Although-this offer never came to 

anything Lehmann was l a t e r contacted by the same Ministry in V943 

" t o produce a propaganda sheet on the English a r t s , the "Londpn 

Le t te r , " for consumption in the Soviet Union. Lehmann's war 

work consisted of producing t h i s l e t t e r , running the Hogarth 

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

informal committee formed by Lord Esher to help prever t f the 

draf t ing of ta lented young w r i t e r s and a r t i s t s of .call-up age," 
editing Folios of new Wrttirig, Daylight, New Writing and Pavliftht 

* * 

and Penguin Ngw Writing and serving as a member of the Home 

Guard. These diver-se 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 

dissolvedJ.n 1952. He launched the short lived Orpheus in 1948 

and became the first editor of the B.B.C. radio-magazine of the 

air, New Soundings, 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 

X 
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writers was less marked during the f i f t i es , to the point where he 
I • 

fel t himself to be of 'a different generation and consequently not 

fujly sympathetic to the hew l i t e r a r y developments.3 For t h i s 

reason the thesis stops considering his editorial career in 1950. 

In the f i f t ies and sixt ies he turned increasingly to writing his 

autobiography and l e c t u r i n g and w r i t i n g on h i s m u l t i p l e 

experiences as an editor, publisher, journalist and poet. 

The changes in Lehmann's p o l i t i c a l opin ions 'and the 

vicissitudes of history had a major impact on his perception of 

his task as an ed i tor . He began his ed i to r i a l caree.r believing 

very firmly in the value of the realism bf proletarian writers as 

a l i terary technique for examining social conditions. This form 

of realism was par t i cu la r ly evident in New Writing but became 

l e s s and l e s s ev ident in h i s succeeding magazines. His 

f r u s t r a t i o n and d i sappoin tment w^Lth most of tlfe r e a l i s t 

c o n t r i b u t i o n s he r ece ived ' r e s u l t e d in h i s appeal for 

"imaginative"literature for Orpheus in 1948 and 1949. Also, his 

growing distast-e for left-wing propaganda emana£in* from either 

the Soviet Union or- exiled continental Communists i s apparent by 

1938, A number of the o r i g i n a l Sovie t and Communist 

contr ibut ions to New Writing have few redeeming l i t e r a r y 

quali t ies. This is particularly true of the third volume of N,ew 

Writing, published in 1937,. which was dedicated to Ralph Fox and 

produced when the emotions generated by the Spanish Civil War 
i ' 

were widespread. With the new aer ies of New Writing in 1938 

Lehmann began to add criticism of l i te ra ture , film and theatre to 

the magazine. ' 
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The publ icat ion of Folios of Nêw Writing In 1940 marked a 

period of l i t e r a r y T r e d e f i n i t i o n for le f t -wing w r i t e r s of t h e 

t h i r t i e s . There wasV^nsiderable discussion of whether these 

writers had been deluded in trying to incorporate their pol i t ical 

be l i e f s in to t he i r wr i t ing ; This discussion w-as begun by an 

a r t i c le from Virginia'Wool f̂  "The Leaning Tower," which echoed 

and refined ear l ier cri t icism which had come fro|i Scrutiny1* and 

The Cr i te r ion 5 in response to New" w r i t i n g . ' Lehmann was/ in-the 

curious posi t ion of accepting some of , the arguments from both 

s ides of the dispute , and of recognizing t h a t h is e a r l i e r 

enthusiasm for the r e a l i s t s and the Soviet and Communist 

contributors had often been misplaced. 

One of Lehmann's more presumptuous and u n r e a l i s t i c 

endeavours was his attempt to analys>-«KJ*hole t r a d i t i o n of 

European a r t in Daylight and Ne^ Waiting and Daylight. He was f 

encouraged in t h i s idea by the presence of numerous exiled 

Polish, Czech, Slovak and Greek a r t i s t s , i n London during the war. . , 

He believed tha t the a r t i s t i c and p o l i t i c a l coa l i t i on against 

fascism could ou t l ive the War and form the basis of a new 

European tradit ion. Instead, he la te r discovered that there.was 

to be mutual mi sunde r s t and ing , c u l t u r a l n a t i o n a l i s m a n d ' 
, - v ' 

competition following the end pf the war. In a s imi l a r way he • 

mistook the a r t i f i c i a l growth of interest in a l l the a r t s during 

the war for a permanent condition, the declining sa les of 

Penguin New Afritlng from 1946 to 1950, and the short- l ived, 

Fes t sp ie l o^Phe a r t s , Orpheusf demonstrated t h a t h is optimism 

was misplaced. Nevertheless, the phenomenal sa les enjoyed by 

/ 
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Penguin New Wrjtjng between 1940 a"nd'1946 showed tha t Lehmann ha,d 

found a format for a l i terary magazine that Was unrivalled in fehe 

th i r t ies I and. fort ies. * ' * 

Lejniann was an aesthete trying to encourage t a s t e in the 

masses previously excluded from the appreciation of serious 

l i te ra ture . Often this caused a pugnacious note and a sat i r ical 

meVl 

^ 

tone to enter into his criticism. At times*he f e l t himself to be 

fighting a lonely bat t le , but he,managed to avoid the bit terness 

and self-pity which would have defeated his purpose. Lehmann was 

r̂. hard worker. s There was a gr*eat deal of compassion in his 

commitment to s t r u g g l i n g -wr i te r^ , p a r t i c u l a r l y • to th< 

impoverished proletarian realists^he sought and encouraged. Only 

occasionally was t h i s supportive understanding replaced by 

disappointment that they had not lived up, to hia expectations, 
* * 

k One of Lehmann's foremost characteristics was his tenacity 

in the face of what appeared- to be unassai lable economic, 

cu l tu ra l and social ba r r i e r s to h is grand l i t e r a r y design. At 

num.erous points I n ' h i s career, his r e l a t i ve lack.of f inancial 

resources prevented him from achieving complete independence 

from others who lacked his literary* judgment or did not share his 

optimism about turning the cultural t ide. His generally sanguine 

nature was in i t s e l f a t odds with those of many of his peers. 

Unlike many of h i s f r i e n d s , he r a r e l y l o s t hope in the 

pos s ib i l i t y of l i t e r a t u r e ameliorating p o l i t i c a l and social 

condit ions. Even so, his views on how cul ture could and should 

shape society underwent a s e r i e s of metamorphoses between 1936 

and 1950. 
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lehmann 's magazines* commanded' the a t t e n t i o n of a 

pa r t ipu la r ly wide audience in comparison to those of his 

edi tor ia l , contemporaries. To achieve thi£, Lehmann had to make 

his magazines into a bridge between classes and a bridge between 

nations.'' He had ,to atetune* himself to the a sp i ra t ions of the 

" working c l a s s and somehow reconcile these with his e l i t i s t 

upbringing and the tastes of his Bloomsbury a l l ies . "This tension \ 

"was apparent in his career and his personal l i f e and was further 

complicated by the desire to find a Europe-wide solution to the 

poli t ical and social confrontations of the age. 

Lehmann made no d i rec t at tempts to deny his cu l tu ra l and 

educational heritage. When he encouraged proletarian writers i t . 

was^n the grounds of t he i r un ive r sa l i ty , not on the basis of 

their quaintness. At the same time he challenged the '•aesthetic 

»exclusivity that often seemed to radiate from his contemporary, 

Cyril Connolly. ' There i s no doubt tha t 'Lehmann could be as 

be l l igeren t in defence of his l i t e r a r y views as any of his 

editorial r ivals like Edgell -Rlckword and Cyril Connolly in the 

1930's and 1940's. Yet h i s ^choice of magazine format and his 

achievement of balance enabled him to produce more than his 

r i v a l s and allowed his magazines to ou t l ive most comparable 

l i t e r a r y publications. • • 

Lehmann's experience at the Hogarth Press convinced him that 

even the luminaries of Bloomsbury were not as appreciative of the 

new generation of .writers as he 'might have wished. Moreover, he < 

had hjjin encouraged to bel ieve, 'by such wr i t e r s as Stephen 

Spender, Christopher^Isherwood, William Plomer and his s is ter , 



Rosamond Lehmann, t h a t a magazine along t h e l i n e s of New 

Signatures had a good chance of success. His conception of t h i s 

f i r s t venture, which became New Writing, was far more ambitious 

and expansive than tha t of New Signatures and contained within i t 
* 

the elements which would provide the impetus for i t s successors, 

F o l i o s of New Wr i t i ng , Penguin New Writing, New Writing and 

p a v l i g h t and Qrpheug. In The W h i s p e r i n g G a l l e r y Lehmann 

•explained h i s ra t iona le for New Writing: 

In Left Review th,e p o l i t i c s came, f a t a l l y , f i r s t ; I 
wanted a magazine in which l i t e r a t u r e came f i r s t , with 
the p o l i t i c s only as an undertone. I believed i t would 
se rve t he t r i p l e purpose of p rov id ing a p la t form for 
the New Country w r i t e r s t ha t The Cri ter ion, the London 
Mercury and L i f e and L e t t e r s could not be expected t o 
p rov ide ; of i n t r o d u c i n g fo re ign w r i t e r s , who had 
e x c i t e d my i n t e r e s t , dur ing my t r a v e l s , t o an Engl ish 
audience; and of serving as a ralJLying point for the so . 
rapidly growing a n t i - f a s c i s t and"itnti-war sympathies in 
my i n t e l l e c t u a l generation (WJJ, 232). 

So much was the or ig inal conception of New Writing bound up with 

a s o c i a l as we l l as a l i t e r a r y movement t h a t the d i s t i n c t i o n s 

between oause and e f f e c t became d i f f i c u l t t o make. This was 

expressed-in a l ec tu re Lehmann gave in 1938: 

We knew tha t seeds of any l i t e r a r y movement can die for 
want of a proper s o i l ; and in the . c o n d i t i o n s of t he 
English book-world nowadays, even more in 1935, i t was 
a b s o l u t e l y e s s e n t i a l t o r a l l y a s many p e o p l e as 
possible together, and }n jj^st the r i gh t formation, for 
t h e movement t o be no t i c ed a t a l l . . . but we f e l t 
t h a t p r e c i s e l y t h i s r a l l y i n g , t he e x i s t e n c e of New 
W r i t i n g , would f u r t h e r c r e a t e t he movement t h a t was 
c r e a t i n g i t . " . *" 

Lehmann had, no way of knowing t h a t once he embarked on t h i s 

project he was committing himself, despi te h is des i re to be f i r s t ' 

. { 



and foremost a major poet, to fifteen years as an editor. 

When one considers the seriousness of the task Lehmann had 

set himself, i t i s refreshing to find' evidence of the more 

anarchic and i r reverent side of his personali ty^in such l a t e r 

works as In, a'P.urely Pagan Sense, published in 1976. Lehmann's „ 

. ins t inc t for comedy was one thing tha t saved him from becoming 

overly earnest ; h i s e s sen t i a l optimism buoyed him up through 

f i f teen years of dealing professional ly with some of the most 

g i f ted , unpredictable and i r a s c i b l e wr i t e r s of h is age. His 

f inely-tuned sense of what others would t o l e r a t e by way of 

criticism enabled him to maintain cordial relationships with Ihost 

of the people he published. As an edi tor he freely gave advice, 

both professional and personal, when he thought i t would help 

some of his contr ibutors* He also had the t ac t to w i thho l^h i s 

opinion when he believed i t would do more harm than good. There 

i s an early example in his correspondence with.Alec Brown of the 

s t r e s s e s involved in dealing with publ ishers . In a l e t t e r in 

1936 he acknowledges both the problem of finding* an appropriate 

t i t l e for h is magazine and"his recognition that British writing 

of the th i r t i e s was far from perfect: 

I wanted The Bridge, hut Lane became mulish, said i t ' 
wouldn't s e l l a copy. . . New Writing seemed to cover 
the whole thing, and was perfect ly un-arrogant. I 
don't think i t ' s any use raging a-s you do (though I 
respect you for i t ) because we Just haven't got the 
writing yet in glorious Britain, whatever the French or 
Americans may have, and i t would be pompous to pretend 
so much. Another t i t l e I toyed with for a while was 
The Red Fairy Book. After much thought, I rather sadly 
turned i t down.1 

Such teasing was c h a r a c t e r i s t i c of Lehmann, despi te the energy 

t t 
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\. 
which he invested in his various projects—and the" seriousness 

* V. 
witjh which he .regarded them. 

Above a l l , Lehmann wished to get from his contributors the-

best that they were capable of achieving. His-correspondence 

suggests that he made distinctions between would-be, contributors, 

not only on- the basis of what they ha'd actual ly achieved, but 

also on tha t of the ^talent he detected in t h e i r s truggles to 

express themselves in proseiand poetry. Thus there are (in the. 

Lehmann -collfection in Texas) numerous examples of form le t t e r s in 

which he expresses his "interest" in reading a piece ofwork, but 

declines to publish i t because of "the "pressure on space" orv 

because the contr ibutors f a i l to #Uite* "bring" i t off." In 

addition to these le t t e r s are^ a large^number that make specific 

suggestions on s ty l e , technique or d ic t ion. One l e t t e r that i s 

typical in th is respect involves advice sent to Edward Lowbury 

in 1945.through one of Lowbury's relat ives: 
> » 

He has a real poet 's s ens ib i l i t y and observation; 
but what £ don't l ike is a certain rathfer t r i t e kind, of 
fanciful moralizing which he indulges in—-for instance 
in "Flowers." Again/ i n t e l l e c t u a l l y there i s ofYen a 
ra ther , disappointing f a i lu re to work things to a 
s ignif icant conclusion; instead of.concentrating and 
building up his ceasing, too often, in the long pdems, 
he meanders on a M ^ a i l s off*. I hope you won't mind me 
saying t h i s r a t « F bruta l ly* rH&ouldn't i f I didn' t 
feel that he alrefroY has so much and was so often just 
missing excellence." 

s. 

LehMann also employed a number of people to act as readers 
J * 

for him over his years as In ed i to r . In some instances the i r 

wr i t ten Judgments of individual, contr ibut ions give an ins ight 

into the kind of bad writing that Lehmann's magazines attracted— 
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particularly Penguin New Writing—and suggest the dai ly 

f rus tra t ion of reading endless pages of sloppy emotional 

outbursts that were never published*. On the bottom of three 

l e t t er s from one contributor are scrawled observations that 

become increasingly exasperated and suggest a reader who has been . 

driven close to a nervous breakdown-: "fhis poetry i s to me l ike 

milk and water, w i th^ large prd$frtion of water. These poems 

are thin colourless and dim."9/"l think h<e i s a lojiax poet."10 

* "He ought to be Shot, I think."y Lehmann's own written response 

is- comioally controlled in the face of this mounting hysteria: 

^"Tell him I liked the start a lot, but somehow felt disappointed 

by the rest.t1 .2 ") \ " 

Not a l l of Lehmann's correspondence i s as amusing as th is . 

' In so^ie cases tire l e t t e r s from young men inXthe forces 

communicate the endless boredom, or worse, of Mfe in uniform. 
» 

Some of his contributors were reluctant to have their real -names 

published for fear of repVisals from their superiors or mockery 

from their companions. . It was because of these letters, just as 

much as i t was the result of the published contributions, that 

Lehmann developed his attitude to wartime o f f i c i a l s , both i 

c iv i l ian and military. This attitude was reflected in h i s 

growing fear of the cultural enemies at home, the phi l i s t tnes , 

who,. Lehmann sincerely believed, were, out to U n i t a r t i s t i c 

expression in a post-war world. As an editor he took appropriate 

retaliatory action against^fchem in his forewords, c r i t i c a l 

articless*nd journalism. At times lie appears to have f e l t 

himself to be engaged in a gueri l la war of his own on behalf of ' 

% 
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the arts against their traditional opponents. 

With the exception of Qrphefis, •all of Lehmann's magazines 

wer-er in-part; attempts to form a kind of'bridge between middle-

c lass and working-class readers and wri*ters« One way of doing 

t h i s jwas to search e x t e n s i v e l y for worthy worjfing-class' 

contributors; another was to make the magazines as cheap as 

possible. -One of the most poignant expressions of the material 

and imaginat ive gulf to be "bridged by t h i s d e s i r e for 

communication between classes came in the form of a gentle rebuke 

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

promote: 

* Now Lehmann-, in your c i rc l e when you s i t down to 
• write, i t i s understood immediately Vhat you are 

WORKING. People 'will be thoughtful enough t o respect 
what you are trying to do, and i f a knock comes at the 
door you haven't |[5t to sweep your material up and hide 
i t out of sight unti l after the ca l ler has gone. * You 
wil l probably Hafte a room of yoijr own to write in, not 

"a crowded place where each member of the family i s 
treading on the other's; heels, 
' 0I was not so lucky. There are seven of us, yfive 
growing boys. I could hot s i t down and write without 

' . bawling at "them; they could-not talk,-sing, whistle, or 
move without Shattering me. There was a maddening 
domestic fr ic t ion an<| quarreling. The worst feature 
was that , when 1 sat dowji to write I was not WORKING. 
I w.as just sitt ing down. 3 

This l e t t e r , written in 1938, came in response to Lehmann's 

persistent efforts, to get George Garrett to complete the book he 

had been struggling to write. More usually, Lehaannl3 working-

class contributors sought his advice on whether they had enough 

t a l e n t to pursue a f u l l - t i m e l i t e r a r y career or on the 

appropriate way to get more of their work published. Those few 



19 

tha t did have suf f ic ien t t a l en t were often fortunate enough to 

find Lehmann generous with advice and honest about the p i t fa l l s 

of a l i terary career, 

"Despite Lehmann's generally courteous treatment of his 

contributors there was always an extremely demanding personality-
« 

veiled behind his obvious charm and consideration. His urbanity 

Was not to be mistaken for a lack of determination. One cannot 

read his l e t t e r s and autobiography without realizing that Lehmahn 

was perfect ly capable of being hard-headed in business mat ters 

V̂» and pugnacious in his l i terary views when the situation required 

i t . Without these q u a l i t i e s his survival as an edi tor and 

publisher in unfavourable economic conditions would have been 

well-nigh impossible. Lehmann's personal i ty was such a complex 

mixture that even a writer as astute as Christopher Isherwood was 

mistaken about Lehmann's true nature after their f i r s t meeting: 

Christopher was suspicious of and on guard against th is 
t a l l 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 c h a r a c t e r i s t i c . 
Seated behind his desk, John seemed the incarnation of 
a u t h o r i t y - - b e n e v o l e n t a u t h o r i t y , but a u t h o r i t y , 
nonetheless.w 

Isherwood was apparently uncomfortable when the camera eye was 

turned upon himself; i t i s i ron ic tha t Isherwood focused on 

Lehmann's personal authority at the very time when the creative 

s ide of Lehmann f e l t ^constrained or neglected by his e d i t o r i a l 

commitments (W£, 248-9). 

Lehmann gains . c r ed ib i l i t y as a witness when he candidly 

acknowledges h i s own f a u l t s and misjudgements in h i s 
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autobiography. When he considers himself to have been mistaken 

t in his l i t e r a r y views, as he was about many of the Soviet and 

Cotemunist contributors to New Writing, he explains the external 

p re s su re s t h a t b lur red h i s judgment. Bis autobiography 

frequently provides a double vision—his ra t iona le for h is 

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

act ions and choices from, the vantage point of the 1950Js and 

1960»s./ 

V 

% 
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New Writing 

Both the short-term and long-term achievements•of tyew 

t Writing are immense. During his period as editor of New Writing, 

John Lehmann was the f i r s t to publish some of Isherwood's Berlin 

S tor ies and other masterpieces, such as Orwell 's "Shooting an 

Elephant," Pieces l i k e these defy simple ca tegor iza t ion; they 

define his success and act as a measure by which we can judge the 

relat ive fai lures or the lapses in the overall design. 

New Writing was published in eight volumes between 1936 and 

1939f and was generally greeted with approval by the c r i t i c s . 

There were, however, exceptions to the favourable reviews i t 

received. <~Some reviewers were'quick to take offence a t the 

. p o l i t i c a l th rus t of the early volumes of New Writing. H.A. 

Mason's review in Scrutiny, in 1936, l eve l led the charge t ha t 

nearly a l l of the contributors were too pol i t ica l : 

But though there are more than t h i r t y w r i t e r s who 
have taken the workers' side, they are a l l deficient as 

t a r t i s t s ^ . . . Good prose l i t e r a t u r e , then, i s 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 oapable 

\>f doing a service , but i t i s a service which i s 
primarily social and pol i t ica l . 1 

V.S, P r i t c h e t t , however, reviewing the f i r s t yolume of 

New Wri t ing in The F o r t n i g h t l y - in 1936, complimented the 
( 

\ 
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c o n t r i b u t o r s fo r t h e same c h a r a c t e r i s t i c s H.A. Mason had 

condemned: • - t 

Now t h a t t h e ' w r i t e r s a r e seeing both, the p i t f a l l s as 
well as the obl igat ions of having a view about society, 
t h e p o l i t i c a l m o v e m e n t ' i s beg inn ing t o show i t s 
c h a r a c t e r . I t i s r e a l i s t i c , i t p r e s e n t s the l i f e of 
the ordinary man. I t i s beginning t o do, in i t s own 

'way, something not un l ike what Defoe did for Engl ish 
p r o s e and t h e nove l Vin h i s own p e r i o d of c l a s s 
t r a n s i t i o n . There i s in nea r ly a l l these p i eces a 
refreshing speed and vigour of nar ra t ive which are what 
ti\e English novel had l o s t . The l i f e of the s t r e e t i s 
coming back.2 

One of the most favourable early reviews of New Writing appeared 

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

reviewer focused on what he believed to be a unifying pr inc ip le 

evident in the work of nearly a l l the contr ibutors : 

. . . t h a t , the conception -of an effect ive brotherhood 
born between v i c t i m s of oppres s ion , i s the cons t an t 
e lement , or the n e a r e s t to a cons t an t e lement , which 
g i v e s t h i s m i s c e l l a n y i t s c l a i m s t o u n i t y . The 
oppress ion t akes va r ious forms—sometimes i t i s war, 
sometimes i t i s fascism, sometimes the .social system, 
sometimes human nature or even the hard ear th i t s e l f ; 
but always i t is- t h i s .sense of broader ^comjjgdeships 
b r e a k i n g t h r o u g h t h e hard s k u l l ' of c o n f i n i n g , 

, destroying individualisms, which i s the basic c rea t ive 
t h i n g , 'a new l i f e b u r s t i n g through the old. . . .» 
S t i l l , whatever t he l i m i t a t i o n in t h i s case or t h a t , 
t h e impulse i s t h e r e ^ i v i n g d i r e c t i o n , movement and 
force to these s t o r i e s , manifesting i t s e l f as ease and 
power of n a r r a t i v e . For in t he bes t of the i tems 
emotional ident i f ica t ion—the essence of brotherhood— 
i s no mere a s p i r a t i o n ; t h e w r i t e r h i m s e l f has 
e x p e r i e n c e d i t , e n t e r i n g i n t o t h e l i v e s of h i s 
charac ters . •> » 

The conc lus ions t o be drawn about New Wri t ing were f r equen t ly 

determined by these kinds, of p o l i t i c a l convictions as much as by 

l i t e r a r y ones. The date of New Writing's publicat ion was crucia l 

»> 

4 
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to the form and content of i t s essays, short s t o r i e s and poems. 

'These four years saw the temporary'triumph of-avowed Fascism or 

react ionary governments throughout Europe, together with the 

continuation of mass unemployment and 'economic hardship in 

England. New Writing was shaped by these events/ 

Lehmann attempted t o a r t i c u l a t e his sense of universal 

brotherhood and to combat the possible eclect ic ism inherent in 

such a co l lec t ion of prose, short s t o r i e s artd poems by grouping 

together contributions on similar themes and issues^ This.was a 

useful way of contrasting British and foreign perceptions, and I t 

also made the un iversa l i ty of many of the themes apparent. " In 

addi t ion, i t gave the reader a deepened appreciat ion of the 

social problems, when a particular issue was explored through a 

number of different l i te rary techniques. These sections- increased 

in* importance as New Writing progressed from one volume to 

another; such an e d i t o r i a l organization demonstrated Lehmann's 

growing sense of purpose an(f was, perhaps, i nd ica t ive of the 

wider choice of. material available to, Lehmann. A l i s t of some of 

these sections speaks for I t s e l f : Different Lives: A Symposium; 

Breaking' Point; Three F*ables; Workers and Fighters ; Four Boys 

Alone; Earth', Legends and Heroes; Making; Island View; In France; 

Spain, War and Death; A Mirror Up to Nature; Spring Fes t i va l s ; 

Workers All; Russian Pattern. 

One of the d i s t i n c t i v e features of New Writing and i t s 

successors was the high quality Of writing by many of the foreign 

contributors; sonre, l ike Sartre and Brecht, continue to receive 

the c r i t i ca l respect due to them;' others, l ike Andre Cham son and 
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Louis Guilloux, have* ̂ largely been forgot ten, unjust ly , by a 

contemporary. Br i t i sh audience. I t i s c lear from Lehmann's, 

autobiography tha t he was continual ly surprised by the large 

number of Br i t i sh and fo re ign 'con t r ibu tors who deserved to be 
v „ / 

published and who,might have remained unknown without New 

Writing. * What is also apparent i s that there was, a large number 

of potential contributors who were simply not goqd enough; their 

' urge to wr i t e came from a heightened perception of t h e i r 

• environment which they were unable to translate effectively into 

e i the r prose or poetry. Although the New Country wr i t e r s 

provided ah i n i t i a l core and caucus for . the magazine, there was 

soon an attempt to publish people from other social groups than 

the one represented by Auden,"Spender, Isherwood, Upward, and 

Warner. When Lehmann began publishing New Writing he f e l t 

himself to be challenging the l i t e ra ry establishment,-and instead 

» found himself embraced by i t . Perhaps the f inal irony of 

, Lehmann's intent i s that, although i t was plausible in 1"936 to be 

a n t i - f a s c i s t and vehemently ant i -war , once the significance of 

the Spanish. Civil War had been grasped i t became uncomfortable jto 

believe the two positions synonymous. 

Although the f i r s t five volumes of New Writing were devoted 

to imaginative l i t e ra tu re , Lehmann began extending his range in 

le new se r i e s in 1 938 by including cont r ibu t ions on l i t e r a r y 
\ 1 -

thNeorx_and contemporary c r i t i c i sm of the a r t s . This c r i t i c i sm 

became an Increasing concern as Lehmann sought to understand and 

cater to the audience New Writing was gaining and creating. One 

of the most significant essays i s the very judicious assessment • 
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t ha t Stephen Spender makes of the Auden and Isherwood poetic 

dramas, The Dog Beneath theiSkin and The Ascent of F6. Spender's 

essay e s t ab l i shes t h e i r impor tance , whi le s imul t aneous ly 

r e f l ec t ing ,on the flaws tha t reduce the impact of thfcse plays. 

I t provides an interesting analysis of the competing claims that 

a r t and the urge to reach a wider audience 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 

- g e n e r a t i o n . They lhave c o n e e n t r a t e d - - q u i t e 
justifiably-t-on providing entertainment; but since they 

- ' a r e a lso creat ing 'a form and presenting a view of the 
world, one has to r e a l i z e how many of the problems of 
presentation, they have evaded. The most obvious 
failure i s the failure to write satisfactory'endings to 
t h e i r plays.^ -— - , 

The problems i d e n t i f i e d by Spender in t h i s ess^y a re 

c h a r a c t e r i s t i c of poetic dramas which self^consciously try to 

have a wide popular appeal. 

The actual s ty le of much of New Writing was, in par t , 

created by a s imi lar des i re for the magazine to be read by a 

s l i g h t l y la rger audience than was usual for such a l i t e r a r y 

venture. This desire was only partially fulf i l led; i t found more 

j u s t i f i c a t i o n l a t e r , in the publicat ion of the much cheaper 
* 

Penguin New Writing. Nevertheless, the wish to,be more readily 

understood formed part of the just i f icat ion for moving away from 

what Cyril Connolly termed the, "mandarin style."^ Lehmann's 

.belief, as described in his autobiography, was that New Waiting 

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

would be pa r t i cu l a r l y open to r e a l i s t wr i t ing . In many cases 
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th is urge toward realism produced a form of writing soon widely 

known as "reportage." Thflts was a form enthusiastically created 

and embraced by a number of f ledgl ing working-class wr i te r^ . 

Though much early reportage now see^ns an exercise in grievance 

ra ther than a r t , i t s contr ibut ion to New Writing cannot be 

overestimated, tyew Writing provided a place where a few aspiring 

w r i t e r s of w o r k i n g - c l a s s o r i g i n could be a p p r e c i a t e d . 

Unfortunately, some of these writers disappeared .just when their 

t a l e n t showed sighs of maturation. Others went on to wr i t e 

autobiographies, novels and collections of short s tories, without 

which British l i t e ra ture of the la te t h i r t i e s and fort ies would 

be very much poorer. .New Writing involved a deliberate attempt 

to create both an audience and a group of w r i t e r s dedicated to 

describing what i t was l ike to be a member of the working class . 

Lehmann's working-class contributors submitted pieces to-him 

in various ways. They were e i the r introduced, to him through, 

mutual acquaintances l ike John Hampson and Ralph Fox, or Lehmann 

contacted them himself af ter h^had seen some of t he i r work in 

New Stories or Left Reyiew. Some, l ike B.L. Coombes, sent their 

work to him unsolicited after they had seen or heard of the early 

volumes of New Writing. A number of Lehmann's pro le ta r ian 

cont r ibu tors were involved in the Labour Party or t he i r local 

v 
trade unions. One thing that was characterist ic of them al l was 

that they were short of money: 
Sometimes the wr i t e r was on the dole: t h i s provided 
more time all r ight, but made the purchase of even such 
minor instruments of the trade as notebooks and pens an 
almost impossible extravagance. I t r ied to devise al l 
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kinds of stratagems to get round the d i f f i c u l t i e s when 
I believed tha t the wr i t e r r ea l ly had 'got something'; 
but I had not the means a t my d i s p o s a l to do more than 
occasionally produce a t iny allowance, as advance on a 
remotely envisaged fee, for a l imi ted number of weeks.' 

• 

When he r e tu rned t o the Hogarth P ress in 1938 Lehmann was i n a 

stronger posi t ion to help his cont r ibutors with advice and aid on 

publishing. " * 

One of Lehmann's major w o r r i e s about h i s w o r k i n g - c l a s s 

c o n t r i b u t o r s was t h a t they appa ren t l y lacked the t ime to br ing 

t h e i r r epo r t age and s t o r i e s t o a s i g n i f i c a n t conc lus ion . In 

a d d i t i o n , they of ten r e l i e d on c l i c h e s . Lehmann descr ibed h i s 

r e s e r v a t i o n s q u i t e ' b l u n t l y in a l e t t e r t o Gordon J e f f e r y , a 

dockyard worker, in 1937: 

'The two s t o r i e s which i n t e r e s t me most are GOOD MONEY 
and CORONATION DAY, though I r ecogn ize t h a t t h e long 
s to ry JIMMIE AND THE CAPTAIN'S DAUGHTER i s a very 
courageous a t t e m p t . The o t h e r s seem t o me, i f I pay . 
say So, t o f a i l because they a r e n ' t q u i t e c r e a t e d ; 
t h e r e i s often a moral in them, and a sound moral , but 
i t h a s n ' t been r e a l l y brought a l i v e , or has been 
deadened by a ra ther conventional handling- or phrasing. 
I think you w i l l improve on a l l t h i s . " 

r 
None of t he se s t o r i e s was ever publ i shed by Lehmann. Gordqn 

Jeffery ' s l e t t e r s suggest t ha t he spent most of his time working 

for t he Communist Pa r ty . Lehmann's fo re ign c o n t r i b u t o r s were 

* of ten r e c r u i t e d through h i s con t ac t wi th va r ious a n t i - f a s c i s t 

o r g a n i z a t i o n s in Europe . His work a t t h e Hogar th Pre.ss , 

p a r t i c u l a r l y on New S i g n a t u r e s and New Country, in addition to 

h i s school and u n i v e r s i t y f r i e n d s h i p s , had a l ready put him in 

con t ac t wi th such w r i t e r s as Isherwood, Auden, Spender and 

Orwell, who in turn introduced him to many other wr i t e r s . 

% * 
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One of the f i r s t ways in which New Wrl f c i n g examined the 

condition of the working class was in i t s publication of stories 

which explored the experience of work i t s e l f . A few of these 

s t o r i e s concerned themselves i ron ica l ly or s a t i r i c a l l y with 

middle-class occupations, in which the self-conscious protagonist 

considers his or her work in r e l a t i on to i t s value for society. 

More usual ly , the s t o r i e s dea l t with the s tark and b i t t e r 
/ 

experiences of the proletarian and his job in the workplace. The 

most common themes that emerge are the physical hardships and 

monotony of the job (these often leading to accidents) and, most 

persistently, the oppression of the worker by foreman or boss. / 

Charles Harte 's "Blackleg" (JUL., I , 1936) i s a story tha t 

manifests many of the d i f f i cu l t i e s encountered by middle-class 

w r i t e r s d e s c r i b i n g p r o l e t a r i a n exper iences . The centra l 

character's lack of pol i t ical and social maturity i s very similar 

to that of the students from Qambridge and Oxford who gleefully ' 

volunteered their services in the General Strike of 1926. During 

the course of his "blackleg" career in Coleraine, he begins to " 

n o t i c e t h i n g s t h a t bother h i s consc ience and apparen t ly 

contradic t what he has-been told by the railway management. 

Unfortunately, the Story reads too much l i k e a p o l i t i c a l t r a c t 

where the ending and the moral of the story are never in doubt. 

I t f a l l s somewhere between a piece of reportage, thinly disguised 

' as a human-interest s tory, and a p o l i t i c a l confessional which 

a s s e r t s t h a t "while there i s a lower c l a s s , I dm in i t " (p. 54). 

Despite his theoretical resolve, the young -man remains* excluded 

from the working c lass he would l i k e to champion, while the 

/ 
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wr i t e r only succeeds in conveying .the awkwardness of h i s own 

privileged position. 

The relationship between the middle-class reformer and the 

society he hopes to change gradually i s suggested through- a 

p a r t i c u l a r l y cruel attack»on the main charac ter in Cecil Day 

Lewis's "Tinker" (N.W. 3, 1937). Day Lewis abandons h i s usual 

medium of poetry and, through the prose in t rospec t ion of h is 

pro tagonis t , James Hazell, d i s tu rbs the aura of sanc t i ty tha t 

l ingers around liberalism. Hazell i s a newspaper editor of the -

f i c t i t ious , provincial BerrinKham Eyenlnft World who appears, "at 

f i r s t , to be a model of fair-mindedness and humanity. Both in 

r e l a t i o n to his s taf f and to the society i t i s h is business to 

inform: 

He was invar iably pa t i en t and considerate with them; 
and if one proved i r r e t r i e v a b l y incompetent, he-was 
shot out with a minimum of fuss. Moreover, h i s 
preoccupied, s l ightly austere manner was occasional ly 
relieved by l i t t l e bursts of boyishness—unpremeditated 
confidences-, witt icisms, preposterous anecdotes, which 
by adding 'popular i ty , to respec t , ana" homeliness to 
au thor i ty , would soon render hint a myth in tlie-office 
(p.178). ' 

Hazell 's s e l f - i d e n t i f i c a t i o n as a j o l l y l i b e r a l p a t e r n a l i s t i s 

rudely shaken by the author ' s increas ing i d e n t i f i c a t i o n of him 

With the family cat Tinker,, who i s neutered a t the end of the 

story. Such an identification Reminds the reader of the peculiar 

b i t t e r n e s s with which those l i k e Day Lewis i n i t i a l l y attacked 

"their middle-c lass peers for refusing to accept the logic of 

Marxism, which asserted that liberalism was an emasculated creed. 

The predominant sense tha t the reader obta ins i s the hectoring 
\ 

1 
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. and propagandistic intention-oT Day Lewi's himself. Tinker i s all 

too obvipusly placed in the story to make a polemical point; his 

presence i s too obtrusive, fterhaps what i s most disturbing i s 

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

he believed i t to he a sham by whi$h the proletariat i s deprived 

- of equal opportunity to fulf i l itself, J * 

IntheSe-esrrly stories_by Harte and Day Lewis, as in Beatrix 

Lehmann's "The'Tw*-Thot»sand-Ppund Raspberry" (N.W., 5, 1.938), 

what is.attempted i s a description of a common ground or a common 

grievance which the middle-class "writers/workers can share with 

the i r Working-class counterparts . From the ir difi*erent 

perspectives and s ty le s they a l l share a direct interest in the 

fate of the-individual, when that individual i s faced with 

evidence contrary to what the central characters have been LAI to 

believe^y their ."superiors." They explore the dilemma of the 

sensi t ive middle.class, guilty about the way things are, but 

either oblivious to, or afraid of, more equal ways of ordering 

- society. None of the protagonists in these stories suffers 

irreparably as a result of his experiences, and in a purely 

physical sense, they are protected from the worst e f fects ofjt 

working under intolerable conditions. Their emotional and mem^K-/ 

suffering, though, i s immerrse. Most of the early proletarian 

»" writers in N,eM yr i f c ihgt on the other hand, are far more concerned 

with the physical-realities of the work experience. 

Lehmann was particularly^proud to discover'the work'ing-class 

writer B. L. Cooabes. His three contributions to New Ifritina are * 

, directly concerned with the continuous squalor and danger of 

/ 



w-orking down, a mine. Neither fFhe flame" (1LJL., 3, 1937). nor 

"Machine Man," CJUL, 5, 1938) now sustain the reader's interest . 

Their central characters ,are flat and Ixist as l i t t l e more than 

people to whom things happen; there- i s only a theoretical rather ' 

than personal involvement between the' reader and these passive 

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

reportage of physical conditions. In th is sense, they are 

similar to Orwell's "Down the Mine," in The Road to Wigan PierT 

published in 1937, which subst i tutes romantic hero-worship for 

character 'observation. This level of dour competence i s easily 

surpassed by Coonrbes' third contribution Twenty Tons of Coal" 

ULSU, n.sv, 3,' 193*9). 

Throughout "Twenty Tons of Coal" the narrator shifts tenses 

in an effort to recapitulate the events and their s ignif icance. 

The narrator mopes .about his home, while in a state of shock, 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 the present tense, as i f he were s t i l l experiencing the 

disaster over again. .Only slowly does the nature of the dilemma 

emerge; at f i r s t there are simply hints of misunderstanding 

l ike ly to occur at the inquest: "They wi l l l i s t e n to me in the 

brightness" of daylight and in the safety of ordinary l i f e ; and 

they wi l l think that they understand" (p, 161). The actions in 

the story' take, place not only out of day l ight , but in a 

metaphysical darkness as well as an' actual one; down the mine the 

codes of behaviour and the expectations of the men are entirely 

different. His dilemma i s that i f he t e l l s the truth and indicts 
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the hierarchical structure and theNauthority figures responsible 

for his friend's death, he will lose the insurance money for his 

f r iend ' s widow. The insurance company wi l l pay out for an, 

"accidental" death, but w i l l not pay for one caused' by the 

company's negligence. 

Coombes successful ly r e l i e s far more on dialogue and 

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

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

physical condit ions of labour and the economic fac tors t ha t 

determine them are consequently made e x p l i c i t . Once t h i s has 

been reoognized, the nature of the human tragedy emerges 

forceful ly from the rubble . - The-'"new deep" i s a nightmarish 

world,,where simple solut ions cannot be applied; consequently, 

the narra tor remains paralysed by indecision. The miners show 

s o l i d a r i t y with each dther when they turn t he i r backs on the 

author i ty f igure , t h e fireman, and refuse to c lear up the rock 

f a l l , preferr ing instead to carry the dead miner's body to , t he 

surface. I t i s only through a strengthening of t h i s bond t h a t ' 

the situation down the mine can ever be improved; only in times 

of extreme anger or danger do the miners r e s i s t , such authori ty 

f igures . Jhe Iruman element in the story s tays a t the forefront 

throughout; the act ions of the -charac te r s are not those of 

pol i t ical automata or f la t and passive sufferers, but df complex' 

and confused ind iv idua ls . This i s not always the case in 

contributions to New Writing,' . 

Coombes i s a good example of a working-class wr i t e r whose 

urge to wr i t e was'provoked by the condit ions he experienced 



34 

dai ly . He frequently turned JtQ. Lehmann for advice on how he 

should best pursue a l i te rary>career and appears to have deeply 

appreciated the assistance Lehmann gave him. He wrote-to Lehmann 

in 1936: ' * 

I specialize in Short s tories and plays of the working 
c lass because I bel ieve tha t the only t rue drama i s 
found in t h e i r suffer ings and s t ruggles . . . Please 

- acVept the s incere tha-nk-s of a wr i t e r who hopes tha t 
there may be a brighter future for workers and that he 
may have some l i t t l e share in helping toward that end,? 

Above a l l , ' Coombes seems to , have been moved by the. genuine 

comradeship of the miners and"exasperated by tfie wrongful use of 

a u t h o r i t y which made t h e l r J l i v e s mo-re p e r i l o u s than was 

necessary. / •*• 

The r i sks and conaeqUanqjehB. of workers' challenging an 

i l legi t imate authority are %he subject of Leslie Halward's "Boss" 

(JL&4 2, 1936) and John Somm,erfield's "A Personal Matter" (N.W.. 

n . s . 1, 1938). In both these s t o r i e s p e t t y t y r a n t s a re 

confronted, with differing resul ts . There i s a clear sense that 

the long-pterm resul ts of such protest are negligible, but that in 

the short term such res i s tance i s psychologically necessary to 

the v ic t ims of oppression, Halward'S "The Boss" explores the 

vu lne rab i l i t y of the victim and the incomprehension of the 
i 

employer. Joe , the mas ter p l a s t e r e r , i s concerned with 

e l iminat ing the waste of mate r ia l s , and despi te h is subsequent 

actions manages to remain likable to the reader. During the day, 

h i s i r r i t a t i o n with both his labourer and apprentice growj 

because of their inexperience and inefficiency, After a v i s i t to 
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the pub, he becomes insulting and bullying to the point where the 

apprent ice , who can s t a n d - i t no longer, c a l l s him a "bloody 

b l e e d i n ' big swine" (p. 37). Nei ther the v i c t i m s nor t h e 
i-

pe rpe t r a to r s of t h i s kind of oppression have the a b i l i t y to 

a r t i c u l a t e what i s happening. The use of c o l l o q u i a l and 

vernacular language i s perfec t ly adjusted to the charac te rs ' 

f ee l ings , when t h e i r a b i l i t y ^ cope i s s t ra ined to the l i m i t . 

The manner in which Joe and h i s employees repeat themselves in 

conversation reflects the way people naturally talk when excited 

and under pressure. Their part ial rebellion against his tyranny 

can only be seen by Joe as a joke* since any recogni t ion of h i s 

i n j u s t i c e to them would be l i ke ly to force him to question the 

• whole*superstructure of which he i s but one small par t . To the 

victims come only unemployment and almost certain misery. 

John Sommerfield's "A Personal Matter" i d e n t i f i e s , more 

ful ly than Hal ward's s tory , the complex chain of command which 

protects the real exploiters and possessors of wealth from direct 

confrontation with the many they have ignored. The inequality of 

wealth i s symbolized in the apparently f ru i t less pleasure of rich 

Americans, on board a l iner where the dishwashers work and make 

t h e i r pleasure poss ib le . Sommerfield c l ea r ly considers the 
i 

violent physical atta%k->by dishwashers on their immediate boss as 

a mistake, but i t i s a natura l mistake. I t represents a stage 

they must go through unti l they make the final logical connection 

and.begin to a g i t a t e against the system as a whole> His i ron ic 

t i t l e demonstrates his f ina l judgment on the act ion. "Boss" 

confines i t s e l f to verbal p ro te s t , while "A Personal Matter" 

% 
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considers the wrong use of violence to make an inef fec t ive 

^protest. The f i r s t i s an exercise in realism in which the main 

action'of the story i s resolved in dialogue, the second i s more 

descriptive of the actual conditions of work but ultimately less 

satisfying as a story. 

'The problem of d i s t i n g u i s h i n g necessary vork from 

' - - 'V ' 
monotonous, unappreciated and dangerous work i s a constant theme 

in the contributions to New Writing. G. F. Green's "The Recruit" 

(N.W.f 3, 1937) i s a powerful exploration of the way in which one 

character's separation from his community and his experience of 

poverty lead him to e n l i s t in the army. In tlje context of the 

story i t i s c lear tha t the wr i t e r considers t h i s a withdrawal 

from meaningful l i f e . The dialogue, i n Derbyshire d i a l ec t , 

*• skilfully incorporates the shifts of- time in the narrative, and 

the strange sense ,of alienation and hallucination in the victim, 

Fred, i s recreated v iv id ly : An a i r of apathy and boredom dogs 

Fred as he refuses to jo in his companions in throwing stones at 

t in cans, in drinking or playing b i l l ia rds . While his companions 

are also unemployed they find fraternity in these events and are 

able to laugh a t the r ec ru i t i ng poster ; Fred's monotonous, 

friendless l i f e leads him inexorably to the recruiting office: 
He looked ahead, he did not think, he walked s tead i ly 
for the top. I t was grey in the unadopted roads, the 
brick roads and the yards emptied even of kids. He 
heard the clanking a t the works, and then, near him, 

* the chink of chisels on brick. He stopped and saw them 
[the workers] on the scaffolds (p. 150). 

The workers in the yard represent one version of a creative l i f e , 

in cont ras t to Fred's own s t e r i l e sense of himself. The urban 
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landscape r e f l e c t s Fred's view of himself, "unadopted" and 
-J 

"emptied." In an attempt to c rea te s ignif icance for himself, 

Fred has exchanged- one sense of po in t lessness for another. The 

heat, which is maintained throughout the'story as an image of the 

s t i f l ing and claustrophobic nature of Fred's exis tence , reaches 

boi l ing point when a youth se izes Fred's cap and throws mud a t 

his uniform. Fred chases, traps and k i l l s the besmircher of his 

new uniform and role in a dream-^like sequence-which successfully 

avoids the danger of melodrama,. Green carefully juxtaposes\.Fred 

with his contemporaries by changing scenes between.the works, the 

unemployment office and the pub, and by breaking up any clearly 

defined time-scheme within the short s tory . This admirably 

captures the sense of emotional and mental d i s loca t ion he i s 

t ry ing to convey, and l u r e s the reader in to involvement with 

Fred's hallucinatory s ta te . Despite* the similari ty of the themes 

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

p ro le t a r i an w r i t e r s , he suceeeds'where many of-the p ro le ta r ian 

w r i t e r s fa i led in creat ing bel ievable characters and in using 

di&lect to' Startl ing effect. 

Many of the s t o r i e s vfrom New Writing already discussed 

cpncentrate on the response of a few individuals to the work 

experience. Usually these indiv iduals are a l ienated from, each 

other, either by their superior state of consciousness, or t>y the 

extremity of t h e i r suffer ings . -" In such s t o r i e s as Willy 

Goldman's "Down a t Mendels" (ty.W.f 5, 1938) and George Gar re t t ' s 

"Fishmeal" (2L»iL 2, 1936) there i s a conscious e f fo r t t o offer 

the virtues of communal action. In Goldman's "Down at Mendels" 
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this takes the form of a union s t r ike , approved of by the writer. 

Yet this particular story lacks the human compassion^^ef some ofx 

Goldman's other- work', concerned as i t i s wi th o rgan iz ing^ 

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

in presenting men in a s t a t e of c r i s i s and describing the 

i n s t i nc tua l group loyal ty tha t emerges from this.- "Seven Men't 

(1LH*» 5, 1938) dramatically recreates a shipwreck caused by the 

foolish bickering officers who abrogate a l l responsibility, while 

the men make a heroic and unsuccessful attempt to preserve each 

other. They try to keep each other af loat as the Water r i s e s 

around them: 

'Ver Good,' [ s i c ] Olseh said.* 'Us hang on, yes. We 
wait . We watch for l i g h t . Listen hard for sometin'; 
t ink of homes, missuses, yes. ' He sarlled but they 
could not see i t . 'We keep togedder. Soon everytin ' 
a l l r igh t . Tink" of nodding 'cept dat . ' He caught 
Spence under^his arm and raised him a l i t t l e higher. 
He caught Kelly under the other arm. He hung on to 
them! (p.230). . * 

This kind of hanging on t o g e t h e r i s very d i f f e r e n t from 

exhortations' to industrial struggle or class war, and was to be 

r epea ted wi th v a r i a t i o n s throughout the Second World War 

l i t e ra ture . Hanley i s able to reveal genuine human emotion far 

more forcefully than e i the r Goldman or Garre t t i s able to do, 

s ince, unlike Garre t t , he does not rely on a ^forced symbolism • 

reminiscent of t h a t in Conrad's'The Nigger of the NarclsSus to 

achieve his effect. 

The cont r ibu t ions to New Writing which primarily, concern 

themselves with the workplace a re , with a few exceptions, 
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h u m o u r l e s s and o f t e n b i t t e r . They a l l a s s e r t t h a t t h e 

prole tar ian must choose between individual s toicism, individual 

r e v o l t e i t h e r verbal>or v i o l e n t , or worker s o l i d a r i t y artd_mass 

res is tance to unacceptable conditions. Many of these a t t i t udes 

carry over into the numerous s t o r i e s in New Writing which examine 

the re la t ionship between poverty, home and unemployment. In the 

domest ic s i t u a t i o n the i n d i v i d u a l i s not o n l ^ r e s p o n s i b l e to 

himself, but i s forced to examine his economic p l ight in re la t ion 

to his dependents. 

One r e c u r r i n g theme in such s t o r i e s i s hunger. Often"the 

wr i t e r s dwell on the harsh physical suffering endured by those 

who are unemployed and starving, and the expedients they adopt to 

cope with i t . George G a r r e t t ' s "The F i r s t Hunger March" (N.W., 

3 , 1937) -is a d e s c r i p t i o n of -an h i s t o r i c a l event and of the 

exper ience and knowledge gained by those who took p a r t in i t . 

T h i s march , which was o r g a n i z e d in t h e w i n t e r of 1922, 
* 

demonstra ted t h a t the members of t he working c l a s s were q u i t e 

capable of turning themselves in to an e f f i c i en t army of protes t . 

The problem for most, however, was t h a t no permanent e f f e c t i v e 

o r g a n i z a t i o n e x i s t e d in t he mid-193Q«, and t h a t hunger was 

something the . indiv idual confronted and experienced in i so la t ion 

or in the atmosphere of mutual domestic recrimination, 

John Hampson's "Good Food" (N.WT, 1, 1936) and Lionel 
«• 

Davidson's "The P r i n c i p l e of the Thing"- (HJjL., n . s . , 3 , 1939) a r e 

two s t o r i e s which a t t a c k m i d d l e - c l a s s i n c o m p r e h e n s i o n of 

s ta rva t ion ref lected in popular c l iches . In the f i r s t the bel ief 

tha t s tarving people eat l i k e wolves i s rendered ludicrous by a 
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g raph ic d e s c r i p t i o n of the v i c i o u s pa ins t he n a r r a t o r s u f f e r s 

from e a t i n g qu ick ly on an empty stomach. The second s t o ry 

d i r e c t l y p l a c e s the r eade r in the p o s i t i o n of the v i c t im by t h e 

use of the second person: "You are standing in front of a baker's 

shop, looking in a t the window. There i s a lovely smell of hread 

t h a t makes your eyes w a t e r " ( p . 198) . When t h e hungry 

p r o t a g o n i s t s t e a l s a loaf and i s a r r e s t e d because of " the 

p r i n c i p l e of t he t h i n g , " t h e exhaus t ion and f a t a l i s m of t h i s 

act ion are contrasted b i t t e r l y with the work e th ic in a nation of 

unemployed. 

The same thought , smug, d i s c i p l i n e d , u n i m a g i n a t i v e , 
t h a t keeps a dog t o h i s r e g u l a r meals—no t i t - b i t s ; 
tha t t e l l s a tramp t o find a job—"There's always a job 
i f you want t o work." The same monstrous hypocr i sy ; 
the same smug catechism and words of advice beneath the 
languorous blonde head as would come from any s h a r p -
tongued ha r r idan (p.199). 

This s tory , despi te engaging the reader in the cent ra l ro l e , has 

a l l of t h e d e f e c t s of a p l o t der ived from a s i n g l e i s s u e and a 

tendency to be d idac t ic . % 

F u r t h e r e x t e n s i o n s of t h i s c r u e l c i r c l e of poverty are 

explored in Desmond Cla rke ' s "Hunger" (N.W., n . s . , 2 , 1939) and 

Gore Graham's "Pigeon B i l l " (N.W.f 1, 1936). In "Hunger" t he 

e n t i r e family i s worn out in a perpetual s t ragg le to find enough 

t o s u b s i s t on. %The wife i s l e f t a t home t o cope wi th t he 

chi ldren, while the husband seeks consolation for l o s t employment 

by cadging occas iona l d r inks from h i s few employed f r i e n d s . 

Chi ldren a r e no longer a source of p l e a s u r e , but r a t h e r an 
* .* • 

a d d i t i o n a l mise ry . In her journey t o the quaysl'de t h e wife 



obse,rve3 the derelict factories and deliberately avoids a child's 

funeral, which the narrator describes obliquely as a procession. • 

As the images of decay, dul lness and l i f e l e s s n e s s p r o l i f e r a t e , 

the f inal Scene of the women waiting by the harbour for the 

t rawlers to return with fish provides an explanation for the 

breakdown and des t ruc t ion of a community, a t l e a s t from a 

f i nanc i e r ' s point of view. No fish, w i l l be brought back by the 

boats because-, as the clerk explains, "No good bringing em [sic] 

in . . ., No market 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 human need into 
* *• 

considera t icn . Clarke'3 "Hunger" a l l o v s the communal breakdown 

and f r a c t u r e d f a m i l i e s to emerge from tire s t o r y wi thou t 

i r r i t a t i n g in tervent ion by omniscient na r ra to r s p r e s e n t i n g 

records of unemployment s t a t i s t i c s . I t i s one of the f iner 

achievements of i t s kind in New Writing. 

#A s imi la r .kind of b i t t e r p ro tes t i s embodied in Gore 

Graham's "Pigeon B i l l . " B i l l ' s job in an iron foundry i s 

described in detai l , but his home l i f e and i t s consequences form 

the centre of the s tory. The notion tha t , i f working c l a s s 

people do not possess material security, they at least possess a 

genuine sense of community is a shibboleth quickly disposed of by 

the writer: < / 

Living in such condit ions the people had no c iv ic 
community and a t the same time no privacy. The homes __ 
of these Englishmen were not cast les; not castles when * 
conversation could be heard through the walls, when you 

* couldn' t go down to the yard to the c lose t without 
being seen by s co re s of eves^ Ne ighbour l iness? 
Communal feelings in such circumstances? Impossible. 
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There was nothing but prying, spying, gossiping "and 
irritating inability to do anything but tread on each 
other's toes . . , (p, 149). 

1 i 

Unfortunately, too much of the story is self-conscious rhetoric 

of th is kind. Bill is described by Joe, the local communist, as 

an i d e a l p r o l e t a r i a n b e c a u s e of h i s n a t u r a l " c l a s s -

consciousness"; he has no wish to * improve^ h is posi t ion, he 

disl ikes his employers, and regards foremen as workers who have 

deserted t h e i r mates. I t i s unclear from the story if B i l l ' s 

decision to go home, during a communist's speech in the market 

place of the town, i s - a n a t tack against the aloofness and 

spuriousness of the party of the masses. Th-e death of B i l l ' s 

permanently ailing child and his inabil i ty to persuade a doctor 

to make a v i s i t before i t i s too l a t e form the background for 

B i l l ' s v ic ious outburst of^Jiatred, which he d i r e c t s a t the 

superc i l ious doctor. When B i l l goes ontp^ the roof to feed h is 

pigeons—the only interest and consolation of his life—there i s 

a confusing and inappropria te descr ip t ion : "And t h i s s i lvery 

chimney, standing as i t did, amidst a host of bui ldings with 

s la ted roofs jumbled together in an assortment of squares arid 

angles—likewise suffused with the grey moonlight—seemed l i k e 
* 

some landmark in a cubis t pattern* (p. 158). The epiphany i s 

imposed from the outside and has nei ther relevance to the 

consciousness of B i l l , nor any organic connection with the 

r ea l i s t i c detail that has accumulated throughout the story. Such 

are the dangers infusing stock characters to make wide claims for 

%a part icular vision of the urban landscape. -

In more modest p i e c e s of r e p o r t a g e t h i s kind of 
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consciousness IS avoided.by allowing the worker to speak for 

himself, James Stern's "A Stranger Among Miners" (N.W.f 3, 1937) 

documents the extent of human-suffering, through deta i led 

descriptions of the conditions in the mine, through descriptions 

of the air of l i s t l e s s resignation hovering around the unemployed 

men in the town square, and through^the, interview with' Bi l l 

Davies, an unemployed miner. After describing the overcrowding 

and the d ie t of B i l l Davies' family, Sterri shows the redundant 

miner to be pleasant and stoic, rather than il l-natured: "'But we 

mustn't grumble, we mustn ' t , ' h is father goes on. 'We a in ' t 

l iv in- in a slum like" some O'those poor folk round 'ere ye know— 

and t h a t ' s somethin to be thankful for. And thank Gawd we only 

got four kids, not eight or nine, eh, May?'" (p.8). Despite 

having been unemployed for ten years , , and l iv ing on a d ie t of 

t ea , bread, margarine and condensed milk, B i l l Davies seems 

grateful for what he,has; he r e t a i n s h i s ' p r ide and a cer ta in 

dignity. He refers to those working in the squalid and dangerous 

condit ions of the mine as the "lucky ones" and h is owrf r e l a t i v e 

contentment in cqntrast to those people mentioned in the "slums" 

suggests -considerable poverty and suffering. This kind of 

reportage describes conditions; i t i s direct and unpretentious. 

For many of the short s to ry*wri te rs in New Writing, to 

present the world as i t i s , without either sentimentalization or 

excessive sordidness, requi res a grea t deal of a r t i s t i c self-

r e s t r a i n t . Willy Goldman, an East-End Londoner and a Jewish 

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

aware of r ac i a l as well as c l a s s and economic subject ion, and 

> i. 

^ 7 
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t h i s awareness feeds in to a .s tory l i k e "A S t a r t in Li te" (N.VLt 

2, 1936), He does not fa l l into the trap of rejecting a l l Jewish 

t radi t ions as if* they were irrelevant; neither does'he deny that 

there are dis t inct ive and "often recurring cultural t ra i ts* What, 

he does, in t h i s s tory , i s to show how one form of c u l t u r a l 

t r a d i t i o n ean.b§ as oppressive e s the surrounding poverty, .He, 

creates a patriarchal Jewish figure* who i s to ta l ly inflexible and 

whose conduct towards his children i s not governed by love, but 

r a t h e r by a f a l s e sense of r a c i a l p r i d e . These Ac t ions 

exacerbate an impossible economic pos i t ion . Many of Goldman's 

short s t o r i e s are precursors of the s t o r i e s by Saul Bellow and 

Mordecai Richler, All three wri ters , ironioally, run the risk of 

being accused of anti-Semitism, when they are simply using Jewish 

charac te rs to make wider claims about humanity. Lehmann was, 

cons i s ten t ly encouraging to Goldman and ac t ive ly sought h i s 

contributions: 

There i s practically nobody in England who can write of 
English, of .LOMQQ, proletarian l i f e , and I.want you to 
do i t . I want s tor ies which show a broader canvas than 
e i ther .of the short th ings you have recent ly sent me. 
Social conflicts, workshops, factories, s t r ikes , docks, 
a l l these th ings you know so well and o ther w r i t e r s 
don't—make t h e mass l i f e of the East End. f i l l even 
your shorter s tor ies , 1 0 

This plea sounds very much l i k e a shopping l i s t of p ro l e t a r i an 

causes; in his l a te r correspondence Lehmann was far more wary of 

asking h is con t r ibu tors to produce shor t s t o r i e s on spec i f i c 

issues. 

Goldman's Jewish cha rac t e r s often make mat ters worse for 



* » 

45 

themselves; in t h i s way they are not alone. Many of the, 

cont r ibu t ions t o New Writing r e f l e c t the boredom and sporadic 
„ •* 

violence of youths whose idea of -a good night out i s limited to a 

. f i lm, a pick up," a ni'gh.t of drinking and an unprovoked f ight 

e i the r on a s t r e e t corner or vhen they re turn home. In such 

s t o r i e s as Tom Burns' "Street Corner" (M|.W.r n,s . , 1, 1938), H.A. 

Carter 's "Saturday Night" (JUU n'.s., 2, 1939) and Walter 

A l l e n ' s "You Hit Me" (JLiL., n , s . , 3 , 1939) t h e ado l e scen t 

protagonists are Usually unsympathetic ^puts who take^put their 

Social and economic-frustrations on inappropriate victims. Such 

contributions as these are usually written to document a cultural 

mil ieu r a t h e r than to t e l l a story for, i t s owfl sake. There are 

except ions; though, as when, the nar ra to r of "Street Corner" 

- begins to question the wisdom of his actions: 

There was a cinematic s t i l l n e s s in t h e i r minds, and 
there, too, was a feeling of staleness. They were a l l 
coming to feel t ha t t h i s meeting a t the corner week 
a f t e r week was. too' much the same , . . Everything you 
did in those d-ays, though, was d i f fe ren t froahwhat i t 
was the day before, and everything was j u s t what you 
had l ived for in a l l the years a t school. But now, 
when you got to be eighteen, a l l those things were 
s t i l l a l l you could do with the erowd, but there were 
other fee l ings growing and making a l l what you did 
r e a l l y the same,. , . . i t was.something grown up and 
looking for feelings beyond-itself (p.69). 

* * * 

This painful groping after illumination by an omniscient narrator 

makes th is ' a far more sa t i s fy ing study of the development from 

adolescence in to manhood than the more mundane and mechanical 

observat ions Of "Saturday Night" and "You Hit Me." I t a l so 

suggests tha t a t l e a s t some of the Victims of poverty and 

unemployment have a measure of choice about how they cope with 
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their environment. Leslie Halward's "No Use Blaming Him" (JLIU, 

- . n .s . , 2 , 1939) poses a s i m i l a r quest ion about individual 

responsibility in i t s presentation of a central character, Alan, 
* 

•an unemployed layabout who enjoys manipulating the pity of 

others. The effectiveness of th i s examination i s enhanced by 
» . . . 

Halward's i ron ic treatment, which withholds direct moral 

y~~^ judgment, but- allows the reader to come to his own conclusions, 

r- as the gradual evasions and ins incer i t i e s of Alan are pieced 

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

Wrjting avoided'the sentimentalization implicit in much of their 

material by acknowledging and creating characters like Alan. 

\ The publication of Walter Greenwood's Love*-On The Dole i n 

' 1£83 provided a starting j^oint for some of the contributions to 

Mew Writing. Many of these concern themselves with the complex 

inter-relationships which-exist between love, fu l l employment, 

and social and po l i t i ca l att i tudes. J. Brian Harvey's "Meeting 

in a Valley" (JUL., 4, 1937) and L e s l i e Halward's "Arch 

— Anderson" QL1L, 4, 1937) are amongst the best rea l i s t s tor ies 

Lehmann was to publish in New Writing.^. The prose of "Meeting 

in a Valley" occasionally demonstrates the l i l t i n g cadence, 

repetition and control of rhythm which i s frequently associated 

with a poet l i k e Dylan Thomas, and which seeVs e n t i r e l y 

appropriate to a description of the Welsh sett ing where the 

action takes place: 

^ , The street was a long one, running along the side of 
the h i l l , - the 'mountain* they ca l l ed i t in the 
neighbouring town. Rough streets and houses climbed up 
thtf h i l l one sidj£, 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 val ley where the 
mines were: ami the thoughts of the v i l l a g e 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 dif f icul t ies which the non-Welsh 

outs ider faces in t ry ing to penetrate the Sens ib i l i ty of the 

Welsh, and in relating his experience to the wider international 

working-class s t rugg le . I t i s precisely t h i s problem tha t 

confronts Shirley, the student and self-conscious petit-bourgeois 

communist, whose readings in theories of surplus value scarcely 

' prepare him for the r e a l i t i e s of l i f e which he sees Evan, the 

unemployed miner, undergoing. To Shir ley, South Wales i s "the 

Unexpected bride, cold, conception diff icult ," (p.143), and i t is 

not long before th is image becomes attached to the main woman in 

the s tory, Evan's g i r l f r i end , May. Shirley sees^May's sexual 

abstinence as a convention of bourgeois love; May sees i t as an 

economic necessity given Evan's unemployment and poor prospects. 

Throughout the story Shir ley 's p roc l iv i ty for turning human 

problems"into pol i t ical slogans i s treated with oool detachment 

by the narrator, who understands the connection* between love and 

security in a way that an ideologue like Shirley cannot. 

The ^love a f f a i r " between Evan and May s tays taunt ingly 
1 I V » . 

** t • 4 

"Unconsummated in ^Meeting in a Valley"; t h i s i s not the case,in 
"* * * 4 

"Ardh 'Anderson*". Here the bir th, development and destruction of 

" love and hope for a young^wprking olass couple, Arch and Li l , are 

presented as an inev i t ab le occurrence. The s tory 'neyer loses 

sight of the human experience, for a moment, and i t never passes a 
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pol i t ica l remark or overt judgment, and yet the story captures a 

mood of social oppression rarely equalled in pfcteer contributions 

t o New Writing. .The- language of Arch's courtship of Lil i s never 

high-blown and romantic, but i t i s per fec t ly adapted *to^ the 

, s e t t i n g of the urban Midlands and t h e ' charac ter ' s* Their 

conversat ions are frequently banai and uncommunicative, in one 

sense, and yet they e s t ab l i sh a mutual need1and dependence; 

conversation handled in t h i s way can frequently,be redolent of 

meaning, « s Harold Pinter has more recently demonstrated. Ip one 

rep resen ta t ive exchange t h e i r re la t ionship moves from a casual 

basis to the possibi l i ty of commitment to each other: 

'What's the matter with you?' she asked. 
He shrugged his shoulders. 
•You sound fed up, ' she said. 
He said nothing. 
'You could have gone and had a dr ink , ' she said. '.I 

sbouldn*t have minded' 
'1 a i n ' t worrying about t h a t , ' he said. 
'What are you worrying about then?' 
'Nothing, ' he sa id . 
'Well, I sha l l have t o go in , ' said L i l . 
•Doing anything tomorrow night?' 
•Sunday? No, nothing special. ' 
'See you to-morrow night, then.' 
*AI1 r i g h t , ' said Li l (p.133). 

The t r a n s i t i o n of Arch from a.free agent to par t of a couple i-s 

handled with delicacy and unforced na tu ra lness . Despite t h e i r , 

lack of mate r ia l possessions and the meagre s t a r t to t h e i r 

married l i f e , they are described as happy. 

" Arch's fa l l from b l i s s resu l t s from an uncharacteristic bout 

Of drinking, during which his "friends"' Insinuate that his wife 

Is being unfaithful with the milkman. After he has assaulted the 
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milkman he i s sent to prison; on his release the weight of public 

supposition, rumour and gossip combines to make i t impossible for 

him ever to regain a permanent job. The f ina l twis t to the 

s t o r y , which g ives an added sense of poignancy and a 

psychological ins igh t in to the mind of an innocent v ic t im, i s 

Halward's account of Lil : "She never reproached him for anything, 

for i t seemed to her t ha t , somehow or other , she was to blame" 

(p. 141). Arch's sharp and undeserved decl ine in fortune 

i l l u s t r a t e s the precarious r e s p e c t a b i l i t y and happiness of the 

working class. The environment i s presented carefully without 

melodrama or f a l s i f i c a t i o n , as the world symbolized by Arch's 

allotment rapidly changes into a world of unemployment and loss 

of self-respect. Both Arch and Lilt are not f lat characters, but 

a re feel ing ind iv idua l s able to arouse the reader's compassion; 

th i s is primarily because Halward uses dialogue so effectively in 

creating character, and the. dialogue's realism in no way inhibi ts 

the w r i t e r ' s imagination or the universal app l ica t ion of the 

values explored. ' The des t ruc t ion of Arch's f r ag i l e world i s a 

f ierce revelation of the mating between individual misfortune and 

soc ia l injustice. 

Willy Goldman's "A Youthful Idy-11" (JUL, n .s . , 3 , 1939) i s 

a story tha t achieves a s imi la r i n t e n s i t y of v i s ion to tha t of 

"Arch Anderson." Both s t o r i e s use a love a f f a i r to promote, a 

wider understanding of the des t ruc t ive tendencies i m p l i c i t in. 

poverty and unemployment. S ign i f i can t ly , i t does not concern 

i t s e l f with the "issues" Lehmann requested in his ea r l i e r l e t t e r 

to Goldman* The nar ra to r , a shy and se r ious Jewish boy, opens 
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the story with a description of and a t t ach upon the middle-class 

o f f i c i a l s of the working g i r l s ' club in the East End of London, 

who l ec tu re to adolescents on "the be t t e r l i f e " while ignoring 

their lack of decent food and good homes. These offioials never 

see the t iny room which the na r ra to r ' s g i r l friend Mlnka, the 

consumptive, must share with her mother, a room which worsens her 

i l l n e s s and depresses her s p i r i t s - - t h i s in addit ion to the 

drunken woman downstairs who abuses the Jews. The na r r a to r ' s 

unemployment and lack of money make him a he lp less witness of 

Minka's deteriorating health; he has nothing t o offer to prevent 

hep from .returning to ' t he sanatorium. Although the sufferers in 

t h i s story a re Jews, and the Gent i les are presented as a l ien 

beings, the-adolescent perception of l o s s , hopelessness and 

poverty becomes an epiphany^which i s extended to^'all Suffering 
'• J • 

humanity. '\ , . / 

The search for satisfactri-y love i s a constant theme in many 

short s tories in New H/riting. I t s sfruatration becomes symbolic 

of the deeper c u l t u r a l , soc ia l and economic -malaise which 

i n h i b i t s i t s a t ta inment . In Clifford Dyment's' "The depar ture" 

(>|.W. 3, 1937) love v creates a temporary s t a t e of heroism in a 

jaded auctioneer, who persuades his employer's wife toVun away 

with him. But love i s a feeling alien to the l i f e the auctioneer 

has experienced in the marketplace. He has spent h i s l i f e 

s e l l i ng shoddy merchandise and ca l l ing i t a "bargain". As he 

leaves the c i ty on the t r a i n with the woman, he begins to worry 

about what kind of bargain his l i f e has brought him, since he i s 

a l l too familiar with how rhetoric can make people abandon common 
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sense. He i s deeply perturbed tha t t h i s "love" play be another 

kind of rhetoric. The auctioneer i s l e f t dangling at the end of 

the story, his ebullience and passion have drained away, leaving' 

only fear . As the f i e l d s rush past the t r a i n window, the 

l ike l ihood of the auctioneer escaping from his shallow and 

enamel eon-like personality recedes, , , 

In many respec ts the, a t ta inment of love depends upon 

successful ly escaping fr$m the oppressive ma te r i a l ' cond i t lons 

which surround mariy of the protagonis ts , in, the s t o r i e s in New 

W r i t i n g . The need for* p r ivacy ' and a p lace to go i s t he 

continuous problem of, the working-class couple in F.L. Green's 

"The Gallery S h u t s ' a t Ten". (N.W., n.s-., 3, 1939). They are 
* \ , ' • i • 

unable to do more- than exchange a brief kiss in the passageway- of 
, < • ' ' 

the g i r l ' s home, s ince h e r - p a r e n t s become h o s t i l e to the 

. r e l a t i onsh ip once the young man loses h is job. To escape from 

resentment and claustrophobia , they walk the s t r e e t s unable ' to ' 
* speak t o each other,* because t a l k about the f u t u r e only 

emphasizes i t s bleakness. Excluded from the cinema, which i s 

f u l l , and the churchyard, which i s locked, they move with one 

accord to the Art Gallery. While the two a t tendants in another 

room complain about the lack of i n t e r e s t in ,Art, these two 

hounded' individuals achieve a moment of repose by gazing a t a 

s t i l l - l i f e . Thei r long- t e rm h o p e l e s s n e s s i s i r o n i c a l l y 

juxtaposed to the transitory moment of pleasure they capture for 

themselves. May is unable to deduce what " s t i l l - l i f e " could be, 
* 9 

since i t i s t o t a l l y removed from her own experience; but they 

both gain an unconscious insight into s t i l l - l i f e "after they hold 

fr 
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each other t i gh t ly and gain a moment of repose in the empty 

" gallery. When the gallery shuts they arfe again confronted with 

the fact that there i s nowhere to go. 

Short s tories l ike "The Gallery. Shuts at Ten" are parochial 

and rooted in the English urban experience* Lehmann's desire for 

contrast and an international component to New Writing led him to 

publish a number of foreign s t o r i e s with s imi la r themes, which 

vere qualitatively different and which provided instances of the 

range of human experience love could contain. One of Lehmann's 

most significant foreign contributors was the New Zealander Frank 

- .Sargeson, whose narrators are almost always shift less wanderers 

in landscapes that are vast rather than claustrophobic. Against 

these landscapes his charac te rs ' emotions take on a" kind of 

tragic and perhaps fut i le grandeur. Sargeson's "An Affair of the 

Heart" (JLiL, n .s . , 3 , 1939) i s a d is turbing encounter with the 

fanaticism which can be an aspect of love in lonely people in 

lonely places. His off-hand colloquial reminiscences underscore 
< 

• r a ther , than cont rad ic t the passion revealed in the s tory. The 

unidentified narrator returns to a beach, where he spent much of 

his childhood, to encounter the withered Mrs. Crawley,- who s t i l l 

inhabi t s a tumble-down bach (a small hut) af ter twenty years . 

Her f ie rce devotion to her undistinguished, spo i l t son was a 

childhood embarrassment and wonder to the narrator. She i s s t i l l 

waiting patiently for the same son to return and, in her madness, 

expects him to a r r ive on the l a t e bus. The nar ra to r discovers 

the son has not been seen for years, and Mrs. Crawley's f idel i ty 

to a bel ief , despi te years of appal l ing poverty and self-
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sacrifice,'' contrasts starkly with the narrator's own nomadic and 

feckless existence: 

All the affairs of the heart that I.\had ha* in my l i fe , 
and a l l that I had seen in othex people, Seemed shabby 

"and mean compared to t h i s one of Mrs. Crawley's. I 
looked at the smart young, people about in their shorts 

vwith a sor t of contempt. 1 thought of Mrs. Crawley 
waiting down there in the bach with her wonderful 
Christmas spread, the bach swept out and t i d i ed , and 
Joe's bed with clean sheets a l l made up ready and 
waiting. And I thought of her-al l those years digging 
in the garden*, digging for pipiS, pul l ing up .mussels 
and p icking up cones, bending 'her body u n t i l i t 
couldn't be s t raightened out again, un t i l she looked 
l i k e a new s o r t of human being ; . . But I never 
understood until l a s t Christmas Day, when I was walking 
northwards to a job on a f r u i t farm,'how anything in 
the World tha t was such a t e r r i b l e thing could a t the 
same time be so beautiful (p.9D. 

There is a sublimity in this description which i s lacking in most 

of the work of the English proletarian writers. The narrator and 

Mrs. Crawley represent the two extremes pf the responsibility of 

love or the inabili ty to cope with i t . 

The search for love in the s t o r i e s in New Writing i s one 

aspec t of t h e d e s i r e for a wider unders tanding of the 

individual's role within a community. Many>other stories explore 

the effect of^the individual on the community, and vice versa, 

and seek to ident i fy , the kinds of demands'which each can 

legitimately make of the other. In many instances, this involves 

an* examination of the shared responsibi l i t ies of communal l i f e ; 

i t alsoJ involves a presentation of what in teres ts or rhythms of 

l i f e are he ld - in common. One df the g rea tes t concerns in 

New Writing i s to explore the concept of the hero and define an 

appropriate relationship to his community. 
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The problem wijth such Engl ish sho r t s t o r i e s as Fred 

Urquhart 's "The Heret ic" (N.tf.f 3, 1937) and G. D. Skelton's "A 

New Life? (N.W., n .s . , 3) i s *hat they are too solemn and too 

pes s imi s t i c about the p o s s i b i l i t y of changing the community's, 

react ionary, sent iments . In the case of "The Heret ic" the 

Ca tho l i c church m o b i l i z e s a community in Edinburgh i n t o 

ostracizing the unrepentant protagonist of the story, who quite 

r i g h t l y accuses the local church of corrupt ion. There i s a 

feeling of inevi tabi l i ty about the whole story, a;nd a consequent 

lack of i n t e r e s t ^ n the cen t ra l charac ter . This s l i g h t l y 

mechanistic approach to a complex problem also pervades the, fate 

of the cen t ra l character in "A New Life," who f a i l s to convince 

h i s employer t h a t he has reformed af te r a s t i n t in prison. 

Neither ,of these stories has the passion, the humour or the racy 

qua l i ty tha t other w r i t e r s brought to bear on the problem of 

d i s s iden t ind iv idua ls within a community. Louis Guilloux's "A 

Present For The Deputy" (N.W., 3, 1937), t r ans l a t ed by John 

Rodker, has a passionate conviction combined with an a r t i s t e s 

s"kill for the creation of character and mood. I t i s a sustained 

a t tack on the hypocrisy of a whole community in Breton. The 

s tory gains i t s tension from the two an tagon is t i c pos i t ions 

espoused by a mother and, daughter in response to the execution of 

the fa ther? who was wrongly believed t o be a deser ter by the 

military authorit ies, i All of the mother's efforts are devoted to 

exonerating her dead/ husbahd; the daughter directs her energies 
t-r y/ 

into taking revenge on the rich and powerful who allowed and 

encouraged the execution. The climax of the story is the 
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daughter 's disrupt ion of a banquet organized to r e s to re her 

father to his full military honours: 

She l e f t them to the ignominy of t h e i r be t raya l . She 
l e f t her mother ' to the fa l se love which forgets , 
excuses, and pardons. Loving for 'her was a d i f ferent 
matter. There was no falsehood in her love. .That was 
f a i t h fu l , unfdrget t ing, ever watchful, and unlike 
thei rs , could take i t s revenge (p.39). 

Guilloux'a emotional and imaginative energy i s invested in her 

revolt; moreover, in pol i t ical terms, the story embodies a l e f t -

wing c r i t i q u e of the f a c e - s a v i n g measures adopted by an , 

established e l i t e - to maintain i t s dominance over a commuhity, 

' Individual heroes represent a theoretical problem for some 

of the soc ia l i s t contributors to New Writing. Often these heroes 

are described as i n t e r p r e t e r s ^ * the communal w i l l . What to do 

with classioal heroic figuresj^ffom the socia l i s t perspective, is 

an i n t r i g u i n g cha l l enge taken up by Paul Nizan in "About 

Theseus", which i s translated by John Rodker (N.W.f 5, 1938). In 

a style which is indebted to Lytton Strachey, Nizan reconstructs 

the likely human truth from the myth of Theseus. At .every point 

in the s tory , Theseus, the hero, i s debunked by. continuous 

references to h is mundane human needs, and Ariadne loses her 

romantic charm when she neglects to take care of the thread and 

becomes a nuisance to Theseus' endeavour to slay the minotaur: 

"About the tenth hour, Theseus had caught his companion and 

thrown her down with thevrapidity and grace of a hero, but he no 

longer thought about the matter . He was absorbed in t rying to 

work out the time by the number of occasions he f e l t hungry or 

t h i r s t y , or had needed to ur ina te" (p.71). After .Theseus has 

A 

J i 
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k i l l ed the sleeping minotaur, and i s about to escape from the 

labyrinth witf? Ariadne—the only witness to his hollow triumph— 

he punches her in the face and abandons her, so that she will not 

embarrass him by t e l l i n g anyone how £asy i t was to k i l l the 

minotaur. Theseus, a f te r a l l i s only human, and by t rying to 

deny his common humanity he accentuates i t and loses his claim to 

heroism. 

S to r ies l i ke "About Theseus" have an i ron ic mode in which 

the hero is ultimately mocked. They are essentially inspired by 

anger and gloom about individuals and communities. This is not 

at a l l the case with the best Indian contribution to New Wrltjqg, 

Mulk Raj Anand's "The Barber's Trade Union* (1L1L., 2 ,* 1936). 

This story i s amusing rather than serious. Although the Indian 

v i l l age community i s seen as caste-bound and oppressive, the 

infectious sense of fun that inspires the child rebel i s Impish 

rather, than revolutionary*; his organization of a trade union of 

the barbers within seven miles of his vil lage i s instinctual , ' not 

" p o l i t i c a l . " Anand c rea tes an atmosphere of wonder around the 

barber-boy Chandu by observing, from the perspect ive of a 

childhood companion, h is growth to fame, Chandu's low-caste 

s t a t u s makes him a rebel with l i t t l e to lose ; he i s carr ied 
» 

forward by the s impl ic i ty of h is idea and h i s triumph i s 

childishly easy. He forces the village elders to come to him if 

they want t h e i r h a i r cut and t h e i r beards shaved, and 

consequently demolishes caste p r iv i lege and i t s a t tendant 

economic and s o c i a l i n j u s t i c e s within an otherwise r ig id 

community. 

t 
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The shared sense of community Lehmann was trying to reveal 

and'inculcate in New Writing was often expressed in stories which 

explored intense "suffering and the unity a r i s ing from i t , 

Lehmann considered Tchang T'ien-Yih's "Hatred" (JUL.., 1, T936), 

which he t r ans la ted from the French version, one of the most 

pe r f ec t p r e s e n t a t i o n s of the humanity and compassion he 

desired.^ Three Chinese so ld iers encounter a group of Chinese 

peasants as both groups stagger across a deser t in search of 

fqjKl, water and rest . Each group regards the other with fear and 

hatred at f i r s t , and the peasants want to k i l l the so ld ie rs for 

a l l the sufferings that armies have caused them: loot ing, rape 

and the l o s s of t h e i r farms. I t r e q u i r e s a pa lpab le 

demonstration of common suffering, poverty and helplessness to 

uni te them into a new community, a community which f ina l ly 

under s t ands^ha t the rea l enemies are the generals and the 

landlords. This i s achieved when one .of the soldiers exposes his 

leg wound infested with maggots. One of the peasants takes, pity '. 

on him and gives him water: 

'Drink you son of a b i t ch l ' 
Could" i t be true? What did i t ( mean? The three 

soldiers, amazed, opened their eyes wide. Suddenly one 
of them seized the t a l l man in his arms, and embraced 
him passionately; they a l l had tears in their eyes. 

Each of them drank copiously from the j a r . Tiny 
also sprinkled water on his wound. 

The tension was broken at l a s t . Each was thinking 
now: ' I must help these poor wretches, ' but no one did 
anything. They a l l knew tha t these three were human 
beings l i k e themselves , and must be t rea ted as such. 
They no longer thought of wreaking t h e i r vengeance on 
them. 'They're in j u s t the same p l ight as we are* (p, 
216). 



-The simplicity of the narration allows the universal truth to 
r * 

emerge without sen t imenta l i ty . As they walk away together in 

search of a town and food, there i s no fa l se a sse r t ion tha t a l l 

w i l l be magically well ; t he re i s only the understanding t h a t , 

their fates are inseparable. • "* -

The intransigence of individualism is a permanent rebuke to 

simplistic notions of community. . I t i s precisely this dilemma 

which AnoVe Chamson," edi tor of .Vendredi and a supporter of the 

Front "Populaire, pursues in such cont r ibut ions as "My Enemy," 

(N.W.-r 1, 1936) and "The White Beastie" (N^W.f 2, 1936), but 

most pa r t i cu l a r ly in t h e four s t o r i e s that concern themselves 

with the f luc tua t ing r e l a t ionsh ip of" his cent ra l character , , " 

Tabusse, with his community in the "massif cen t ra l . " All of 

these stories reflect an acute awareness of nature and a vision 

of .man'.s natural and organic relationship with i t ; Chamson's own 

observations about community are a d i rec t resu l t , of t h i s 

awareness 'and depend heavily on an agrarian set t ing. - Despite his 

connections with the Front Populaire,. Chamson seems-to be much 
_ - - - » ,-

happier in writing about a rural context than in dealing-with the 
-* - "** 

i ssues raised by large c i t i e s and the urban p ro l e t a r i a t ^ H%& '\ 

-social ism i s embedded in a nos t a lg i c , one might even,hazard 

anarchist, sense of the small community. * " 
> ' -

In each of the Tabusse stories, which are translated by John • 

Rodker, the individual anarchist strain which Tabusse brings to 

his community is juxtaposed- to the desire and need for solidarity 

and communal action] Tabusse must learn the responsibilities he 

has to the village, while the village must learn to tolerate his 
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e c c e n t r i c i t i e s . In the story "Tabusse* (N.W.f 5, '1938), 'Tabusse 

e rup t s ' i n drunken anger andoegins a brawl-because he has been 

excluded, by accident, from a feast that celebrates the Republic 

Some professors and s tudents on holiday in the v i l l age want to 

c a l l the po l ice , but the unident i f ied na r ra to r has complete 

contempt for t h e i r coward ice ; Tabusse has d i s r u p t e d t h e 

community, and i t i s the community, r a the r than the law, which 

muac beat Tabusse i n to quietude. In "Tabusse and His Dogs" 

(N.y.f 5, 1938), Tabusse learns that misanthropy and avoidance of 

his feilow man' can have disastrous resul ts : he narrowly escapes 

being eaten by h i s dogs when he i s o l a t e s himself in the fo res t . 

His acceptance of his communal responsibil t ies grows throughout 

the s t o r i e s ; i t reaches fu l f i lment when -he sec re t ly rescues 

pe t ro l drums from a burning shed. C h a r a c t e r i s t i c a l l y , he i s 

i r r i t a b l e when the community comes to thank him and eschews the 

heroic s t a t u s i t wishes to accord him. A t e n t a t i v e balance 

between Tabusse and his community i s finally achieved in "Tabusse 

and the'Powers" (N.WPf n .s . , 2 , 1939), in which Tabusse begins by 

lobbying for the position of roadman and ends.by deciding that he 

does notr want to be dependent on anybody1s goodwil l . 

Many of the contributors to New Whiting who explore a sense 

of coram unity conceive of the urban experience as something 

-w-retched, wholly unnatura l . They s t r e s s the deeper sense of 

values "which can usual ly be located in v i l l a g e s untouched by 

i ndus t r i a l i sm , as in the Tabusse*stories. Other s t o r i e s , l i k e 

Ralph Bates 's "TlfeLaunch" (JUL, 1, 19flp7 and Jean Giono's "The 

Bread Baking" {H.V., n.s., 2, 1-939), attempt to provide paradigms 
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of a communal l i fe- in perfect harmony with i t s environment. "The 

Bread Baking," which i s t rans la ted by John Rodker, i s .a 

celebration of l i f e and springtime which i s dredged from the 

memory of the narrator, who implies that this French peasant 

community has now disappeared^ A spontaneous dance erupts in the 

story, in which dist inct ions between ugly and beautiful become 

blurried as the adults capture a moment of chi ldl ike innocence 

through a kaleidoscopic whirl of swishing sk ir ts and pounding 

feet. "The Launch," however, i s a somewhat sentimental and vague 

description of the departure of a sa i l ing f l e e t 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 
-i 

conducted experiments in what beoame known as "Mass Observation," 

~and Harrison recorded some of their findings in his ar t i c l e s 

"Whistle.While You Work" (JLiL, n.s., 1, 1938) and "Industrial 

Spring" (JLJL., n.s., 2 , . 1939). These were attempts to gather 

data on working-class social l i f e and to analyze the rhythms of 

industrial urban life, . The significance of "Mass Observation" 

•Was been amply discussed- in Sam-uel hynes's The Auden Generatlpn. 

It i s suff ic ient to record that these two products of this 

ec lec t i c venture fa l l far short of the ambitious impulse which 

inspired them J 2 Like the s tor ies by Bates and Giono., these 

pieces are backward-looking and suggest that the "urban experience 

has done much to destroy a.true appreciation of community. 

The small number of proletarian s tor ies which could be 

described as comic points tp one of the central divisions between 
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middle-claps and working-class contributors %\> Mew. Writing, It 
r 

i s a rare thing f or -fl proletarian to wri te sat ire rather than 

reportage, or-to feel comfortable in using fable, allegory, black 

humour Or surrealistic fantasy in pursuit of the, gbals of social 

change. Such .contributions as "The FoY" N̂*1L* 4_, 1937), "The 

Ape Who Lost his Tail" OILJLL, n.s., 1, 1938), "Alfred" (N.W.f 2, 

1936) and "Pretty Pidgy" (N.W., n;s., 3 , 1939) use animals'and 

birds to make stfcial comment of a,particularly trenchant kind; 
' " * * * 

While the aptness of ,the analogy drawn varies with the ski l l -of 

the .wr i ter , t h e u s e f u l n e s s of such . l i t e rary dev ices i s 

unquestionable—as the continuing popularity of Orwell's Apintal 

Farm at te s t s . All of these pieces end in, or suggest, violence 

and death1, and each asserts that th is violence i s ah in tr ins i c 

part of the social structure of repression and exploitation.^"1 

Ignazio Silone's fable "The Fox"', which Is'translated by 

Gwenda David and Eric Mosbacher, is an examination of the brutal 

struggle between f a s c i s t s and a n t i - f a s c i s t s in I t a l y 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 i s . 

being set to catch a fascist spy. The protagonist of the story, 

Daniele, i s a man with moral scruples and*humanitarian impulses; 

he refuses tp surrender the injured fascist to his friends, once 

th i s f a s c i s t has inadvertently found refuge at his fcouse after 

being caught and beaten by the a n t i - f a s c i s t s . He bel ieves that 

to do so would make him no better than the fascists they are all 

r e s l s J ^ K For this "weakness," he suffers the betrayalof the sis^ani fa sc i srand helpless ly watches his friends being imprisoned. 
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Whe<n the other ' fox t h a t has bothered him i s ' c a u g h t in. a 

, mechanical t rap , at the end of the s tory, he rel ieves^-his 

bitterness in a burst of violence: "'.At l a s t ! ' Dani'ele exclaimed. 

He seized an axe which was lying near the hen-house and'started 

s t r i k i n g the beast as though he were fe l l ing, an oair-tree. He 

struck i t s head, i t s back, i t s be l ly , and i t s legs , and went*on 
, - • ' * . 

s t r i k ing long af ter he had hacked the parCass to pieces and 
• ' • 

reduced i t to a bloody pulp" (p,35). - Si^orte's Implicat ion i s 

tha t no more mercy should have beep extended to the f a s c i s t , as 

t the two foxes merge a t the end of the s tory. Such a denial of 

"moral scruples" and humanitarian impulses seems to contradic t 

Lehmann's in tent ion for" New Wrjting. I t makes the striiggle.< 

betw'een f a sc i s t s , and a n t i - f a s c i s t s in to a duel t o the death'!n 

wfyich e i the r side ban. and must use repuls ive and ru th l e s s 

violence ' t o win., S i l o n e ' s ' c o n t i n e n t a l communism i s , very 
r W ' , * • * - * • * r 

differ'ent'fi*om the brand put forward by many of; Lehmann's EngMsh 
•> , t . ' " ' . » = , 

-. * ' - « • - -

•contributors in their" stories,; i t shows- that a"-personal 
v • ' ' ' ' 

experience of extreme violence was a Vare occurrence'for most of 

the English l e f t - w i n g , i n t e l l e c t u a l s of the 1'93Qs. This was to 

remain the case un t i l , the lessons of the Spanish Civil War were 

, absorbed by these English writers. 

V, S, Pri tchett 's "The Ape Who Lost His Tail" i s a much more 

humane and dispassionate approach to the problem of class, war and 

in te rna t iona l war. This superbly^ measured s a t i r e on war, 

capitalism and, the r ise of revolutionary theories uses a colony 

of hundreds of apes in a huge f r u i t t r e e to raakeits scarcely 

veiled attack. All the colony's old apes in the story are greedy 

t\ 

i 
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hypocrites clinging to power by subterfuge and violence; the new 

ape, fu l l of ega l i t a r i an promise and Marxist ideology, i s man. 

Ape and man must.change as part of the evolutionary process 

towards .socialism. Pritchett , however, allows the revolutionary 

'attempt of the hew apes.(to create peace and to share the fruit)> 

to be crushed ru th less ly . 'The great f r u i t robbery referred to 

throughout the story i s t h e F i r s t World,War. All the old apes 

• believe they are tjhe final word-in evolution) .they are Darwinians 

- who fai l to see that t h e appearance of man nul l i f ies their claim. 

Although Pritchett does not supfrort a revolutionary social ism-'-in 

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

' ' he bel ieves in the cer ta in ty of evolutionary change, which i s 

represented by the "spirit11 that the old-ape narrator s t i l l fears 

as a'dormant and perbaps i r r e s i s t ib l e future force. Pri tchett 's 

wide sympathies and his disarming wit are evidenced in this ^nd 

other contributions %o New Writing! 

W. H. Auden's one prose contr ibut ion to New. Wrjting i s a 

cabarefe sketch. With, h i s usual urbanity, Auden's note to the 

piece indicates that the old woman who delivers the monol'ogue is 

reminiscent of certain prominent European figures. "Alfred" has 

• a kind of cheap appeal; i t demonstrates Auden's penchant for 

over-simplification mixed with a dash of. malice. The old woman's 

cha t te r to her gander manifests a range of emotional appeals;, 

anger, sympathy, cajolery and conf iden t ia l i ty are a l l uSed 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 s traying off a t night. 
You keep c lo se to your Auntie (Irt a t e r r i f y i n g 
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whisper.) He's always about at night, tripping softly, 
so f t ly , waiting j u s t around the corner, waiting h i s 
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 t o you. I 've 
always t r i ed to do what's bes t , r e a l l y I have . . . 
You're j u s t l i k e a l l the r e s t . You a l l laugh a t me. I 
know,, I've heard you sneering behind my back* But I ' l l 
show you. (Picks up knife) . . . Come back I'm sorry. 
You mustn ' t mind what Auntie says. She's j u s t a s i l l y 
bad-tempered old woman. I'm sorry. Say you forgive me 
Alfred, Come along. (Seizes Alfred and s i t s down with 

I him). That's b e t t e r (pp. 202-3). 

v^ 

Alfred the gander is a universal victim; the old woman exhibits 

ruthless power: she represents a decaying system ready to use any 

device to gain her ends. One comes away from the fable vaguely 

d i s s a t i s f i e d ; despi te an ins id ious black humour, the sketch i s 

empty of t rue indignat ion. This i s not the ease with Geoffrey 

Parson's "Pret ty Pidgy," which explores a s imi lar thenje with a 

similar l i te rary device. 

In "Pretty Pidgy" the impending war is rapidly established 

by the references to A.R.P. t renches , in London, and the t r e e s 

which have been removed to make way for ant i -a i rcraf t guns. At 

f i r s t , the old woman spreading bread crumbs seems to represent a 

haven of t r a n q u i l l i t y se t agains t the feverish bus t l e . But she 

i s in fact ki l l ing pigeons for her supper. The birds die because 

t h e i r i n s t i n c t u a l fear i s overcome by t h e i r greed; they are 

c lear ly the innocents who w i l l be consumed in the coming war. 

Normal l i f e continues around the old wqman as she p i l e s up the-

corpses; her v iolence, a t f i r s t shocking, s t a r t s to become a > 

natura l extension of her surroundings. As a manifestation, of 

war, death and Europe, the old woman moves'comfortably through a 

world on the b r ink /of d i s a s t e r , "Pret ty J*idgy" c a r r i e s a 
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conviction of doom because of i t s cilose a t t en t ion to urban 

detai ls and i t s images of death iocated l̂ i a recognizable world. 

Published in 1939, i t evokes a genuine fear prevalent in England. 

The renewed use of allegory and faDre was conspicuous during 

the 1930's as the left*-wing writers searched for a l i terary mOde 

of universal appeal which, could- carry the burden of their socia l 

cri t icism. Rex Warner's "The Football Match" (IkHw 2, 1936) was 

grouped with Auden's "Alfred" under a sect ion, "Three Fables." 

In "The Football Match" what appears 'a t f i r s t to be the r ea l 

world rapidly dissolves into a.world of nightmare, but there is 

s t i l l the dis turbing sense that we are not so far removed from 

the to ta l i ta r ian s ta te the story presents. "The Football Match" 

i s an extract from Warner's novel The Wild Gpose Chase, which in 

i t s en t i re ty i s too overloaded with b izar re events and a' 

straining after allegorical significance to succeed as' a coherent 

work of a r t . This ex t rac t , however, i s a del ightful mixture of 

s u r r e a l i s t i c fantasy and English public school rugger values, 

which are hopelessly ineffectual in the situation presented. The 

hero struggles to keep order and to ensure fair play in ah insane 

rugby patch, where the score has already been decided by the 

government. His individual attempt to al ter the pre-determined 

outcome i s a normal react ion, but i t i s t o t a l l y inappropriate 

against the machinery of the s t a t e , which among other th ings 

r o l l s up the rubber pitch and massacres one team to obtain the 

desired score. In the f ina l dream-like sequence, he ' i s burled 

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

i s choked into unconsciousness, he ponders the f u t i l i t y of 
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individual opposition. "This strange mixture of comedy, insanity 

and butchery a p t l y records the bewilderment Which many 

^ in te l lec tua ls in the t h i r t i e s experienced when they tr^eq to 

attach\,their bourgeois values to the -Communist movement. 

Most of the contr ibut ions to New" Writing which deal with 

extreme poverty,, hunger and unemployment do so from a r e a l i s t 

perspective, and run the risk of being monotonous. One attempt to 

break with th i s s ty le oocurs in Ignazio Silone's "Journey to'-

Paris" (JjLJL, 2, 1936), which uses the s t ruc ture of a fairy 

tale—the young man ieaving^home-to seek his fortune—to cast an 

i ronic glance on an individual ' s attempt to escape- poverty.t 

"Journey to Paris" and "The .Fox" were both brought tolLehm'ann's 

a t ten t ion by Gwenda David and Eric Mosbacher,* the English 

t rans la tors" of FQn tartar a, .published in 1-934. Fontamara i s 

described as a place where "the peasants exist} primarily on a diet 
• t " , * • * 

s 

. of. m'aize; the. hero, - Benjamin, resolves, never to return—"I'd 

rather, go to hell* than come back here" (p. 112)—and receives the 

t r e a t m e n t he. so casua l ly ' i n v i t e s . Benjamin suffers from -

persecution by t h e police when he arrives in Rome and learns that' 

in the c i ty oppression andimemp^oyment are a l l he can e,xpect. 

His further pathetic attempt to get to Paris, by stowing away in' 

a small space on a train, produces a surreal is t ic nightmare. In 

the dreap he i s ordered to .burn crops-and^ f i r e a t .workers -

protes t ing unemployment and hunger; when he refuses, he is-

stranded in a desolate countryside populated by toads and. 

serpents and i s u l t imately forced to eat more maize pudding. 

When -he awakes he. returns to Fontamara with the conviction that 
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there i s only maize pudding^to eat anywhere.. Sildne's dream 

symbolism of capi ta l i s t s and their connection with nunger may be, 

a l i t t l e contrived, but he i s , a t l e a s t , experimenting with 

tradit ional story forms and investing them "withxnew< meaning. The 

deflation of the cocky Benjamin has* a ki/id of muted humour which 

i s entirely absent from "The Fox." , ' . a 

Of theXgroup of middle-class w r i t e r s Lehmann published, 

Pritchett was the one who came closest to Lehmann's aim to create 

a c r o s s - f e r t i l i s a t i o n between middle-class and working-class 

cu l tu res . In neariy a^l of P r i t c h e t t ' s s t o r i e s a profound 

understanding of bUmapNiature i s demonstrated in his g i f t for 

c rea t ing .cha rac te r s who hum with l i f e . Often they are the 

vict ims of Quirks anil 'obsessions, and Uisjt are located in 
* * 

delineated Social s t rata Where the f ine.dist inction between one 
' * * r * * * * 

. soc ia l c l a s s or one job and another i s of-supreme importance. 

. Pritchett is not a pol i t ical writer, in the way that exponents of 

worHing'-class reportage were, but his stories are revelations and 

their implications can be^considered-revolutionary^ ,0f"A Sense 

of Humour* he wrote to Lehmann, " I t . i s a very laconic and 

r e a l i s t i c story but not 'poli 'Mpal . I mean i t has no p o l i t i c a l 
> 

moral," On the other hand, I think i t really contemporary,",J 

The nar ra tor and prptagonist of "A-Sense of Humour"-(JUL,, 

2, 19J6), Mr, Humphrey, is a travelling salesman who is armoured 

by h i s own sense of importance and gifted with a g l ib l i n e qt 

talk-through which he seeks to control events. ' He has-nrtich in 

cdmmon with the centra l character Of Clifford Dyment's, "The 

Departure." He meet,s and f a l l s in love with Muriel, a hotel 
•4 

* 
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receptionist, and begins to court her; he is supremely confident 

> of his own attractiveness and oblivious -to the fact that Muriel 
., 

i -

sees r igh t through- him,, but manipul-ates him i n t o giving her a 

S t y l i s h e x i t from a l i f e sh-e h a t e s / Mr. Humphrey i s an 

unreliable narrator unable to deduce that Muriel encourages her 

ex-boyfriend,to follow them about, as she wilfully plays off bne 

* agains t the other . The l ink between Muriel 's macabre sense of 

humour and death i s established the moment Mr. Humphrey announces 

' t h a t h is fa ther i s an ".undertaker, and Muriel burs t s ouWin 
» * * ' 

inexplicable laughter. In the final scene, Muriel seizes on her 

boyfriend's accidenta l death to turn Mr. Humphrey in to her 

chauffeur and her boyfriend's undertaker as they dr ive h is body 
. < * * 

j > home in a hearse1: ^ 
'Yes,' she Said. 'He was a nice boy. But he'd no 

* . sense #f humour.' 
- % , * 'Aria I wanted to get out of tha t town,' she said. 

, •. " 'I'm not going to stay there a t tha t h o t e l , ' she 
said. > t 

' I want to get away,' she said. ' I 've had enough.' 
But when, we got into the Market" Square where they were 
standing around, they saw the coff in . .They began to 
r a i s e t h e i r ha ts . Suddenly she laughed, ' I t ' s l i k e 
being the King and Queen,' she said (p. 29)f 

Muriel has achieved the new status ' she desired and ce lebra tes 

t h i s and her boyfriend's death in f i e r c e love-making wi th ' t he 

-astonished Mr, Humphrey. . He i s so self-absorbed- t h a t he 

considers t h i s a testament to h i s own powers of persuasion and 
m 

his geniali ty. Muriel's quirkishness. i s in her oBvious .emotional 

connection of love and death and her desire to improve her social 

p o s i t i o n ' a t a l l cos t s ; Mr. Hum'phrey i s obl ivious to her rea i 

* f * 
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.motives and nature. , ' \ 

The diff icul t ies that other writers faced in creating comic 

modes which were a t the same time "significant" social documents" 

i s subtly expressed in William Plomer's "A Let te r From, The" 

Seas ide" TjLiL ,̂ 3 , 1937). With unassuming w i t , PlomerV 

dexterously follows one anecdote with another; hiS" impressions 
k 

A 

are only marginally located a t the seas ide ; h is r ea l .purpose'is 

to give an evocative sense of modern d i s i l l u s i o n . In addit ion, 

h is l e t t e r lays down a challenge and provides mater ia l to "a 

wr i t e r with a socia l conscience" (p. 112). His charac ters a l l 

teem with a suggested but hidden l i f e which he does not wish to 

explore fully; instead he offers them as case studies, which have 

been created by a chaotic world. One of the cent ra l paradoxes 

that finds frequent expression in many other contributions to New 

Writing i s Plomer's notion of English t r a i t s : "The English are 

said tq take their pleasures sadly, but i t i s even more important 

that they take their misfortunes cheerfully" (p. 104), This is a 

very precise descr ip t ion of the impact of such s t o r i e s as "At 

Aunt Sarah*s" (JUU 5, 1938), "Ladies and Gentlemen" (jJJi.., 5, 

1938) and "The S a i l o r " (JLJU, n . s . , 3 , , 1939); . a l l of these 

storiesxusevthe English class structure, and the at t i tudes of the 

charac te rs toward happiness and contentment, to c rea te very 
* 

English comedy. . 

i * W.alter Allen's "At Aunt Sarah's" offers a f a i r l y typical 

example of working-class fami l ies taking t h e i r misfortunes 

cheerfully. The comedy is derived from the pathetic Inability of 
t h e s e people to p r e d i c t the f u t u r e a c c u r a t e l y and t h e i r 

V 
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conviction tha t they indeed have done s o , ' I t i s marred, a t 

points, by the sardonic narrator who Imposes his adult knowledge 

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

t r a i t of t ak ing p l e a s u r e s sadly i s t h e source of the , 

m i sunde r s t and ing and p e n e t r a t i n g s o c i a l comedy in V. S. 
t 

P r i t c h e t t ' 3 "The Sai lor ." This story i s unquestionably one of 

the f ines t cont r ibu t ions to New Writing in t h a t . i t c rea tes 

a working-class character driven by the opposing desires of order 

and t e m p t a t i o n . The middle-aged s a i l o r of t he t i t l e i s 

' hopelessly lost both physically and morally when the homosexual 

nar ra to r encounters him on the Euston, Road in London. Like 
i * t 

Davies in Pinter 's The Caretaker he i s looking for a secure place 
t 

in which to shelter from a world that appears incomprehensible, 

but unlike Davies he does not have a s t reak of malice in h i s 

nature and maintains an ,a i r of injured" innocence throughout the 

s to ry . P r i t c h e t t careful ly c rea t e s an atmosphere of wistful 

fasc ina t ion as the nar ra tor a t tempts to rescue Thompson, the 

s a i l o r , fr€m "exhausting-a genius for misd i rec t ion* (p. 1). By 

taking him down to the country, the na r ra to r intends to bring 

order to h i s own chaot ic domest ici ty and save Thompson from 

h imse l f . Their m a s t e r - s e r v a n t ' r e l a t i o n s h i p t i c k l e s t h e 

narrator 's snobbish paternalist pride, but more importantly he i s 

intrigued by the notion of temptation that the sai lor expresses, 

and finds i t s exploration a congenial prospect for the months he 

wil l spend in the country: 

'Here, I sa id . '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. ' t 
•I never,touch- i t , ' he said. ' I t ' s temptat ion. ' 
I think i t was tha t word w.hich convinced nfe the 

s a i l o r was my kind of-man. I dm on the whole glad to 
say tha t I am a pur i tan and the word temptation went 
home, painfully, pleasurably, excitingly and intimately 
familiar. A most stimulating and austerely gregarious 
word, i t" indicates either the i r r e s i s t ib l e hypocrite or 
the fellow1 s t ruggle r with sin. I couldn't l e t him go 
a f t e r tha t (p. 2). 

4 

This very English puritanism i s a t the root of the^inabi l i ty to 

enjoy pleasures, and Thompson, l ike the narrator, must suffer to^ 

enjoy l i fe . Consequently, Thompson seeks,out temptation in the 

country, by vis i t ing pubs and following women around the country 

lanes , while denying r e spons ib i l i t y for his own ac t ions , and 

blaming others for enticing him from the path of moral rectitude. 

His i n i t i a l attempts to stave off his inevitable slide by locking 

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

forces him to face the outside world, the temptation. 

Much of the comedy in the s to ry i.s der ived from, the , 

narrator's pose of objectivity a/id the class relationship which 

i s established between him and Thompson. Thompson-appeals to him 

to. giv*e,him orders to save him from the temptation'.outside; the 

narrator refuses to do th i s , insisting on the Sailor's freedom of 

action. This refusaj. ironically inconveniences the narrator when 

Thompson succumbs to the charms of a woman in a nearby cottage, 

for whom the homosexual narrator feels obscure pangs of jealousy. 

- P r i t c h e t t ' s most impressive achievement i s the way in which he 

handles the dialogue to* suggest both the t h r ea t and the ecstasy 

represented by temptation: 

'Here's your money,! I sa id . 'Take t h e afternoon 
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off. ' * - " , " * * * * . • ' 
Thompson stepped back" from the money. . . 
'You keep i t , ' he said,% in a panip, 'You keep" i t 

f o r rafi.' * * 
'You may need i t , ' I sa id. ' 'For a g l a s s o f . b e e r o r 

cigarettes or something.' 
' I f I have i t I ' l l lose i t , * he, sa id . 'They' l l 

pinch i t . ' " ! 
''Who?' I sa id . , - - - . -
'People, ' Thompson, sa id . I could not persuade Kim. 

'Money's tempta t ion , ' he said. . . . , " 
. ' I don't l i k e them l a n e s , ' said Thompson looking 

suspiciously out of the window. ' I ' l l stay by you' (p. 
8) . 

When they par t company Thompson has learned 'nothing from the 
- * 

encounter;- he remains incapable of any calculation with regards 

to h i s fu ture and continues to take no r e spons ib i l i t y for h is 

actions. His moral universe i s a scattered collection of people 

who have or who hive not behaved r i g h t by him, and he a s s e r t s a 

defiant and ironic. innocence agains t the wor ld / The na r ra to r 

watches him leave, oblivious to the t raff ic which narrowly misses 

him, and declares a pessimism about l e t t ing Thompson loose once 
J" * 

more in the big c i ty , after his re t rea t in the country. 
, * - ' 

.In James S te rn ' s "Ladies and Gentlemen" the p o s s i b i l i t y , of 

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

r e spec tab i l i ty , , S tern ' s stuffy dul l middle-c lass adu l t s are 

stotfk charac te r s who are 'compared unfavourably with t h e i r 

imaginative and exuberant o f f s p r i n g . They , r e p r e s e n t t he 

repressive aide of a class geared towaflf s t ab i l i ty . The adults 

in the s tory are observed by the ch i la na r ra to r , and t h e i r 

behaviour often creates a comic sense of the world we have los t ; 

the dispari ty between the adult 's theories .of happiness and their 

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

4 
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tp the" s e a s i d e s a that they can al l be truly "free," but then 

"they- crush any spontaneous outbursts of merriment among the 

children',, since spontaneity reflects "bad manners." In addition, 

i t i s clear that the adults in the story are disturbed by the sea 

sioce i t mi l i ta tes against the ir des ire to control the i r 

environment; i t i s not "civilized" like their geranium gardens, 

but has a l i f e of i t s own. 

This middle-class obsession with respectabil i ty , and t h e ^ 

* desire for a stable, controlled community, ^ r e the source of the 

Satire in Beatrix Lehmann's "Crime In Our Village" (JLJt,,., n.s., * 

'2, 1939). According to Mrs Boote^Smith, the self-appointed moral 

•watchdogof a small v i l lage community, rith children have had 

"advantages" and'therefore should act, accordingly, on a higher 

moral plane than poor Children. When she organizes a collection 

for missionary work in Africa, one of the poor children, Nobby,, 

justifieSjth1ls donation of bottle-caps by the assertion that "the 

niggers won't know the difference" (p. 97>. Unfortunately, the 

six-yean old narrator i s made to feel guilty about her own last-

minute collection of four farthings. Mrs. Boote-Smith, an expert 

on hell-f ire and moral turpitude, ruthlessly pursues the l i t t l e 

girl for "letting down" her class , but stops short -of informing 

the narrator's parents: "Perhaps her si lence was.*due to the 

unwritten code of the vil lage ladies. They never interfered with 

the conduct of each other's, families—only the famil ies of the 

poor were interfered with" (p. 99). While Nobby remains a child,'' 

Mrs. Boote Smith can forgive him his sins, since he does not know 

any better; >^en he becomes an adolescent, she happily has him 

^ i*£ 
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convicted for "scrumping" apples a#n.d riiins his chances of ever 

becoming a bus driver. The story, tSbugh told by an adult, 

carefully preserves the .child's perception of a tyrannical 

adult's misuse of 'authority and religion. 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 later,., she leaves the-

village and,resolutely refuses.to se l l a piece of land which is 

^desperately needed for a sewage farm. Her 1 unsuccessful "attempt 
^ S F , • \ 

to inculcate her particular brand of claSs-snobbery, by her 

insistence on aoral suueriority, i s an obnoxious by-produet of 

middle-.class respectability. y -. 

„ The sacredness* of property and the attitudes this produces -
. \ » ' 

•"r , are further satirized In Jim Phelan's "Amongst Those Present" 
(JUL., n-.s., Z, T939) and'Rudolf Lleontiard ŝ "A Fairytale For •* 

, '*• ' ^ ' " 
Christmas" (JUL,- n.s., 1, -1938). In the fcprmer, six Irish • 

* " / % ' 

-Republicans SiV-calmly on a.wall discussing the division of a 

piece of land, as the helpless landown*rf ulm^natres angrily, at 

-them. The latter story, unlike George Garrett's "Hunger Mjroh," 

has nevervtaken place. It i s a fairy ta l e , and yet the 

simplicity of-the expedient adopted by the unemployed and hungry 

»̂ ohtirtfbters 4.n "A Fairy fale For Christmas" i s delightful and 
entertaining. The authorities of a a^all f i c t i t ious town, 

' . * * • 

4. Ca^rlshafen, arVbaffled by the waves of the poor, who come i-rftg 
> *- . ' " " * ' • i . 

' the town and s i i sh windows, just so'that they can be. arrested. 
This whyole inHtden^U i» created by tb.e «ey-indulgence of a 

Journalist, who Jocularly writes an article t>n the humane 
i - * * 

t -

V • , • 
• • r 
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treatment extended to law breakers in the town. Moreover, the 

story i t se l f is delivered as i f i t 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 

prepared to resort to massacre, once the unemployed have 

organized themselves, the unemployed are an irresist ible force 

which can only temporarily be bought off with food. Such a total 

contempt for property and the due,process of law is so unexpected 

that i t i s incomprehensible to the system's'upholders. All of 

the story i s a humorous exercise in wish-fulfi lment; i t i s 

rounded off by the men's defiant cry of "not yet," which refers 

to the imminent 'possibility of revolution. 

Lehmann's own judgment 'on the effectiveness of comic forms 
r 

as a mode of social analysis or protest runs parallel to his 

sense that New Writing was not only shaping s t a t e s of 

consciousness,, but that i t was also Shaping new types of art. 

The reportage of many of the proletarian writers represents one 

aspect- of the new literature he sought, while the contributions 

of middle-class writers l ike Edward Upward contained a different, 

and Lehmann-hoped, complementary l i terary tendency, Upward's 

contributions to literature are d i s a p p o i n t i n g l r ^ i g h t , \despite 

<the fact that he was for a long time .celebrated asXthjsfguiding 

* spirit behind' IsherVgd, Auden *nd Spender. Lehmann- was later, 
*• " ~\ 

t in 1956,' to mourn Upward's literary career as havirig been crushed 
* k . " ' * v , .• » 

in'the "Iron Maidenrof Harxlst Dogma."1* \Upward's f i r s t story, 
i * , i 

"The Bail way J Accident," seems to. hay t been stranded do the shores 
* • *. ", » '* t 

of. literary history, s~ grotesque, which, cr i t ics attempt to define 

» 
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at their peril . It creates a world, somewhat removed from our 

own, which naggingly asserts i t s significance and claims a 

kinship to our world; the Impact of this was,* and i s , similar to 

that of Kafka's work and of Mervyn Peake's Gdrmenahasfr tri logy, 

which matches i t in the intensity of i t s imagination and the 

brooding sense of importance. Upward's only contributions to flfiw. 

WrltlflR are two pieces from his novel jQumSY W the .Border, 

entit led "The Border Line" (JUk, 1, 1936) and "The Tipster" 

(N.W., 3, 1937), These contributions are extensions of the 

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

the shifting states of consciousness and Upward's personal 

nightmares s l ight ly more directly to the actual world in which 

the main protagonist, the neurotic tutor, dwells. 

Like Isherwood's narrator in Lfons and Shadows, the tutor i s 
,* 

very much a child of his times; he i s tortured'by self-doubt. 
%» 

What he wants i s a meaningful exlstence--that i s , one which i s 
- linked to the "class struggle"—rather than the parasitic and 

subservient role which he has taken as a tutor tp the son of an 

ignorant and phi l i s t ine country gentleman. His "journey" and 

"the border" represent the stock-in-trade symbols of the l e f t -

wing inte l l ec tuals in the Auden group. They .evoke a'sense of 

travel to the country (socialism) where everything w i l l be 

magically clear. Nevertheless, the attempt to cast-off the 

vestiges of comfort is.extremely difficult; different levels of 

internal dissension and personal evasion must .be ruthlessly 

exposed. . Throughout the story the narrator contemplates how be. 

wil l reveal to his employer that he.has.no intention of going to 

http://he.has.no
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a local racetrack; he regards this as a t e s t by which*he can 

judge his new independence. The problem is that he thinks about 

rather than speaks or acts upon .his dislike of his employer, and 

his employer's attempt to dominate his l i f e : 

He wondered Whether he ought to have lied about meeting 
someone. Perhaps he ought to have suggested that he 
was going whoring. Any l i e 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 t e l l Mr. Parkinson the truth. . . . 
He had been right to give the impression that he had 
surrendered. Because he. would take gqpd 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 the* car, 
vanish, escape anyhow (p. 176), 

There i s a huge comic gap between the tutor's internal energy and 

his external fai lure 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 courage to reject 

the domination, the social values and'privileges of the "moneyed 

imbecile." His philosophising about his own inaction i s the. 

ultimate form of escapism; but i t i s also characteristic of the, 

self-doubts 'that reappear in the work of the t h i r t i e s middle-

c lass in te l l ec tua l s , who were unsure of how to $oin a middle-
. ' f-. 

class sensibility with the working-class struggle toward social 

justice. , / " S . ' * . 
x In the second contribution, "The/Tipster," the tutor i s -

employed as a stooge by a t i p s t e r , who delivers £ tirade which, 

for the f i r s t time, i s an external attack upon the tutor's own ' 

doubts: * 
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"You'll never gamble. You wouldn't stoop to anything 
so petty, eh? You care for higher things. . . . I know 
you and your p r i n c i p l e s , my lad. . . . You don't 
believe in 'em 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). 

f 

This i s precisely the kind of critique of the middle-class 

inte l lectual that a Marxist would approve of; the intel lectual 

pretends not to be involved in exploitative relationships with 

the masses in order to salve his conscience. The tutor's 

inability to oppose the "moneyed imbecile" comes not from lack of 

conviction, but from personal weakness. Upward's technique, in 

these two contr ibut ions , i s to narrow down a Kafkaesque 

alienation and persecution into an internal pol i t ica l and 

philosophical debate, which, asLehmenn's friend Yura "Soyfer 
4 

suggested, encompassed "the whole development of nineteenth-

century philosophy."^ Whether th i s , along with Rex Warner's 

' ' Tfre Wild Goose Cftasef offered a new and continually fruitful , 

development of the modern nov/el, as Lehmann hoped, now seems -

extremely'.dubious. Nevertheless, i t i s a pow'erful expression of 

Upward's imagination^ which ultimately exhibits, not a paradigm 

ofVhuman political development, but the potential inner lunacy of 

the truly weak "man-r-th,e neurotic image that the Auden group 

*t created* for themselves and of themselves. 

The stories vhich fa l l under the general heading of comic 

, ere , as a group, more'consistently satisfyihg as works of art v 

n ' 
than the reportage. This is because they usually avoid the trap- ' 



of either propaganda or monotonous, depresaing'descrlption. One 

of the oajor idioms of 'the comic short story and the comic novel 

i s irony, and irony and political dogma,make strange bedfellows. 

Irony i s a very useful tool for exposing the gap between theory 

and practice; however, to try and employ i t for constructing 

soc ia l and p o l i t i c a l reform i s very d i f f i c u l t . Lehmann's 

publication of proletarian stories and proletarian writers was. a 
* • 

qualified success. This chapter has identified many forgotten 
i 

• contributions which can still be appreciated today, and ha.s 
4 

pointed to the social significance of those which may appear 

merely, f lat and monotonous. 

Most of the contributions discussed in this chapter^are. 

English, and in many casjss parochial, though the stories often 

eschew the pejorative overtones of this description. They often 

succeed admirably j(n allowing the universal to emerge from the 

particular, which is, Or should be, .one of the major functions pf ' 

. imaginative art. Lehmann certainly hoped that this l i terature 
* . * -

. would build an effective political brotherhood between .the 
4 

victims of the twentieth century's technological and social 

changes. To suggest, as Auden later did in 1941, that poetry 

make* nothing happen i s a complete reversal of everything that -

Lehmann stood for in the 1930*s. "Art i s not l i f e and cannot be/ 

• 'A midwife to society,/For ar*r f s a f a i t afecompli."}6 Art does 
.* • ' « -

. change or refine attitudes t o / and perceptions of, the-world, 

perceptions which mast,, J;n the final analysis, have some Indirect 

effect *oq aooiral structures; The connection, however, i s nowhere. 
near as direct as Lehmann* desired. , -„ 
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The following chapter deals with those contributions to .fyeji 

. Writing whose focus was international rather than English. Such 

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

i n t e r e s t e d in doing something for Brit ish l i terature , he 

•-' nevertheless saw the international component -of the magazine as 
* * - . " 

being highly important. It i s now obvious that the areas in 

which Lehmann's aesthetic judgment failed him the most were those 

stories and poems which dealt with the Spanish Civil War and the 

Russian "social is t" experiment. These, s tor i e s were usually 

obtrusively contemporary, in contrast to-the contributions which 

took a broader human viewpoint when they dea l t with the 
* * 

relationship, between people, politics^ and society. 

t 

• • ) 

1 ? 
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% 
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New Writing: The International Element 

The international contributions to New Writing are' a product 

of two very different s e n s i b i l i t i e s . .These s e n s i b i l i t i e s are 

sometim.es complementary, hut are more usually divergent. 

Lehmann's own. prose contributions to New Writing, "Via Europe" 

(ILJL*., 1, 1936) and "The Separator" (JUL., 3 , 1937), are 

deliberate attempts to bridge the gap between an English 

perception of events in Europe and a continental"writer's 

perception of these same events. Occasionally, English writers 

were participants in the occurrences they record or create; 

frequently, however, the literary stance adopted i s that* of the 

impartial spectator. One major exception to this i s the group of 

English writers act ively involved on the Republican side in 

Spain. This, chapter i s divided into three sections: Imperialism, 

Fascism and revolutionary movements; the experience of Spain; and 

the Russian socialist experiment. The writers in each category 

try to avoid, with varying degrees |of success, the temptation to 

succumb to the lowest common denominator of propaganda. 

A major problem in dealing with some of these contributions 

i s that we no longer share their delight in dogma. For some of 

Lehmann's contributors' the political dogma was an end in i t se l f 

and intrinsically interesting. Despite Lehmann's desire to avoid 

http://sometim.es
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this, some of his contributors were too close to the events they 

recorded. They were scarred by the experience of yiolenee*and 

reacted and wrote in too partisan a fashion. There were a very 

small number of contributions in the early volumes of New Writing 

which were explicitly pacifist in their sentiments^ These were 

joined by a few" contributions which considered the issue of 

Imperialism either directly or obliquely. The majority of the 

internat ional contributors were far m*ere concerned with 

* expressing their views on Fascism and providing a critique of 

th is po l i t i ca l development. Many of the foreign contributions 

were obtained by Lehmann when he v i s i t e d Moscow., Paris , 

Amsterdam, T i f l i s and Budapest between 1934 and 1938. His 

foreign contributors were usually actively involved in the 

Popular Front against Fascism. 

One initial and .common response,to the prospect of war was 
1 • IS 

to focus on the virtues of pacifism. This position rapidly lost 

i t s attraction for many, as the significance of the Spanish war 

was grasped. The anonymous ftalian writer of "Storm Over 

Canicatti", which i s translated by John Rodker (N.W.r 1, 1936)*, 

attempts to inculcate a belief in pacifism in his readers; he 

f a i l s to do this convincingly, because he concentrates too 

ins i s tent ly on expounding his theories of mass action and mass 

non-cooperation, instead of describing i t s individual.human 

significance. The J l lc i l ian men of Canicatti are reluctant to 

engage in/-Cwar they regard aS unnecessary:. ' J 

The whole mass of men surged forward,' mute and silent, 
* " and sw,ept«down on the train like a wave that surrounds, 

, overwhelms and seeps in everywhere. The men in the 

/ • ' • . . ' 
4 - . . 
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carriages f e l t suddenly afraid. I t seemed to them as 
though the train were being suddenly overturned, and 
that they, with i t , were being flung into a bottomless 
gulf. Some indeed cried out aloud in their fear'. Yet 
nothing at a l l happened. The ohly force used by'the 
Canicatti men was that of their massed^and marching 
strength.1 . 

i 

There i s only a token attempt to distinguish the participants as 
A 

individuals injthe story; they are puppets produced to protest 

Mussolini's involvement in Abyssinia, 'and their significance i s 

only that, of a mass on the march. "The s i m i l e s used are 

commonplace and exhausted; in'addition, the omniscient narrator 

haA no sympathy for his characters as individuals. 

Alfred Kantorowicz's "To The Western Front" (JUL., 1, 1936) 

i s a far more satisfactory, literary presentation of a political 

.and individual concern which eschews simplistic mass solutions. 

Kanto'rowicz was a German journalist living in exile from Hitler's 

Germany in Paris. His intention i s to attack, war for i t s 

dehumanizing qualities. His pacifism ,1s born of a distaste for 

what war does to the soul of man, rather than simple opposition 

to war's physical destruction and mutilation of human beings. 

Consequently, his anguish emerges from the paralysed frustration 

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

who longs to converse with the members of his family*, who are 

, only a few- hundred yards from the tropp train: 

I wanted to cry out but i t was use less , they never 
could have heard, me through a l l the noise in the 

1 , s treet . And in any case, was i t proper for a soldier , 
who had already been in action, suddenly to shout from 
a troop train, l ike a small chi ld, for a l l to hear 

.'Njnal Mama!'? Natural human reactions were strictly, 
forbidden in the d isc ip l ine of1 the Imperial army. We 
were condemned to be non-human. We had had i t rubbed 

* 

V 
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into us, kicked into us-ln a thousand d r i l l s . . .-. My 
mother went into a bakerls shop at the corner of the 
Wexstrasse. .1 fixed my eyes like la maniac on this one 
place, on the door through .which she had to emerge 
again. . . . 'Just across there - that's where my home 
i s ! ' How much longer would this train wait? (pp. 62-

:--3). -

- Kantoronicz forcefully presents the contradictions between 

the narrator's acute awareness of homely, human details, and the 

rigid requirements of the Imperial army. To present this 

individual's-dilemma i s a fruitful way of revealing the conflicts 

inherent in mass conscription. The tpne of "To The Western" 

Front" carefully avoids sentimentality; the Western Front, which 

at f i r s t represents a cure for the boredom of barrack l i f e 

becomes, instead, the hated area which draws the train inexorably 

away from Berlin. It i s noticeable that the pacifism espoused by 

these two stories occurs only in the f irst volume*of New Writing; 

in later volumes i t would exis t very uncomfortably with the 

exhortations to action prompted by the example of Spain. 

Consequently, there were very few contributions which considered 

the' experience of the First World War. 

There are four contr ibut ions to Mew Writing which 

specifically consider the issue of Imperialism, Imperialism i s 
i t i 

consistently attacked by the contributors to New Writing, not 

only because of its social injustice, but because of the effect 

that it has on the;individual oppressors and oppressed. Two of 

the most effective analyses of Imperialism are contained in 

George Orwell's "Shooting an Elephant" (JUL,." 2, 1936) and 

"Marrakech" (JUL* n.s., 3, 1939). Orwell, at his best, has the 

ability tb lay bare the essential truths of any social system. 
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The process by which he i s forced to shoot an elephant symbolizes 

all of the contradictions Implicit in Imperialism. -The incident 

described becomes the tes t case by which he judges bis own 

abi l i ty to act as a minor police of f ic ia l in Burma, and the 

elephant embodies a host of expectations forced on him by a 

subject people. He l ikes the elephant and he i s aware of both 

the power and the responsibility of being a representative-of the 

•British Raj. While he theoretically believes that what^he i s 

doing i s immoral, he i s nevertheless extremely chagrined that he 

i s disliked by the "Burmese: / 

Theoretically—and secre t ly / of course—I was a l l for 
# vthe Burmese and a l l against their oppressors-/, the 

Brit ish. . . . . All I knew was that I was stuck between 
my hatred of the empire-I served and my rage against 

, the ev i l - sp ir i ted l i t t l e ' beasts-who tried to make my-
job impossible. With one part of my mind 1 thought of 
the British Raj as an unbreakable tyranny, as something 
clamped down, in saecula saecv^orum, upon 'the will of 
prostrate peoples; with another part I thought .that the 
greatest joy in the world would be to drive a bayonet 
into a Buddhist priest's guts (pp. 1-2). 

l 
•4 

The inner confl ict between abstract morality and subjective 

resentment, because he i s the min on the spot, leads Orwell to 

fantasies of^revenge against both the Buddhist priests and the 
t 

British empire, He ki l l s the elephant against his pwn^prill when 

he would rather take revenge against the system which has forced 

him into this position. The conflict also produces the awareness 

that, as a representative sahib, his actions are dictated by • „» 

sea of yellow faces which urge him to play the role of-decisive 

conqueror, despite his unwillingness for th i s part. Orwell's 
« * 

perception of the i m p e r i a l i s t s ' l o s s , of freedom proceeds 
ft 

*»!/* 

' > 
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logicaily-from th i s personal revela t ion: "I perceived in t h i s 

moment that wijert the white man turns tyrant i t i s his own freedom 

that he destroys" (p, 4). There i s also a suspicion that the 

death throes of the elephant, described in vivid and powerful 

language, may be these, of the Br i t i sh empire unaware of the 

reaspn for i t s slow demise: "It seemed dreadful to see €he great 

beast lying there, powerless to move and yet powerless to die , 

and not even to be able-to f inish him" (p. 6). Only at the end 

of*' the essay, when Orwell ou t l ines the community's divided 
* 

response to the shooting of the elephant, does Orwell state that 

the death of the coolie was merely *a "pretext" for his action. 

His own frustration and h is unwillingness to appear a fool have 

forced him into* an a c t i o n he would normally avoid. The 

imper ia l i s t master has become a slave to the conventions and 

expectations aroused by his dominant position. Orwell's essay is 
» 

a perfectly constructed argument about the effects of a system 

upon an individual;' h is tone is that of a man who is both angered 

and .bewildered fct having been placed in an invidious posi t ion. 

Only with<hindsight can^ie honestly make the connections between 

the insights which he has formerly suppressed in the interests of 

his own equilibrium. 

"Marrakecrh" i s an equally devastating and s l i g h t l y ' l e s s 

Veil-known exposure of undercurrents of unrest in Africa. I t 

reveals many of the c h a r a c t e r i s t i c s which we associate with'a 

pieee of Orwell's reportage, one of the most obtrusive of which 

is Orwell's physical fastidiousness. This i s frequently evident 

in his descriptions of f l ies rising from a corpse,* of the ghetto 
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squalor, and of the rags worn by the s tarving nat ives . Equally 

characteristic i s the tone of.moral earnestness contained in such 

observations as "One could probably l ive here for years without 

noticing tha t for n ine- tenths of the people the r e a l i t y of l i f e 

is an endless, back-breaking struggle to wring^a l i t t l e food out 

of an eroded soil"" (p. 274). 

Orwell often generalizes blandly, in "Marrakech" about what 

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

assertions can only be evaluated fairly when they spring directly 

from his own experience. He i s a t b i s most penetra t ing when he 

permits his individual English quirks tp reveal att i tudes toward 

the scene he i s describing. Thus he notices that the donkeys are 

treated brutally before he becomes aware of the fact that the Old 

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

. as human beings. This sense Of disproportion is" reinforced when 

he stops to feed bread to a gazel le while a s tarving Arab naVvy 

stands and watches dumbfounded by h i s wastefulness. Orwell's 

• persona is frequently that of a squeamish and.occasionally stupid 

, man who learns slowly.from his experiences, Yeu, a t the same 

time, he always gives himself l a t i t u d e to cas t iga te o thers ' for 

their indifference or folly* His earnestness may well be a type 

of compensation for his oWn former ignorance; 'he may not always 

. be honest on beha.lf Of others , but he i s always the f i r s t to 

explore his own paradoxical a t t i tudes: 

But there is one thought which every white man (and 
in t h i s connection i t doesn't matter twopence it he 
cal ls himself a Socialist) thinks when he sees a black 
army marching past . 'How much longer can we go on 

1 * . ", > 
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* kidffing these people? How long before they "turn their 
guns in frhe other direction?' -, « 

I t was curious r e a l l y . Every white man there had, 
this thought stowed somewhere or other in his mind, I 

, had i t , so had the other onlookers, so* had the officers 
on t h e i r sweating' chargers and the-whi te v N.C.OJls 
marching in the ranks. I t was a kind of secre t which 
we a l l knew,and were, too clever to t e l l ; .only the 
negroes didn ' t know i t (p. 277). 

*. - .-

p This savagely prophet ic ,vis ion of impending black nationalism 

occurs a t the end of "Marrakech," and i t suggests an inevi table^ 
y • • * 

upr is ing against white assumptions of super io r i ty . -In' the 

context Of the poverty and squalor descjpLBed e a r l i e r in the 

essay, Orwell 's recognit ion of d is rupt ion i s i r f eo^ t rowr t ib le . 

He penetra tes to the centre of the colonial issue and r e a l i z e s 
- tha t i t i s a bluff, a s e c r e t . t h a t w i l l soon become common 

« ' ft - * 
knowledge to the victims of Imperialism, But he i s , perhaps, too 

exigent in believing that the officers and the N.C.O,*s share his 

i n s igh t ; they may t r e a t the-blacks as ojhildren, but, a t l e a s t 

consciously, they have dismissed the idea thai these "children" 

Will grow up and demand their independence, 

Orwell 's tone*thrdughout the essay i s tha t of su rp r i s e : 

. su rp r i s e tha t the ihajority^of the inhabi tan ts ajTe " inv i s ib l e , " 

. tha t 'they are gu i l ib le > and tha<t everyone e lse takes the 

primitive conditions for.granted. This tone is only occasionally 

flawed by his tendency to preach.rather than to show. I t i s a 

fea ture of Orwell 's s ingular nature , tha t whi le 'o thers in 1939 

were arguing for the necessi ty of English in tervent ion agains t 

German aggression, he was s t i l l busy explor ing. the col6nial 

insinceri t ies of the western democracies. -

- Frank Sargeson's "White Man's Burden" (ILfcL, n .s . , 1, 1938) 
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prov ides a c o l o n i a l c o n t r i b u t i o n t o the d i s c u s s i o n o f 

Imperialism. As a New Zealander, Sargeson brings to. New Wri t ing^ ' 

a sensibi l i ty which* seems to place humanity* in a very vulnerable * 

position in relation to the landscape. His characters* must cling* 

together to avoid being overwhelmed by a sense of the emptiness 

and vastness of the horizon. SargeSon's tone i s that of free and 

easy f a m i l i a r i t y , with the reader , which i s forced by the 

conditions that his story ref lects : 011 was a long road up North, 

*u t I'd been to ld "I'd find a pub there* I did. You know the . 

s o r t of pub. I t sometimes has a apt ice up, Free B êer- Here 

Tomorrow. I found I knew the barman aftd I f e l t bucked when̂  I saw,, 

him. When you're on the road and you see someone you know you 

feel t h a t way" (p. 1). An atmosphere of f u t i l i t y hang-s around 

the pub as the men t ry and buttresrs themselves against the 

isolat ipn outside: - ' .- ' 

Then' I couldn' t see out of the window, but I d idn ' t 
mind that . The mudflats had looked too fat and jruicy,1 

and the h i l l ' s had .̂oofced s tarved. Why, cdmfng along 
the road I'd Watched a cocky ploughing, and h-e was 
turning up yellow clay. If you ask me t h e r e ' s a he l l 
of a l o t too much of this- land of hope-and plenty l i k e 
t ha t - (p . 1), . r -

/ 
The pub acts as- a centre of culture and companionship, and i t is 

the one v i s i b l e sign qf white c i v i l i z a t i o n , and yet i t i s the 

Maoris and, not the whites who behave themselves and avoid 

excessive drunkennessi- Moreover, the Maoris* incongruous 

admiration for Joan Crawfprd baffles the travell ing narrator, who' 

makes an ironic comment on the tensions produced by the attempt 

to "civil ize" a land by establishing a few pubs and allowing the 
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"Maoris acfeess to, Joan Crawford films* "Gosh,, there's a great *day 
»' 

leVe" comihg forNujy^ssinie^ when c iv i l iza t ion gets- properly going tbe*"»» 

(*p. "3). White o iu ture has been anything hut a ' resounding < 
- "' 

success, as the na r r a to r ' s l one l ines s and, need for -company 

i n d i c a t e ; , the Maoris hatfe se ized on the ex te rna l s of^white 

c i v i l i z a t i o n , without having any organic, connection with i t s , 

roo t s . The whit6 man's, burden I s b i s Own sense of a l i ena t ion 

from a land that r e s i s t s his fu t i le attempt at intimacy., 
. t -' 

• » One of the most harmful attributea«of Imperialism i s shown -

to be the innate assumption of superiority, in terms not only of 

c u l t u r e , but a lso of moral i ty . Ip Mbrtdn Fre'edgood's "Good • 
* ;*; - ^ * - - / -

Nigger" (JLiL, 2, 1936)+ a hlaok s lave in the Southern s t a t e s 

accused of- molesting a white woman* has no 'defence when his Word 

,ia not considered equal to that of his white .accusers. The story • 

hinges on the pathetic and unsuccessful plea for] protection, made 
% ' ' ' • - '-

by the slave t o h is master. ' I t s f a i l u r e exposes the moral 

bankruptcy, of paternal relationships between raoes. ' What many of 

t h e c o n t r i b u t o r s , t d New' Wr i t ing make p l e a r ' i s t h a t the 

imperialist oppressors are ' themselves deniell freedom in sub t l e 

-,ways; they l o s e an e s s e n t i a l p a r t of t h e i r humani ty , by *• 

acquiescing to*>a system1 which robs Others "of their dignity. 

Many of the ^contributors tb .N,ew Writing „are concerned with 

appropr ia te p o l i t i c a l ac t ion , and they a s s e r t - t h a t the l o s s of > 

dignity and the desire to' avoid becoming "involved" are central 
' 

features of a society which i s losing i t s freedom, .*Opposition to 
the group, party or gov*eTh«,ent which i s in control and Which is-1 

causing the oppression often must become more covert as the 

*4'-

-*»*• 
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group's power increases, ihese truisms are eqjjally applicable to 

a l l vict ims, ' whether they are victims of Imperialism or. of 

to ta l i t a r i an 'governments, ami these facts of existence are 

"Reproduced with varying degrees o f sueceas in sowe of the -

tontributions to New w^itlhg. Sew Writing eontains a nualber of 

stories which are .concerned with the situation in Central Europe, 

as the Nazis grew in- power and influence, in both Gmfcmany and 

Austria.^Vhat i t V e j t like, to-be an ordinary unaligned a^tizen 

>or a membeV of a defeated political party i s the focus of many of -

the;s tor ies . John Lehm-anrt was part icularly interested in the . , 
" - - * ' ' ' " * 

fate of Austria, because he saw- Austria, l ike Spfcih* as one of , 
«, ' - * * * 

l#re testing grounds" of tw-enfeieth~centufy- ideologies. All of the 
,contributors were either*witn4sses tp the violence they portray. 

- or>6xiies from i t , which adds, an extra, poignancy to their efforts 
<• t • . * • 

.to .communicate their sensa t ions , t h e i r p resen ta t ion and 

comprehension of defeat carry 'with them the question Vf whether 
', > * *' * 

further "open resistance is 'quixotism or a necessary assertion of 
hurran health and sanity. Consequently, many of the foreign 

-* . . . * * 
. . * » contributions to JJej^lEitiag had an immediacy and relevance at 

the time which they now fail to evoke. ' -
J - ' •" • r ^ \ ' z ' 

~ . The danger' implicit in much *>f the writing T*-illustrated • 
-" ' . ' • ' ' ' ' *• * ** ' ' 

in* sketches l ike Anna Segher's "The Lord'svPrayer" (lUk, *, 

st936>, which IS translated from the, German.by an unidentified 

contributor, a sketch w'hich rarely r i ses ' above sensational 

depiction* of Nazi .a t roc i t ies . ' Elsewhere in ' fle,*. Writing,, the 

opening section from. her. nov;el The ffesone more than justifies .the 

large claims Lehmann makes for tier in 'h is p r i t i ca l work,-New" 
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^ " ^ " "- Writing Hi Su-rppe Jrn 1940: T&e handles a l l of then, ' the 

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

the greatest res t ra in t and sympathy, and i s neyer carried away by 

p o l i t i c a l pa r t i sansh ip ; she-has far too broad and s e n s i t i v e en 
•. v<-

. intelligence not to see the real idealism that sways some of the 
N - » / < 

younger. Nazis, though She he r se l f has long made up her mind-to 

which side she belongs."2 Sadly, this control i s lacking in "The . 

* Lord's Prayer,* Sn which a group- of soc ia l i s t s are rounded up by s 

the S.1C and- brutally beaten While they afe forced to rec i te the . 
1 prayer. The Nazis a re portrayed as un in te res t ing s a d i s t s with 

clown-like a t t r ibu tes , and the soc ia l i s t s as victims and heroes 
\' 

who sing "Wacht auf, Verdammrte" as the i r companions are beaten. 
» 

A comparison between the contributions of George Anders, an 

Austrian w.riter, and Jan Petersen, the<fieraan author of Qur 

££E£g£,v demonstrates the distinction between those contributors 

to New Writing whp could, and th^se who could not, transform the ' 

raw mate r ia l «of revolut ionary c e l l s and s t rugg les i n to an 
a r t i s t i c v is ion of universal s tagnat ion and f r u s t r a t i o n . Jan 

/ *' * 

Petersen's- "Travellers" (JUL* • 5* 1938) and -"The Skier's Return" 

<JUJi*» «,*•,' 3V 193$), both of which are t r a n s l a t e d from the 

Germafi. % Jtfstes -Cleugh, read too nrach l i k e boyish adventure 

siorli^1;*jhg show a kind ofc misplaced wish-fulfilment;*'given the . 

' g r i s l y r e a l i t y they a re juxtaposed aga ihs t . Anders* however, 

oomliuni-catfrs.the l i s t l e s s h e S s andiWounting hysteria.of a smail 
' ' ' , i . "r > . • T - " 

hand* of revo lu t ionar ies* imprisoned |Y .the l o g i e of t h e i r 

s i t u a t i o n in h i s ' s t o r y "The Corner" (JUL, ^ , '193tt* which i s 

also translated fy James Cleugh: * •* 'w~ , 
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This was the eleventh time the squad had been called 
out for duty that January. Every movement and gesture, 
every desir.e hajt had i t s turn amtwas finally played, 
-out. Every ~ word and phrase had -been used up. ' They had 
settled down into a l i t t l e bureau on the top floor of a 
big building, and. everything* beydnd i t was foreign 

..territory to them. The distr ict in which they had been 
born and had grown up, the splendid, noisy,- teeming . 
workmen'.s quarter, was now silent, as if numbed in" the 
January mud, for lorries full of soldiers were rumbling 
.through the s t ree t s , , The ci ty, once known as 'Red . 
Vienna', had grown timid, almost host i le to them.. I t 
was a fore ign c i t y . They f e l t themselves to be 

* forgotten, abandoned and very lon«ljMp. 53)* 

The duty of these Viennese revolutionaries consists of waiting 

,' for orders from the i r leaders in the Soeial is t Defence Corps. 
^ ' ft . • * ' " - ' . 

Each of the*-revolut ionaries i n t e r n a l i z e s th ip sense of 

hopelessness and responds to»it differently. Forced laughter,-

conversation and silences punctuate the. stooke-f i l led rpbm, as -
> 

they await the" arrival of the fascist police. The dialogue, like 

the situation,, is. strained and heavy with political'references, 
» * 

but these references are J the only way the characters can 
mitigate their actual isolation; some of the characters fall bacl^ 

* *" 
. on revolutionary- dredbs as the only centra of stability when the 

- - • « 
police search the room for weapons, Police and" socialists watch *.' 

p each other with mutual fear and hatred in a tense and potentially 

murderous situation,. * Anders presents the claustrophobia of "The 

Corner* ,wfth a dispassionate honesty. The socia.lists.are not" 
described as heroes, but as human beings who crack and break when 
• \ \ ' v t , - • . 

they recogfllzevthat, by eschewing armed resistance and accepting 

the formulae of *revdlutionary patience,* they have .commuted 

themselves to obscurity and probable extinction. At the clitax 

r^ .: 

http://socia.lists.are
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. of both "The* Corner" and "A Question of Nerves" (JLiiL,- n»s», 3, 
* — . • » •> 

, 1939), the characters are pulled back from the edjje qf despair by ". • l 

a mixture of human e f for t and revolut ionary d i s c i p l i n e . Their 

vu lne rab i l i t y adds a s t range mixture of digni ty and bathos to . * 

their inevitable defeat. . . ' * * ;, ' 

The brooding fear and he lp lessness t ha t these e x t r a c t s < 

convey are amplified in the <short> but de^fstating dramatic sketch 

tx Be r to l t Brecht "Thelnformer" (JLM*» n.-s., 2, 1939), which i s ' 
" • ' ' 1 

translated from the German .by. Charles Ashleigh, In th is case the 
- „ - * 

potential victims of "Fascism^ are completely apolitical-, and yet 
* • \ 

they l ive in constant fear of being misunderstood or misquoted-by 

' their friends, servant or small child: \ •*• 

* * . . . ; 
. ' , *WIFE, But there's nothing against you, - i s there*? 

HUSBAND.\ There ' s something, ^against everybody. " 
Everybody's \ i i s p e c t e d . I t ' s enough i f someone 

- * expresses any suspicion of you, to make you a suspected * . 
person. ' ' 

WIFE. Yes, but a "child i s an unreliable* witness^ A 
' * 'child doesn't understand what, people are talking about, 

„ HUSBAND".' That's what you-say. Since when have they -' 
needed witnesses?' % \v ^ 

WIFE.- Can't we think .of some explanation of what-
you meant by those remarks? Then- we coula show .how he 
misunderstood you, , • ' jR ^ * . 

HUSBAND. %es, but what did^fr say? *I can't refcember * •, 
now (p. .118). -i « _ . ' • . - ' 

' • * * 

The meaning and s ignif icance of language are d i s i n t e g r a t i n g in 

the -Situation Brecht presents; innocent, words become confessions -1 

of gu i l t or heresy. All the stage direct ions and dialogue show a 

mounting loss of control by the couple, as they try to anticipate .' 

•the responses to their worW and actions by-a violent and er ra t ic „ 

Nazi*party. 'Te r ro r bec.omes t ransmi t t ed in to l i t e r a t u r e as 

, donfusion when a. p i c tu re of K i t l e r i s moved abound the room to 

file:///iispected


^ 

97 

1 p lacate a .gui l ty conscience. In other contexts t h i s wandering 
'{ ' ' ' ' 

\ picture would be a device for harmless farce; in Brecht's sketch 

an apparently Uudlcrous detail cottLd mean the difference between 

l i f e and death. 

Brechfs sketch i s a finely-wrought*-winiature p o r t r a i t of 

' the d i s s o l u t i o n of d o m e s t i c i t y . Other c o n t r i b u t i o n s to 

New Writing a»*e far mor.e ambitious, and try to comprehend the 

changes taking place in Germany on a much wider scale. One such 

at tempt i s P. Monteeh's "In Freiburg" .(JUL., • 2, 1938), which if 

t r ans la ted by John Rodker, and begins l i k e a s ensa t iona l i s t 

journal is t ' s report on the c r i s i s of the times:, 

Ruins/piled upon each otherl Wilhelm's ambitions, the 
hopes( of democracy, then inflation and the Senegalese 
in the flhineland, Bolshevism, and the unending ranks of 
the unemployed! After tha t came songs, and true 

\ , Germans parading the s t r e e t s in brown s h i r t s and 
"* columns of four to the ref ra in of 'Germany a r i s e ! ' 

They almost believed i t themselves . . . (p. '227). 

J: '* 

The stock^otiaraoters are produced to i l l u s t r a t e t h i s i n i t i a l 

claim and to describe the various l eve l s of evasion which 

. different representatives of the social s trata employ to escape 

**its fu l l impact. Monteeh's story swift ly changes in to a ' t ex t ­

book analysis of why Communism is the only solution to the chaos 

described, but i t serves as a useful comparison to the greater 
% *K ft 

a r t i s t i c control • and comprehension of Christopher Isherwood, 

They are both observing the same phenomena; however, Isherwood',? 

Berlin S t o r i e s t th ree of which were f i r s t published in flew 

writing, remain among the finest short s tories published in the 

1930's. 

. ; 
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The narrator of the Berlin Stories continues to puzzle those 
% 

who seek for explicit formulae of activism; the narrator refuses 

to provide them. Instead,- what i s offered and achieved i s a 

meshing of the new realism with a deeper symbolism of decay and 
v dest ruct ion. This decay i s not simply re f lec ted in the los s of 

* ' 't* 
p o l i t i c a l values, but a lso in the realm of human re la t ionsh ips 

and in an i n a b i l i t y to define a s t ab le moral i ty . Hence, Herr 

Christoph aspires to an objectivity which his experiences refuse 

to grant him.' His disdain for personal involvement i s ultimately 

a mask which conceals h i s inner and individual helplessness in 

the face of the onrush of history, a-^hlstory which was in i t i a l ly 

a source of comfort to Isherwood, Lehmann, Auden and Day Lewis, 

and which in contemporary eyes has become t h e i r scourge . 

Isherwood was too sens i t i ve a wr i t e r to commit himself to the 

platitudes for which many c r i t i c s have pilloried the writers of 

the t h i r t i e s , and h i s cont r ibut ions to New Writing Hiow his 

poise, 

John Lehmann was conscious pf the p i t f a l l s of lumping 

together the contributors t o New Writing in the conviction that 

they a l l wrote from a S o c i a l i s t perspect ive. ' He described 

Isherwood1 s character and struggle for a r t i s t i c consummation in 

an undated manuscript in the Lehmann collection: 
» 

He hated the 'establishment' as only one who suffers 
from a national oedipus complex can; and the Nazis' 
disgusted him. But in the-Autumn of 1932 he told me 
that an editor had written to him 'who wants something 
Showing "the new spirit" in literature politics etc. 
But what is the new spirit? Search me. Poor old Marx 
can hardly be described as new.' . At the same time--
because his friends were Involved—he was tremendously 

. \ 

- * -?*,.!. t^4 %t 
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excited by the Berlin e lec t ions , which seemed to 
promise's Communist win.3 

This "new spir i t" was achieved in the Berlin, Stories; the three 

which' appear iafrNew Writing are considered by Lehmann and other 
• 

contemporaries to be some of the high points of the New Writing 

philosophy and tone. I-sherwood was one of a group of people w n° 

encouraged Lehmann to produce New Writing. He sometimes read the 

offered contr ibut ions to the magazine and advised Lehmann on 

t he i r worth. Although there i s no evidence in the Lehmann 

c o l l e c t i o n of Isherwood 's a t t i t u d e to the work ing -c l a s s 

contributors published in New Writing, Isherwood does s ta te his 

approval of William Plomer's "Notes on a v i s i t to Ireland" (JUL, 

1, 1936) and Andre Chamson's "My Enemy" (JH.JL., 1» 1936): 

1 l iked a lso very much Plfmer's contr ibut ion and tha t 
V br i l l iant story-by Chamson, which make$ one feel that a 
m^ real a r t i s t can wr i te about absolutely anything and 

/ » s t i l l produce a l l the c o r r e c t r e f l e c t i o n s about 
* • fascism, nationalism etc. in the reader's, mind: a very 

t r i t e observation, but i t always comes as a fresh 
• surprise!^ 

, Lehmann wanted-the contributions to New Writing to produce these 

"correct reflections" about Fascism, Imperialism, unemployment 

and poverty without abandoning their a r t i s t i c worth. Isherwood's 

novel The MeMKal, published in 1932, had already achieved this 

in i t s portrayal of the period immediately following the F i r s t 

World War, and in i t s presentation of the characters' reactions' 

- to the emotional turmoil the war had le f t as a legacy. 

When one,compares the opening of "The Nowaks* (ILfcU, 1, 

1-936) to Monteeh's "In F re iburg" the d i f f e r e n c e in the 
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assimilation of the social set t ing-into a broader a r t i s t i c design 
. . . 

i s immediately apparent: \ * 
* t, 

. % 
a 

I found th«e W.assertorstrasse without much difficulty. 
The entrance to i t ' w a s a big stone archway, a* h i t of 
old Ber l in , daubedwitti hammers and s i c k l e s and Nazi -, 
crosses and p l a s t e r e d wi th t a t t e r e d b i l l s which 
adver t ised auct ions or crimes* I t was a deep shabby 
cobbled s t r e e t , l i t t e r e d w i t h sprawling chi ldren in 
t e a r s . Youths in woolen sweaters c i r c l ed waveringly 
across,, i t on ra6ing bikes and whooped at g i r l s passing * 

' with milk jugs. The pavement was chalk-marked for the ^ 
hopping game ca l l ed Heaven and Earth. At the end of * 
i t , like* a t a l l , dangerously -sharp, red instrument , ^ 
Stood a church (p. 8). . ^ 

The p o l i t i c a l slogans on the wa l l s , the" shabby s t r e e t and the' Msi* 

chi ldren in t e a r s suggest*the ' p o l i t i c a l feud which i s an" i 

undercurrent to the scene-of poverty. On the other hand, the 

youths on bikes whooping a t the g i r l s represent mâ ny of the *» 

people of Berl in who refuse to acknowledge the growing c r i s i s . M 

In d e s c r i b i n g the fchurch as the "dangerously sharp , red - ' 

instrument" the na r ra to r i s h in t ing a t the violence to follow. 

Unobtrusively, the d e t a i l s of the environment of Old Berlin 

provide the s e t t i n g - f o r the universal sense of c r i s i s ; " tRe 
' • • r 

•narrator, passes no" d i r e c t commentary on i t s symbolic* 
V . . ' * J 
significance. When the narrator departs from the sanatorium, the 

assembled p a t i e n t s a i r e - c l ean ly seen as g h o s t - r i d d e n and' 

threatening, the emptiness of their- l ives adding to the sense of 

impotence TeSt by t h t English observer: 

They a l l thronged around us.for a moment in the l i t t l e -
c i r c l e of l i g h t from the part ing bus, t h e i r l i t f a c e s 

g h a s t l y l i k e ghos ts agains t the black stems of the 
pipes. This was the climax of my dream; the instant of 
nightmare ip. which i t would end. I had an absurd pang 
of fear t h a t they were /going to a t taok us , . „ They 
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drew back--harmlees r*after a l l , as mere ghosts—into 
t h e darkness ( p . 3 7 ) . * -" 

Isherwood* was characterist ical ly unsure of the response his 

s t o r i e s would e l i c i t from an English audience and pa r t i cu l a r ly 

concerned with the impression" that Sally Bowles would make. I t 

i s c lea r from a l e t t e r Isherwood sent t o John-Lehmann, in 1937, 

tha t each'of the- 'characters was careful ly integrated in to the 
• * * • - •> < - « . 

themes of( the whole work an;d ^ha t Ifew Writing was particularly 
» . 

appropriate for this description of â changing Berlin: ,-. - - -
- » "*• .. ' 

* .. " ^ -" * 
£t seeras ' to me- tha t Sal ly , without the abort ion 
sequence, would , |ust be a s i l l y l i t t l e capricious 

<*. bitch.' Besides, what would the" whole, thing lead up to? 
And down from? The whole idea of the stUdy is to show 
tha t even the g rea t e s t d i s a s t e r s leaye a person l i k e 
S a l l y e s s e n t i a l l y unchanged, flowever, you have 
considered t h i s no doubt, t- want*1 to hear what you 
think. - . v 

Surely, the less pretentious Berlin Diary is really 
a much better b i t of work? And there you have the New 
Humanism la id on r iah and thick. I'm not a t a l l sure 
that Sally wouldn't merely annoy the Left Wing, anyhow. 
Because i t s very d i le t tante in tone.^ . - , 

Ish.erwood, in the Berlin Stories^ was* deliberately dissociating 

himself "from the l e f t in the i n t e r e s t laf a r t . Sal ly , l ike'Mr. 

Norris , i£ a survivor who comments i r on i ca l l y on a l l p o l i t i c a l 

structures. This new humanism, which was more^ obviously' present 

in "A Berlin Diary," had to come to terms with Sally "Bowles;*" She 

represented a sp i r i t of fun and a human indestruct ibi l i ty which 

qual i f ied the impression of depressing p o l i t i c a l violence end-

poverty tha t marked the Berl in Stories.-* Isherwood was worried 
10* 

tha t the l e f t wing would not l i k e Sally Bowles,because she 

diluted the seriousness of the pol i t ical s i tuation presented. 
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" \_ 'One of Isherwood's g rea tes t t a l en t s was h i s a b i l i t y to 

create convincing characters, through dialogue, from al l levels 

* of society. Thus the Lancjauers and the Nowaks are counter pointed 

against each other throughout the Berlin Stories. Perhaps this 

range of characterization was only possible to a writer seeing a 

society from the outside, a writer* whose objectivity is born of 

- cu l tu ra l .alienation.depends on being a v i s i t o r rather than a 

-- permanent resident, Isherwood had at least part ial ly solved the 

problem of how a member of the upper-middle c lass could wri te 

-with r e a l i s m of o the r c l a s s e s and avoid the wors t s e l f -
4 indulgence1* of e i ther sent imenta l i ty or seeing members of the 

Working class as a collection of brutal morons. In the process, 

\ke succeeded in turning the Berlin of the la te twenties and early 

t h i r t i e s in to a l i t e r a r y legend. Up un t i l his departure to the 

U.S.A., Isherwood was one of the wr i t e r s who helped shape the 

t ex ture of N,ew W r i t lHg
r both in terms of his own contr ibut ions 

ft 

and in h is ro le of advisor, c r i t i c and r ec ru i t e r of t a l en t for 

••*•' John Lehmann's e n t e r p r i s e . Lehmann regarded Isherwood's 

. departure from England in 1938, and his conversion to Yoga, as 

s ign i f i can t fac tors in Isherwood's f a i l u r e to become a major 

novelist of the t$40«s and 1950's.6 

*- »• ' , -

John Lehmann's own definition of the new humanism described 

» by* Isherwood ean be gleaned from his contr ibut ions t o New 

***?%."' ' Er l i i f lg , "Via Europe", and "The Separator," Both of these are 

hv*% " * «. r * at tempts to dramatize European cu l tu re in. social and p o l i t i c a l 

- • r,, terms, through a kind of snapshot, effect , a se r i es of v ignet tes 
v *' '' ' which dulminate in a descr ipt ion of the c i ty of Moscow and i t s 

/*? , 

-• 

** a — ^ *• 
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people. In "Via Europe" (N.W., 1, 1936) the t r ave l sequence 

"begins in Par i s , which i s described as a centre of fashion and 

finanae. The lyr ic 'mood of t h i s prose rapidly moves from 

descriptions of the rich and poor, of the self-sat isf ied few, to 

descr ip t ion^ of the deprived many, and from Par is to Berlin to 

Vienna and finally into the very' different atmosphere of Soviet 

Russia. ' I t i s a lush prose, yet i t i s often carefully epntrolled 

and accumulates passion steadily through i t s mixture of precision 

and generalization, as i t ranges across a geographic and^tocial 

sca le . A br ief and dramatic character sketch of a German 

restaurateur 's wife obliquely reveals one of the causes for the 

Nazis' se izure of power, while giving a complex p i c tu r e of a 

mixture of motives half-expressed by the woman. As voices 

threateir^economic sanctions on a myriad of telephone wires, the 
(, 

>. • * 

possible consequences of t h e i r ac t ions a re in te rp re ted /lay a 
* 

chorus of the masses on the Danube: 

The b i t t e r n e s s ,of long unemployed years harden^, 
sharpens to the point of danger in £he minds of the 
sallow-faced group of men and women . , , Not again, 

- never again, i s the thought that passes between them as 
they turn back to t h e i r empty homes. Never again i s 
the angry murmur that r ises from innumerable factories 
and squares and publ ic meeting h a l l s in t h e count r ies 

\ tt of the West, challenging the voices t h a i demand and^ 
threaten in privacy, swelling l ike the clamour of a new' 
order taking shape wi thin the womb of a cont inent , a 
new l i f e bursting through the old (p, 197). 

4 

Many of the scenes ' in "Via Europe" contain prose which i s 

overwrought. I t i s significant that Lehmann shared with-many of 

the writers of the t h i r t i e s a tendency for using the border as a 

symbol of change, and sought h i s imagery for a revolut ionary 

I 
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change of heart in organicism. "The border ,or the frontier was a 

frequent image of many of the th i r t i e s writers since i t implied— 

with" i t s crossing—a poss ib i l i t y of change or choice." As an 

."image i t also suggested t h a t i t -was possible to cross into a 

country whrere genuine equali ty exis ted. Consequently such 

writers as Auden and-Isherwood in On the Frontier, Edward Qpward 

In Journey to the, Border and Rex Warner in .The Wild GQQge Chase 
v u se^he image to express a possible change of a t t i t ude to the 

world.? In much of the poetry of Spender, Day Lewis, Auden and 

^MacNeice during the th i r t i e s there 4s--* tendency to use similes 

and metaphors drawn from nature to explain the revolutionary 

struggle. Thftajrin C. Day Lewis' The Magnetic Mountain -we see the 

following l ines : . * 

' '•* ' ' ' I ' ' 
Ceaseless the leaves ' counterpoints in a west wind 

l ively, - , 
Blossom and'river rippling, loveliest allegro, 
And the storms of wood strings brass at year's finale: 
Listen. Can you not^hear the entrance of a new theme?8 

In- the case of "Via Europe* such imagferV now seems-

unsatisfactory, since i t i s used too often by Lehmann and m'any of 

" the other t h i r t i e s writers. Moscow i s identified .by Lehmann as 

' the centre .of this reawakening into the new l i f e : 

We are winning a t l a s t i s the mood of the dancing 
processions t ha t pass, with the i r many-coloured 

- '• ~ streamers and .effigies under the-huge written -slogans 
of a s t i l l unfinished revolut ion. Their new l i f e , in 
i t s long-awaited splendour f̂fnd prosper i ty , * l i k e a 
chestnut t r ee af ter the,winter , begins to break in to 
leaf and flower around them (p. 19-6)-

In level tones a Soviet Georgian .poet Lehmann met in his travels 
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in Transcaucasia in 1934 explains the fundamental issue in the 

closing, section of the sequence: "This i s my world, a,world where 

no one who i§ willing* can fail* to find work, or the house, or the 

,food, or the pleasant things of l i f e to which i t e n t i t l e s him" 
- ^ t -

(p, 202).' Despite his two t r ips to th*e Soviet Union, in 1934 and 

1936̂ - Lehmann had not seen enough evidence to convince himself of 

the fol ly of supporting Communism,. He saw " i t asgthe only 

plausible a l t e rna t ive to Fascism and he had persuaded himself 

t h a t ' t h e Soviet Union was working towards achieving a decent 

standard of living for its**people. 

."The Separator" (N.W., 3 , 1937) i s far l e s s sa t is fac tory 

' than ".Via Europe" because i t i s tinged with hys te r i a . -There i s 
- > -

far- l e s s prose poetry -in eachv of I t s sect ions and far more 

pr-osaic argument:- i t i s written as if i t were a notebook, and the 

individual .passages reveal rather than solve the- ednfuslon^ of the 

w r i t e r s The t rap Lehmanp i s re f lec t ing on i sh . i s i nac t iv i ty in • 
«%. - -

the face of growing fascist power. Like many of his generation* , 

he was terrif ied by the, as yet, unexperienced threat of bombing 

raidsY ' . 
- t * I 

How to get out of this trap?* flow t o .find sanity and 
' . a clear thought again? How to defend oneself, to be 

ac t ive , not to crouch paralysed as the Hawk descends? 
*But there must be hundreds,' thousands l i k e myself* in 
every town in Europe, wrestling with this nightmare in 
sleepless nights, pursued by i t through the-superficial 
smiling of the day. Content to abandon what Onee'-
seemed so necessary and so warm, the pleasant voices 
tha t fade as t h i s pulsating roar f i l l s the skies (p. 

' ' 198). - . 

Lehmann^s conversion to revolutionary action i s belaboured, 
"O JL • ' 

an intellectual, rather than an, emotionally satisfyingTadecision; 
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t h i s c rea tes a feel ing of cheapness and s l ickness in the image 

used to clinch the argument and to a t t e s t to the triumph of-will 

* over doubt: "Now a t l a s t a l l these .days and nights of agonized 

thinking, of doubts like mud where pass'iph and sympathy flounderi 

now a t l a s t they are a l l over. And a w-ind i s blpwing^ so strong 

that the mud on my path dries up, and I am 6arried forward with a 

fee l ing of exul ta t ion to where I see you wai t lng" ' (p , 202). The 

h i s t o r i c a l c e n t r e for t h i s mood of t r i b u l a t i o n i s Spain.' 

Austria?" l ike Germany, had already fal len to the fascists^ Spain 

appeared to offer the hope sought by the l i t e r a r y forces 

collected In New Writing. « > 

I n " r e t r o s p e c t , ' the l i t e r a r y productions created by the 

impetus and example of the Spanish*-Civil War are not very good. 

Lehmann and his companions were overly optimistic in. hoping that 

, good writing would necessarily follow from fighting fascists in a 
* 4 < i 

legitimate pol i t ical cause, and that the new sp i r i t suggested in 

a popular movfemqnt would find or create I t s own interpreters , who 
vwould be able to transform the particular moment of struggle into 

a universal and a r t i s t i c expression. There were some conspicuous 

successes l ike -Malrauk'S Days qf HQDer published in 1936, but the 

major problem witbrmany of the contributions whioh John Lehmann 

received and solicited*was that they were either too fragmentary 

or to<> . p o l i t i c a l l y ' s t r i d e n t . Nevertheless, the idea that 'good 

writing could become public writing was further heightened by the 

outbreak of the Spanish Civil War in 1936. Lehmann described his 

hope?-that the Spanish Civil War would foods the t a l e n t s of 

„» sympathetic writers and proyide them with a subject which would-

N 
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produce more of the new humanism which he detected in Isherwo©d»s, 

. * - , ' , ' ' , ' ' - _ . * : 

Berlin Stories; ^ - - ' ' * ' < . ' " 

' , I t was a moment when a l l the impulses and tendencies 1 
have been i l l u s t r a t i n g grew c lea re r as[-they found a 

s -»• oommo.h. f o c u s , - - w h i l e a t t he same t ime c e r t a i n 
contnaklictlons deeply' la tent in the composition of the 
movement began t o make* themselves fe l t . That, however 
was f o r l a t e r j in .the meantime, middleTclaSs w r i t e r s 

• and working-c lass w r i t e r s and w r i t e r s of no c l a s s a t 
a l l , Spanish and English and French and emigre German 
and I t a l i a n , found a l l t h e i r hopes and idea l s and 

4 -. ' theories had now" a single dramatic manifestation? 
, • ,- > 

< At t imes, l ike, these, Lehmann,viewed New Writing as if i t were a 

mpvement, in the sense t h a t he believed h is con t r ibu tors were 

united by t h e idea tha t good wr i t i ng could change "social and 

pol i t ica l a t t i tudes . However, the disparate elements contained 
- - • * , • 

in New Wrltjru? were to have the i r unity tested'hy the course of 

the Civil War. William Plomer, ' with his usual casual urbanity, 

was very much aware »of his own- independence in 1936 when he wrote 

• 4 o Lehmaprii "If t he re i s any.sunshine 1 hope to re turn nicely 

tanned, with a "Popular Front" in , fac t—but not a. red%ne." 1 0 

Events were to prove his sly humour a f a r more r e a l i s t i c a t t i tude 

than John Lehmann'-e excitement; ** 

i Much of what was written about Sp|in was too deeply coloured 

by the sense of urgency t h a t - t h e s i t u a t i o n c r e a t e d . One 
' . ^ , -A • ( 

' exception to t h i s i s Ralph - Bates 's ^Comrade Vila" (N.W.f 2, 

1936>, which deals with Spanish ana rch i s t s in Barcelona , just 

prior to, the electoral victory of the ' Republleans. The style of 

this- story i s tough and unsentimental,, and the foreign narrator 

is, deliberately colloquial, almost casual, in the way in which he 

N 
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reveal's a knowledge qf in t imate details, .of the Spanish, people. 

Bates, has immersed his own personality in the scenes he presents; 

he 'dften c rea t e s a pecul iar and beaut i fu l symbolism from 

desc r ip t ions of mountain passes and treacherous Snow-Govered 

peaks, , Above a l l , he allows the Spanish obsession with 

masculinity to emerge from the scenes displayed; he thus refuses 

to indulge in s i m p l i s t i c propaganda in favour of the Popular , 

Front: 

They were a l l admiring the horse and bantering Alonso, 
when he jumped up and ran forward and flung h i s arms 
round the dray-horse's leg. He tr ied to make the horse 
l i f t i t s foot and he succeeded. Charing said Alonso 
hugged t h e horse 's leg to h is b reas t ; h i s eyes were 
shut, but from h i s mouth they saw be was near to 
crying. ' " 

No one made much of i t , i t was something t ha t most 
of̂  them couldn't understand (p. 1,1). 

Comrade Vila i s a broken man; he is unable to distinguish between 

r e a l i t y and the nightmare world of constant suspicion he i s 

forced to inhabi t . Consequently, a t the climax of the s tory , 

when he k i l l s . a stranger in the mountains, the reader i s given no 

definite knowledge of the stranger's actual identity or purpose* 

Vi la ' s experience c losely mi r ro r s the Impression to be l e f t 
* * 4 

indelibly On many of the volunteers' to Spain, their initial 
r 

idealism crushed by the po l i t f pa l r e a l i t i e s of confusion and 

betrayal , 

Few.of the poems and short sketches and s to r i e s submitted by-

Spaniards to $&MjjQ3jbtiL had any of the challenging ambiguity of 

"Comrade Vila"; most suffered from a tendency to strain visibly 

af ter effect . This i s t r u e of CM, Arconada's "Children of 
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Estremadura" (N.WfT 3 , 1^937), Rafael Dieste 's "The New Spectacle ' 

of Wonders" (JLiL, *}, 1937) and par t iqu lan iy Albe r t i ' s "I Too. 

Sing of,America") (JUL, 3, 1937K V.S. P r i t c h e t t , i n . h i s j r o l e 

of reader, identified, the problem and speculated^.on'its caose: 

I have read Jhe Alberti poems and the translations many 
t imes. / I haye mixed fee l ings aboutosJaoth. If the 
t r a n s l a t i o n f a i l s i t i s because the pecul iar kind o f 
r h e t o r i c a l impressionism which Alber t ! (and sp many 
Spaniards'are l ike him) uses, does not wear well in our ' 
Unrhetorical language. Albert i seems to-have done a 
tour of the Central American States and to have flung a 
few theatr ical words of greeting to each* of them as the 
ship docked; and, don't you f ind?—it i s a b i t ' t h i n to 
bur* ears . ' 1 * "N. 

A 
our* ears. 

Lehmann,' however, 'wanted to have some Spanish writers to publish, 

particularly*as'the majority .of the contributions poncerned with 

rv*. Spain came either from members of the International Brigade or 
» • » 

from Europeans independently present in Spain. There are 

.occasions, though, when a glimmer of poetic abi l i ty escapes the 

problems of t ranslat ion, and i t i s particularly poignant when the 

wr i t e r i s Spanish and j u s t beginning to express himself In h i s 

Own language. Such i s the case with Peter'e's "Against the Cold 

in the Mountains," which Lehmann quotes with approval in flew 

Writing in* Europe ' in 19*K>. -' - <. • • 
«• ' < 

In i t i a l ly , however, the tone towards the Spanish Civil War 

i s set by such pieces as John Sommerfield's' "To Madrid" (JUL* 3, 

1937). The narrator has a eulogist ic confidence in the assembled 

advance guard of the International Col-urnn, and t r i e s to associate 

t h e i r p o l i t i c a l pur i ty witife a digni ty and beauty tha t they a l l 

have in common. Despite the r e a l i s t i c dialogue, the main impulse 

in the story i s the at tempt to endow these men with c l a s s i c and 
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' heroic q u a l i t i e s . 'The prOae of "To Madrid" var ies -between 

' " descr ip t ion , dialogue and. r e f l ec t ive passages. Lehmann suggests 

in New Writdhg \n Europe t ha t -"fo Madrid" accurately r ec rea t e s 

, ' - the i n i t i a l mood of the volunteers t o Spain, but I t now fa i l s t o ' 
•* r ' 

.have more than a kind of jaunty his tor ica l 'va lue . The ending, of 

; • the .sketch veers i n to a forro*of mys t i c i sm/ which i s or^ly 

- marginally prepared for by "the preceding pages': 

Here was. the ship and the night, the'unknown danger 
and the Urgent whisper pf erght hundred l i v e s packed 

; ' - , c l o s e toge ther , - but t h e song was ano the r t h i n g , 
*. ' s , sounding of southern gr ief on loneiy,. a r id h i l l s ; i t 

,. \ , was something very old, and i t had the r ichness ofV 
music t ha t has- been d i s t i l l e d from cen tur ies of a. 

u people's experience. I,t seemed strangely irrelevant to 
this, iron ship, t h i s night , t h i s unknown; danger, 
without meaning for the l i v e s of these e igh t hundred. 
Here were factory workers, miners from Poland, men who 
had escaped from the concentrat ion camps . . . <p. 48),% 

. ' " : • • ' • « ' - . • ' ' . . • ' , ' " • ' . . • 

' , What Soffimerfield i s suggesting i s that the international Column 

v i s a c o l l e c t i o n of the p r o l e t a r i a t se t apar t by t h e i r h i s t o r i c 

role, and that the members of the Column are alienated, from the. 

more-rural humanity of , the Spanish' peasantry* Later Me l i nks 

both groups together .by claiming that they share %he same griefs 

and wrongs which a Flartenoo song records. This seems t o be an 

unnecessary .sacrifice of'poetic truth to pol i t ica l expediency, in 

t h a t the na r r a to r ' s a t t i t u d e towards, the In t e rna t iona l Column 

keeps shifting, ' precisely because Spmmerfleld, himself, cannot 

decide what at t i tude he holds. , i 

Sommerfieyk, however, l a t e r contributed a beautiful *story 

"The Escape" (jLJL, 5 , ' 19j6), which a t t a i n s a perfect balance 
' . * 

betw.een the realism and romanticism which in "To, Madrid" seem to 
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be working at cross purposes. The story lyrically embodies the 

' humanitarian impulses which l i e a t the philosophical heart of . 

Lehmann's intended -design for Hew Writing* At th.e same time, i t 

avoids the cruder tendencies 05 over-dramatization or hero-

worship which are obtrusive in some of the pieces which Lehmann * 

published. The characters are humble, stoic and terse in speech; -

the i r lef t -wing p o l i t i c a l a f f i l i a t i o n s are deduced only from 

"" their response to. the war-scarred landscape' through which they 

' - try to escape to the coast.- What human ̂ dignity and heroism they 

possess is presented to the reader as the characters experience 

and survive the horrors of war. Sommerfield's descriptty^jjpwers 

.do not focus on the actual physical destruct ion, but on the 

feel ings of the characters toward i t . This i s moŝ t effect ive 

when he describes one of the characters hiding amongst some 

corpses: 

He almost dozed and suddenly the l i g h t was gone, h i s . 
eyes shadowed over. He opened them, turned his head a 
l i t t l e to one s ide , following the sunbeam, that-now 
gleamed on-the bared neck and shoulders of-the g i r l 

f beside him, revealing the tiny inv is ib le blond ha i r s , 
, f ine'and shining against the bright f lesh, the f a i r 
"skin that- seemed so fresh', so violently undead. At the 
base of her neck were four purplish marks, the new 
bruises of a love b i t e . The other dead were old and 
drab, but she had been young, f a i r , and l a t e l y loved 

' (p„"62).' - - ,. 

Thus, when the characters do escape abd do finally reach France, 

the i r decision to re turn and f ight in l^pain produces exactly 

those emotipns of love for the cause whioh other cont r ibutors 

fa i led to produce. The characters have a passionate love for 

< l i f e ; t he i r res is tance to Franco's legions i s based on an 
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understanding of humanity and suffering rather than on sectarian 

pol i t ics . When commenting on the story* in 1938, •Ldhmann's only 

objection was tha t the, ending i t s e l f was not worked out in . 

g rea te r d e t a i l , but he-clear ly regarded i t as one of the f i n e s t 

short s t o r i e s a r i s i n g from the Spanish Civil War: "I was very, 

much moved when I reread i t ; i t i s r e a l i s t i c , but i t has an 

extraordinary lyr ica l quality."1 2 There were clear "signs in th is 

t h a t Sommerfield was t o develop i n t o one of the main 

pract i t ioners of a particular brand of realism which made him a 

frequent and welcome contributor to Peqguln New Writing. Despite 

Sommerfield's ta lent as a writer he i s rarely read today. 

Once the i n i t i a l j u b i l a t i o n was exhausted, many of the 

con t r ibu t ions about the Spanish Civil War re f lec ted a kind of 

strained optimism. They were frequently exercises in. trying to 

build up a myth. Often they mixed a threadbare real ism with a 

journal is t ic tone of apparent impart ial i ty . Heinrich Duermayer's 

"Tbe~*^eath of Karl Fokker" (N.W., n .s . , 2 , 1939) i s a piece l i k e 

t h i s ; 'jA, i s sentimental and uses the death of one character for 

i t s simple propaganda value, while Fernandez's "The Sappers" 

QUI*, n«s., 2 , 1939)» which i s t r a n s l a t e d from the Spanish by 

Helen Simpson, seems to hang on the de ta i l s of the freezing cold 

and on a Ga l i c i an ' s - a s se r t i on t h a t "you ' l l be hearing from me 

over on the other side" (p. 33). These sketches leave l i t t l e 

room -for genuine charac ter development, and their occasionally 

a r r e s t i ng desc r ip t ive d e t a i l scarce ly j u s t i f i e s any fur ther 

i n t e r e s t , i n them. Only s l i g h t l y more s ign i f i can t i s Alfred 

Kantorowicz ' s "A Madrid Diary" (N.W.t 4 , 1937), which i s 

1* 
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translated from the German by .James Cleugh, which provides 
• ' « . - •** •» « . " •> 

glimpses of the Internat ional , Brigade, and an account of Ralph 

FOX. There i s l i t t l e attempt at imaginative recreation; instead, ,. 

poli t ical platitudes are substituted for the human reality," with 
w 

such, j a r r ing claims as "the most e f f ic ien t f ight ing ' foree. i s 
* i -r " * 

always also the moat.politically sound" (p. 49). 

The r e l a t i o n s h i p between v a r i o u s members of t h e 

', In ternat ional Brigade i s f a r more impressively captured in Tom 

Wintringham's " I t ' s A Bohunk" (JiUiLf n.S.', 2,,'J1939). I n - t h i s 
• ' 44 t 

story an English member of t h e In ternat ional Brigade teams up 

with another character of dubious national or igin , the.Bohunk;. 

they rapidly es tabl ish a wordless sympathelTc re la t ionship , 

s i tua ted in the, front l i n e s , daily experiencing a t tacks from 
* "• 

Franco's forces. ' The narrator's att i tude and tone are completely 

a n t i - h e r o i c . His r e l u c t a n t acceptance of t i r e d n e s s and 

discomfort strikes the reader as thoroughly convincing, while the, 

Bchunk seems to get a childish pleasure out of collecting wounds. 

Genuine communication is established between them when they are 

subjected to a se r i e s of bomb a t t acks , Wintringham's detai led 
' '- " • 

description of the sensations the narrator feels when the bombs , 
*mw • * - ' 
mm. 

s ta r t falling i s among' the most vivB*recreatioj|g ofjaviolence in ' 
New . Writing. At one leve l , , conditioned action and survival 

- * ' ' < 

inst incts take over normal thinking, but running parallel to this 
IS the narrator's Sense of absurdity; he reluctantly accepts the * 

- ' * '• 

horror of the situation*as he l i e s naked and defenceless on grey l-
stones and ponders "are they trying to k i l l us, or what?" (p. 
57). The wordless sympathy established between these two i s -i 

i 
J* -

™ o-mr^H^M i"P'»«s|*iiW*»«^'w, f 
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reinforced when the narrator discovers the Bohunk's nationali ty, 

Czechoslovakian. 

As the Spanish war continued and the i n i t i a l enthusiasm and 

confidence were dampened by the grim r e a l i t i e s of death and 

in te rnec ine s t rugg les , the mood of the con t r ibu t ions to tyew 

Writing evolved. Those who eould Incorporate the r u t h l e s s 
. 4 

app l i ca t ions of Marxist theory in to poetry were r a r e in t h i s 

si tuation. John Cornford was one of them. His three poems in Hew 

Writing remain as an incisive testament that po l i t ics , poetry and 

indeed pity were not necessa r i ly opposed to each other . A poet 

l ike RoynFuller sounded insincere, crude or sfmply unpoetic when 

he wrote in "Poem 3" ()UL, 3 , 1937): 
m 

The rapid death from ordnance 
And the slow from gas, the fascis t whip, the nervous 
Horror of workless rot t ing a t home, these are 
Our age, our dreams, and only poetry, (p. 87) 

This had a l l the right mannerisms of revolutionary thought in i t s 

references to f a s c i s t s and to unemployment, but the poet ' s 

sensibi l i ty has not assimilated the material he is incorporating 

into h i s poem. The images Ful le r chooses, and the names he-

rec i tes in the poem, are simply catalogues of pol i t ica l loves and 

hates with l i t t l e organic r e l a t i o n s h i p among them. There i s a 

s im i l a r tendency in some of Day Lewis' ear ly poems of the 

t h i r t i e s . Cornford, however, was both selective and intense; his 

hard rhythms reflect his hard message, a message scrawled without 

s e n t i m e n t a l i t y in the h e a t of a c t i o n . His poem "Sergei 

Mironovitch Kirov" (N.W., 4, 1937) expresses , succ inc t ly , the 
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messianic impulse toward act ion as the measure of a l l t r u t h , 

although such an impulse could be as applicable to fascis ts as i t 

was to communists: 

Understand the weapon, understand-the wound: 
What shapeless past was hammered to act ion by h i s 

deeds, 
Only in constant act ion was h i s constant ce r t a in ty 

found. 
He wil l throw a longer shadow as time recedes, (p. 39) 

Stephen Spender said of him in his introduction to Poems For 

Spain, "most contemporary l i t e ra tu re seems to be written from the 

sensibi l i ty , Cornford's poems seem to be written by the wil l ," '3 

John Lehmann iden t i f i ed Cornford's technical influences as 

Wilfred Owen and W. B. Yeats.11* This may be t rue of Cornford's 

poems in New Writ ing, but one a lso senses a Metaphysical 

influence in the way he fuses images and diction in the image of 

the shadow. Cornford was using pol i t ica l action as a symbol for 

love. What we might term wit in John Donne has become wi l l in 

John Cornford, There i s no reason to doubt that, had he not died 

t r a g i c a l l y in Spain, he would have continued to develop in to a 

f i r s t - c l a s s poet. He was qu i te capable of wr i t ing moving love 

poems which expressed his own individual vulnerability, despite 

h i s c lea r perception of the bru ta l nature of the s t ruggle . 

"Huesca" (flkW«t ^» 1937) i s extremely simple in i t 's d ic t ion , but 

t h e c o n t r o l l e d pa s s ion l y ing undernea th the su r face i s 

unmistakable and profound. As in "Sergei Mironovitch Kirov," the 

poet celebrates l i f e by facing the possibil i ty of death: 

The wind r i ses in the evening, 
Reminds that autumn is near. 
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- I am afraid to lose you, 
I am afraid of ray fear. 

On the l a s t -mile to Huesca, 
Tne.last fence for our pride, 
Think so kindly, dear, that I 
Sense you at my side. - _ 

And if bad luckt should lay my strength 
Into the shallow grave, 
Remember al l the good you can; 
Don't forget ray lpVe. (p. 39) 

The weaknesses and over-elaborat ion of Rex Warner's "The 

Tourist Looks a t Spainf- (N^Wr, »f, 1937) become apparent when 

compared to t h i s . Warner 's poem I s a "sprawling mass of 

rhetorical good intentions which offers exhortation in the place 

of poetry; i t s - i n t e n t i o n i s i n t e rna t iona l , i t s achievement i s 

parochial . - Hargot Heinemann, however, has the same kind of 

strength and terseness which Cornford displays. Her best poem, 

"On a Lost Bat t le in the Spanish War," (JUk, 4, 1937), which U 

dedicated to Cornford,- has a similar uncompromising toughness. 

Both Heinemann and Cornford eschew romanticism in faVour of a 

revolutionary discipline and resolve; th is resolve was, i tself , 

prec ise ly what many of the cont r ibutors to New Writing were 

beginning to question.^ 

I t i s exactly this question that Stephen Spender focuses on 

in some of his contributions to New Writing.^ All war to him was 

anathema, even a war fought a g a i n s t obvious oppressors. 

In i t i a l ly , he coped with his ^reservations by placing them in the 

wider context of the s t ruggle for freedom and the necessity of 

s ac r i f i c e . In h i s ar t ic le-"Spain Invi tes the World's Writers" 

(JUL, -4, 1937), he describes the International Writers Congress 



of 1937 held in Madrid, and he makes painstaking d i s t i n c t i o n s 
- ' \ 

between the,foreign delegates who recognized the "sublimity" and 
those who .saw the "heroism" pf the Spanish war. When Spender 

* ' 

a n a l y s e s Malraux 's work he comments on t h e p r e c e r i o u s 

r e l a t i onsh ip between a l i f e in a r t , and "a l i f e dedicated to 

action: 

The w r i t e r JHTS^, c rea te from a cen t re which i s h is 
envirortnfejifr: and i t sometimes happens Cit has happened-
r e p e a t e d l y with bourgeo is w r i t e r s dur ing t h i s 
generation--and that indeed i s the root of in teres t of 
so many contemporary w r i t e r s in p o l i t i c s ) t h a t the 

' wr i t e r does not f i t i n t o h i s environment. .* . . To a -
modern poet who does not accep t t h e bourgeo i s 
environment and the bourgeois ideology, a problem 
e x i s t s which i s not merely one of Style but a problem 
of Mill, He must deliberately change his environment 
(pp, 246-7), ,. 

Spender i s usually assumed to be an honest w r i t e r , but in t h i s • 

a r t i c l e he applauded Bergamln for chastising Glde for his book on 

Russia, since the "effect", of GidS's incidental honesty would be 

to undermine faith in Soviet Communism. The implicat ion ' is that 

Glde should have suppressed his book by an effort of wil l in the 

in teres ts of the broader moveient for freedom. However, by the 

time Spender's "Port Bou--Firing Practice" was published, there 

has been a major shift in Spender's thinking on the issue. 
- • 

Stephen Spender's poet ic s e n s i b i l i t y often seemed to be 

hampered by his intel lectual and pol i t ica l convictions during the -

1930's. The effort of will he refers to often had the reverse of 

the e f fec t he intended; i t f a l s i f i e d ra the r than"gave scope to 

real emotions. John Lehmann,, reviewing Spender's poetic progress 

from the vantage point of the 194.0's, i den t i f i ed Spender,a« an* 

v , 
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a r t i s t who was both a sensitive register .of intel lectual changes 

and a man honest enough t o record his oscillat,ioris of conscience 

in a l l t he i r complexity: "The t ru th i s t ha t Stephen Spender'' i s 

not made to be the poet of a party "or a creed in act ion. His 

idealism and his i n t e l l e c t u a l concepts a re continually being 

brdught up sharp against r e a l i t y , and he i s too honest and too 

human not to_se« the ev i l mixed up with the gc/od.""" And yet 

Spender frequently put himself into this partisan position in the 

t h i r t i e s ; he consciously t r i ed to use "modern* imagery, and 

celebrate pylons and faircraf t , even when these images go against 

the grain of his rea l sentiments. 

"Por t Bou- -F i r ing Prac t ice ." -UUL., n . s . , - 1 , 1,938) 

demonstrates his change in at t i tude toward the Spanish Civil War. 

Spender po- longer calculates the effects of honesty,, but writes 

<a's a man confronted, by, a situation",which s t r a i n s his blind 

attachment to a cause. Instead of ,f ocusing^on the ideology, he 

i n t e r n a l i z e s the tragedy of an individual- confronted by the 

actuality of a modern war: 

As a child holds a pet 
Arms clutching but with hands that do not join , 
And the coiled animal stares at the gap 
To outer freedom in animal air , « 
So the earth-and-roOk flesh, arms of this harbour 

, Embrace but do not enclose the sea 
Which through a gap vibrates to the Mediterranean 
Where ships and dolphins swim and above i s the sun. 

: (P. 26) 

The opening image of-the physical reali ty of the harbour i s used 

to express a personal dilemma; i t expands into a comment on the 

effects of thd t t^Ki t se l f . Various friendly faces appear in the 
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'poem, but i t s cent>tel image i s the ter r ib le* machine guni th,e 

implement of destruction. Spender's wish for the "outer freedom" 

i s crushed ruthlessly ,by the logic of bul le t s which fleck the sesv 

with lead. There i s a curious kind Of masochism evident in the 

climax of the poem, where the poet 's own body seems to draw the 

bullets inexorably: 

I t e l l myself the shooting i s only for practice, 
• But my body seems a rag which the machine-gun s t i tches , -' 
< Like, a sewing machine, neatly, y i th cotton froro a reel ; 

And the s o l i t a r y , i r r egu l a r , th in 'paf fs ' from the * 
carbines ' " . * 

Draw on J.ong needles white threads through my navel. 
' (p, 27) ' 

Spender's appeal for the sanc t i ty of the individual caught in 

this trap has nothing insincere about i t . The physical landscape 

and the people are made palpable, arid the choice of Imagery 

emerges na tu ra l ly from the scene. Although' the persona of^the 

poem is. isolated from the militiamen, womven and children by his 

s e n s i t i v i t y , he never the less seems to voice the concerns they . 

- dare not express themselves, as they search only for reassurance. 

The kind of hopelessness and fear which Spender evokes on an 

individual level _tS reinforced and extended by such prose pieces 

as T. ,C. Worsley's "Malaga has. Fallen" (ty.W.f /n.a.'r 2, 1939), 

which i s one of the more effective documentary accounts produced 

from the experience .of'Spain. I t i s more ef fec t ive than other • 

accounts because^the na r r a to r ' s i n t rospec t ive descr ip t ion Of 

fleeing civi l ians takes oh a nightmarish quality. What stands out 

i s the na r r a to r ' s compassion, h is complete lack of bravado, and 

his admitted inadequacy and bafflement in the face of confusion 
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.and tragedy of huge proportions. His perceptions are juxtaposed 

jpith those of another character, Br. Rathbone, who always seems 

*to be. s tr iking a pose and consequently shutting himself Off from. 

a full appreciation of the pathos and horror of, the s i tuat ion: 

* . Inside the- lorry, they had been completely externalized; 
we had viewed the procession as you view a film 
unrolling i t se l f in front of you, V£he reality, of Which ' 
by focusing your consciousness on the seat you occupy, 
on yourself, and ypur immediate surroundings, you-could 

* somehpw diminish; so that the stream of people had been 
ou t s ide , was performing with the unreal realism of -
aotors^ But the moment we stepped out* from- the 
security of the inter ior and mixed with the people*, we 
found ourselves engulfed in the atmosphere of t h a t 
rpad; an atmosphere through which panic and rumour ran 
l,ike a flame which burned out of the people every* 
thought but: 'The Fasc i s t s Are Behind, push on, push 
on' (p.' 38). ' • * 

In t h i s s i t u a t i o n there are no appropr ia te p o l i t i c a l slogans; 

there i s orjly the.fjiruggle to survive , and the so ld i e r s passing 

toward the front are"not even given a half-hearted cheer. ' 

The las t cpntribution John Lehmann published on the* subjdct 
/ . 4 

of Spain was John Lepper's shor t sketch "Conscience i s a Funny 

Thing" (N.W.f n .s . , 3 , 1939). In r e t r o s p e c t - t h i s story Serves**"" 
> 

as an i ron ic footnote to the Spanish Civil War. An individual 

member of the International Brigade^ promoted by a troublesome 

conscience, re turns to the scene )df an ambush to see if his 

companion i s dead or j u s t wounded.' He i s shot and k i l l e d 

i n s t a n t l y h imse l f . Such a was te of l i f e i s absurd , 

inappropriate, but * thoroughly human. Slight as th is sketch i s , 

i t s t e r s e dialogue, occasional f lour i shes of descr ip t ion and 

understated emotion convey a balanced in s igh t in to the Spanish 

C i v i l War. Above a l l i t communicates t h e sadness of an 
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evaporated,dream, the col laps ing bel ief t h a t the humanitarian 

impulses bf pany of. the volunteers to Spain could be transferred 

to the ' r ea lm of act ion without e i t h e r l o s s of i n t e g r i t y qr 

hopeless ineffectiveness. 

Part of the blame for the f a i l u r e of the Republican cause 

res t s ^with the policies' and the ' practices adopted by the Soviet. 

Union towards Spain: -the internecine purges of those considered-

to be Anarchists, Trotskyists or< Social Fascists. John-Lehmann, j 

l i k e many, of' h i s i n t e l l e c t u a l a c o n t e m p o r a r i e s , be l i eved 

despera te ly , a t t imes, i n the future of-Communism and in the 

e s s e n t i a l triumph of t h i s po l i t i i sa l philosophy in the Soviet • 

Union; yet he was not blind to the •abuses of power, As he became 

increasingly a<fare of the pragmatism that governed Soviet foreign 

po l icy , and the murderous nature of t h e i r domestic response to 

, d i s sen t , h i s ' b e l i e f was s t r a i n e d and broken. Theevidence wase 
/ , - . v -

pi l ing up tha t the Communism he endorsed in theory—that of 

equal i ty of-opportunity, freedom pf expression, the removal of 

cap i ta l i s t exploitation and the resistance Of Fascism'--was being 

subverted in p rac t ice Ih ' t he Soviet Union by t h e t o t a l i t a r i a n * 

nature of the purges. In J 936 he wrote to h i s s i s t e r Rpsamond: 

"1 am so glad t h a t you feel a l i t t l e d i f fe ren t ly now about tha t \ 

wretched t r i a l bus iness , there, i s so much to say, add Ope day J 

want really quietly to write i t to you, Or t a lk - i t over with, you: 

try to explain why a dozen such blunders, or werse, can't rea l ly 

shake my fundamental be l i e f and support .?1? Nevertheless, in 

1936 he was s t i l l unabl 'e to 'accept tha t the Soviets were as bad 

as f a s c i s t s . He, was q.uite prepared, even as ear ly as' 1937, to 

> 
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publish individual pieces which* either- implicitly or explici t ly 

* challenged some Of the tastes or praotices of 'the Soviet a r t i s t s . 

- ' Although there were very few'English contributions toJNew. Writing 

which d i r ec t ly discussed the Soviet Union iR poetry or prose, 

there were some c r i t i c a l c o n t r i b u t i o n s t h a t analysed the 

developments in Soviet a r t ; these included Andre van Gyseghem's 

a r t i o l e "Okhlopkov's Realis t ic , Theatre" (N.W.f'n.s.f 2, >939) and 
{. 

B a s i l ' W r i g h t s "The Russian Cinema" (JUk, n.s. , 3 , 1939). The 

most devastat ing of these con t r ibu t ions i s E*M. Fors te r ' s *The 
• - - » 

Last Parade!? OUiL, 4, 1937), "which. i s f the only piece t h a t ' 

; , Forster" contributed t o New writing. • 

Fdrster, with obvious glee, penetrans to the philosophical 

hear t of the matter and defines the p i t f a l l s lying in wait for' 

those Soviet a r t i s t s who substi tute theory for a r t i s t i c practice: 

"Challenging in ju s t i ce , ' they ignore good t a s t e , indeed they 

declare i n t h e i r s t e rne r moments t ha t In jus t i ce and good t a s t e 

a r e i n s e p a r a b l e . - Their aims a re moral', t h e i r methods' 

d i sc ip l ina ry" (p. 3) . Each sentence in For s t e r ' s piece i s a 

' - - t e s t a m e n t t o His powers of o b s e r v a t i o n , ,h is wi t a n d n i - s 

• ' - intelligence, but in his* description of the §oviet Art Pavilion 
v ' his sense of humour serves only to heighten his genuine sense of 

indlgnat idn: "Passing -beneath the, sealed .up p e t t i c o a t s and 

N»^ , trousers we enter a realm which, i s earnest cheerful instructive 

cfonstruetive~*aTiowTyoBsistent, but whifch has had to blunt some of 

the vagrant s e n s i b i l i t i e s of mankind and*ts consequently not 

wholly a l i ve" ,(p. 3 ) . ' 

Ittmta qu i t e c l ea r tha t Lehmann had to f ight very hard to 
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obtain the Russian cont r ibut ions whioh he published in New 

Writing and tha t he was far from sa t i s f i ed himself with the 

qual i ty of ?ome of them. Nonetheless he believed tha t i t was 

vi tal ly important .to keep,the channels of l i terary communication 

between the Soviet Union and the r e s t of Europe open. . thus he 

found himself, as he often did, caught in a l i t e r a r y c ros s f i r e . 

In one l e t t e r to Edgell Rickword,'inv1 937, Lehmann recorded h i s 

disappointment with the Soviet contributions he had received: 

I just want to say that when you write:"One would have 
l i k e d t o see soml r e f l e c t i o n of the immense 
cons t ruc t ive triumph's of the l a s t eight years in the 
U.S.S.R." I can only add "Here! Here!" The t rouble i s 
no one knows where this l i t e ra tu re i s , a t any rate as 
far as short s t o r i e s go. I have been ag i t a t ing for 
such ma te r i a l , l i t e r a l l y r - f o r , y e a r s . P r e s l i t are 
hopeless. I t i s almost t rue to say that we have 
represented Soviet L i t e ra tu re in NEW WRITING in the 
teeth of their inefficiency and indifference.1 ° 

On the other hand, Timofei Rokotov suggested to Lehmann, in 1938, 

tha t New Writing was not suff ic ient ly sympathetic to bourgeois 

l i t e r a tu re : , 

The point i s that we should very much like Left English 
L i t e r a tu re to be a leading l i t e r a t u r e . But the faot 
s t i l l remains that i t i s not, and i t seams fsicj to me 
tha t the mistake tha t both you and Lindsay make, i s 
t ha t you somewhat underrate the ro le of bourgeois 
English l i t e ra tu re , and i t s lef t sectionr—such as , for 
instance Aldington and Pr ies t ley . 1 ' 

pespite these disputes Lehmann did manage to present some of the 

be t t e r Russian w r i t e r s tp a wider audience. I t was frequently 

the pase tha t those Russian s t o r i e s which attempted to be 

"construct ive" in the way tha t Rickword applauded, and Forster 
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moclced, were generally those which, are now depressingly 

threadbare or offensively polemical. * * 

-* This i s not the,case with, Mikhail Sholokhdv's PThe Father" 

(iLJaL.," -4, '1937)-, which is translated from the Russian by an 
unrecorded -contributor. Sholokhov mafia^es to, convey much df the 

. , - • * < » 

confusion and-the. heroism .of the Russian Civil -War in t h i s , 

tightly packed short story. The narrator- neyer bothers himself* 

with deciding "whether Reds or Cossacks' are r i gh t , bi^t 

concentrates, instead, on*a revelation of the human misery . 

involved in the struggle. Thema,ticallyr the story is closely 

"tied to Sholokhov's "Don" novels. Much of i t s effect i s achieved 
4 , % * ~ 

, 'by juxtaposing the bitter story of an old boatman with the 
i " * - * • * 

descriptions of a wild and seemingly inhospitable landscape which 

conspires against human dignity and contentment: 

The sun gleamed- faintly through the grey-green bushes 
fringing the- cossaek village. Close by was the f«rry, 
T>y which I intended to cross the Ddn. <j ploughed, my 

4 - way through the wet sand, from which rose a putrid 
smell, as ot sodden, rotted wood. The path wound 
through the bushes like the tracks of 3' maddened hare, 
the crimson swollen sun dropped into the cnurohyard * 
beyond the village.. Behind1 me Che azure, twilight came 
on, through the,dry brushwood (p, 185). 

The overall result of this IS to emphasize the pit i less nature of * 

human existence, especially'when the first-person narrator and 

the boatman get stuck in the mud in tteeir vain attempt to cross 

the river. In hif own way, Sholokhov turns the people of the Don 

into a l i terary myth; the people become paradigms of stoicism 

surrounded by an apparently random yet hostile nature.. 

• The major impetus of many of the twenty Russian short 

•*'*>• »*.*•>» t^orfHMasi, 
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s tor ies and prose pieces contributed to New Writjng i s th i s urge 

to turn the experiences of the Russian Revolution and i t s 

aftermath into a myth—to give them a kind of classical validity. 

At i t s worst t h i s impetus produces incongruous s i t ua t i ons in 

badly written stories. This i s particularly evident in anonymous » 

s t o r i e s l i ke "Vladimir In The Taiga" (JUL., n .s . , 2, 1939). IiT 

this pseudo-folk ta le , the mysterious protagonist of the story is 

protected, against* h i s p o l i t i c a l enemies by the animals in the 

forest; the protagonist i s Ultimately identified as Lenin. 

Djavakhishvi l l i ' s""The Cup" (Ji*lL., nr 1937), which i s . 
. * 

translated by Stephen Garry, i s a far more interesting attempt to 

c rea te a modern myth. The story i s concerned with an emigres 

attempt to re turn to h is homeland, Russia, bearing a g i f t of 

priceless worth, a cup which becomes a contemporary grai l . I t is 

the e s s e n t i a l lone l iness and f u t i l i t y of the exi led Georgians 

which are b r i l l i an t ly captured in the introspective meanderings 

of the central character's mind. % There i s a curious intensity in 

the way in which the frequently repeated similefReason eats into 

bel ief l i k e the sun i n t o ice" works throughout the s tory. At 

many points reason i s a.t war with the central character's faith 

that he will be accepted by the society which jettisoned him. In 

a sense the story i s a fantasy, but the- e laborate way in which 

the cent ra l character regains ent ry in to Russia, the personal 

h u m i l i a t i o n s of the l o s s of h i s e n t i r e f ami ly , and the 

observations he makes on his re turn are a l l uncomfortable 
«. . * 

revelations of a Soviet society in flux. Nodar, an inspired 

inventor, is a complex human being, composed of idiosyncrasies 
4 * 
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and a 'passionate adherence t e a vis ion. Djavakhishvil l i makes 

his character's'vindication the triumph of a quest, of faith over 

narrowly^perceived rational!tyi In a s t r i c t ly "real is t ic" story 

h i s idealism would fee l 4 l ike t h i r d - r a t e propaganda; se t in the ' 

context of quest, i t avoids the obvious dangers of distortion and 

sentimentality: 

He would return home to his country, where eight years' 
1 , p rev ious ly he had, l e f t innumerable f r i ends and 

r e l a t i o n s and h is own t o i l i n g people, for whom he had 
sacrificed almost everything, and who were now studying 
the most d i f f i c u l t of a l l sciences: the science of 
labour, and the most d i f f i c u l t of a r t s : the a r t of 
standing on t h e i r own fee t . And was there a sweeter 
and greater task or a finer repayment of debt than the 
g i f t which he, Nodar Shubidze, was br inging h i s 
country? 'No, there i s nonef (p. 207). 

Thus the cup becomes a symbol of the s t ruggle for a be t ter ±dfe 

and a promise of i t s at tainment. Despite being an exercise in 

wish-fulfilment, the story i t se l f has an engaging simplicity and 

optiAsm.. 

Some of the Soviet writers were themselves quickly elevated 

to mythic and heroic proportions by the needs of Soviet society. 

Lehmann publ ished Elsa T r i o l e t ' s b iog raph i ca l sketch of 

Mayakovsky, largely, one suspects, because i t suggested the very 

di f ferent rapport tha t a Soviet a r t i s t could es tab l i sh with a 

mass audience. I t was the kind of relationship that Lehmann was 

to achieve t e m p o r a r i l y with the enormous c i rcu la t ion and 

readership of Penguin ttew Writing. "Mayakovsky: Poet of Russia* 

(JUL., n.s . , 3 , 1939), which i s t r ans la ted from the French 

version by John Rodker, makes gigant ic claims for Mayakovsky's 

influence and a r t i s t i c genius: 

4 

t 
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« 
He is c lass ic , 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 t r i v i a l events of the day. There ar*e no 
big pr l i t t l e subjects where Mayakovsky's poetry i s 
concerned. Poems to a d v e r t i s e S t a t e I n d u s t r i e s , 
educative slogans etched in to people's minds, s t i l l 
bring a smile to t h e i r l i p s , as h i s love poems s t i l l 
knock them sideways, as h is s a t i r i c a l poems s t i l l 
console them . , . (pp. 216-17). 

* t 

Unfortunately, i t i s impossible to e s t ab l i sh the t ru th of t h i s 

assessment, as the writer herself claims his poems are vir tual ly 

un t rans la tab le in to another langdage. T r i o l e t ' s sketch i s an 

enthusiastic jumble of reminiscences; i t also suffers from hero-

worship, l i terary ' elitism and smugness. I t s publication was also 

indirectly responsible for one of John LehmanWr most ferocious 

public defences of his own t a s t e as an ed i to r . Lehmann took 
* 

great exception to a review by Earl Birney in The Canadian ,,FQrum, 

which suggested that pol i t ical rather than aesthetic reasons were ' 

solely responsible for i t s publication: ' ." . 
Mr. Birney endeavours to make out that the intention df 
New Writing has .been overwhelmingly po l i t i ca l , and tha t „ 
the pol i t ics were rigidly those of Sta l in is t Communism. 
I do n o t want to go i n t o t h e a d v a n t a g e s or 
disadvantages of that particular party's l ine ; I merely 
wish to point out tha t Mr.' Birney i s wrohg. New 
Writing was always interested in l i t e ra tu re f i r s t and 
foremost. . . . Mr. Birney fur ther implies tha t .thfe 
only reason for Including Mile Triolet 's reminiscences • 
of Mayakovsky Was t h e i r p r o - S t a l i n i s t tone; b u t ' t h i s 
con t r ibu t ion was chosen purely on i t s remarkable 
q u a l i t i e s as a biographical sketch . ." . in s p i t e of 
Mr. Birney's judgment t h a t she ' w r i t e s badly' because 
she i s a ' s tooge . ' 2 

i 

If Birney had directed his criticism at Triolet's coterie 
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F u t u r i s t l i t e r a r y values , r a the r than at her " p r o - S t a l i n i s t " 

tone, he would have been on much safer ground. Her reminiscences 

are imp l i c i t l y c r i t i ca l of the way Mayakovsky was treated by the 

Soviet a u t h o r i t i e s . Many other Soviet con t r ibu t ions to jN[e.w 

Writing deserved Birney's charges, though the magazine as a whole 

never did. 

The wors t a e s t h e t i c o f f e n d e r s a r e such p i e c e s as 

Ichikvadze's "Road to Affluence" (N.W., 3* 1937), Gladkov's 

"Shock Tempo" (JUL, 5, 1938), and the Czeehoslovakian Kisch's "A 

Woman on the Silk f ront" OLJL, 1, 1936), All these pieces t ry 

to recreate in prose the s p i r i t of a people committed to economic 

and social reconstruction; a l l of them make a contemporary reader 

wince because they rapidly become pol i t ica l and moral lectures. 

Ichikvadze's "Road to Affluence, " translated from the Russian by 

Stephen Garry, i s a s t ra ight forward argument in favour of 

collective farming, in which a farmer finally accepts the wisdom 

of S t a l i n ' s f ive -year plan and j o i n s a local c o l l e c t i v e because 
v 

he can get g r e a t e r a c c e s s t o machinery and luxury goods, 

Gladkov's "Shock Tempo," t r a n s l a t e d from the Russian by Stephen 

Garry, concerns a t r i v i a l r ivalry between two gangs of concrete 

workers, one of which i s male and the other female. I t s so le 

purpose i s to prove t h e e q u a l i t y of the sexes In Russia* 

Admittedly, nothing i s 1 too l i t t l e a subject for l i t e r a tu re , but 

in th i s case descriptions of the process of laying concrete lead 

to a bl ind a l ley of "social real ism." fjOf the th ree , Kisch's "A 

Woman on the Silk Front ," t r ans l a t ed from the German by an 

unknowft contributor, outdistances the others in ineptitude. This 
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i s mainly'because the reader almost ^believes .himself to.be in th% 

middle of a villous) parody of realist writing until the closirig 
. - ' * ', ' • * .. * •' 

paragraph. A woman who has-heen raped-and who has- seen her 
- Y '•, V "' J y \ > ' i. - . 
husband and children butchered in front of her while her husband , 

' - J' - - ; - • 
sings the interna tioitale f ina l l y overcomes her aversion to the 

song: • - * ,' .. *,__ S 
The si^k-breeding in Tajikistan has increased by 1,939 
hundredweight .of? cocoons since l a s t year; that i s 
twenty-seven per cent; Oaf district shows the. greatest 
improvement. We produce almost twice as many, cocoons 
as the VUayet S issar , Vilayet lurgan-Tyube, and the 

1 Vilayet Kulj*b;together..*-.V "• Aooording to the Fix©*-
Year PI ah we should have delivered 1,804 hundredweight, 
and then our* district would have had i t s .own spihning-

- mi l l . But ife, f u l f i l l e d only, f i f ty per.cent, of thte • 
plan. ,If- we manage to make 2,200 hundredweight next 
year,. oUr .quota.w£tl be complete and we shall be given 
our mil l . We shall succeed, - And when they begin to 
build the factpry*> I ' l l aSk them to play the 
Internationale—for then the past wi l l be dead (p.* 57). 

It was a rare thing,- though, for the Soviet realist contributions 

to Mew> Writing to be as tedious "as this. • . -

Two 'of the arajop art forms in which th*e Russians were 

breaking new ground vere.the cinema and the theatre. Here the 

desi/e for fruitful communication between the artist and a wider 

audience wis creating new modes of expression and new techniques 

to meet^the challenge of mass appreciation, or a t least a 

reapplioation of old techniques to a new social situation.' As 

par| of Lehmann's expanded concept of what the new series of JLeir* 

Writing should be, critical essays on.both topics were published. . 

The f i r s t - of, ttfesjg .was Andre Van <*yse$hen's "Okhlppkov's 

Realistic. Theatre" {*%*%/ h.s,K 2, T93BV which i s a balanced! 

effect iveness and l imitat ions of Okhlopkov's accost of the effe 
• K •' * V * 
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t h e a t r i c a l views. Okhlopkov's major c rea t ive departure was to 

abandon the box stage ana^*involve the audience,themselves in the 

i c t i on of the play by physical contact with the ac tors . When 

Basil Wright's "The Russian Cinema" (iLhL, n.s . , 3', 1939) i s read 

alongside t h i s descr ip t ion , i t becomes clear tha t the two a r t 

forms -are facing and coping with similar problems. Both essays1 

emphasize that the Russian revolution has enabled the a r t i s t s to 

experiment in a way that they could not if their films and plays 

were required to be commercially v iab le , and t ha t the enormous 

s t r i d e s made in Russian fi lm and thea t r e are a product of t h i s 

c rea t ive freedom. However, .although the Russian film industry 

. produced some b r i l l i a n t successes in i t s f i r s t two stages—the 

post-revolutionary fervour of 19^5-1929, Which saw the creation 

of "Potemkln" (1925), "The Last Day's of St. Petersburg" (1927) 
*. 

and "October".O928)," and the const ruct ive phase of 1929-193* 

during which "Earth" (1930), "ftpad to Life" (193t) and "Men and 

Johs* (1931*) were completed,and which coincided with S t a l i n ' s 

f ive-year plan—Wright identif ies a growing problem of pol i t ical 

censorship, a consequent conservatism Pf cinematic technique, and 

- • the adoption of Hollywood forms, " -

j In »ew Mr' i t iy the best Soviet short s tories are those which 

• avoid t h i s conservatism; they are either s a t i r i c , l ike those of 

*• Olyesha and 26schenko,21 or odd and eccent r ic l i k e those of 

Tikhonov, One s tory t ha t f i t s ne i ther of these ca tegor i e s , and 

yet manage* to subvert i t s didactic intention, i s Nikolai Qgnev's 

. . "Sour Grapes and Sweet" (JLaU* 1, 1936), which i s translated from 

the Russian by an unidentified contributor. This story concerns 
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the attempted love a f fa i r between two young Russians picking 

grapes at a holiday r e so r t by the Black Sea; what makes i t so 

entertaining i s the central character's failure to win the -girl 

he r ea l ly wants, la rge ly because t h i s des i re seems to be a t war 

with the needs of the new society: 

The holidays were over, i t Was time to re turn to 
work again to take up her post a t the machine. There 
was no time to be l o s t . The time to be rest ing-was 
over. She must Join tHe stream pf her countri^-s l i f e 
again. . ' ' k 

That was the message of tfre s t a t i o n , t ha t was the 
ca l l of t heeng ine , t ha t was,what t h e r a t t l i n g wheels 

-•' said. Everything round her urged her on with the same 
thought (p. 42).. ! 

At t h i s point in the story Ogney's prose matchjes the excitemeht *' 

of the developing i ndus t r i a l machlnen-a^a* r'e'veals the g i r l ' s 

seduction by i t s rhythms. She accepts i t s impersonal imperatives 

<r t 

and i t s logic unquestioningly," and wi^Lingly re tu rns to Ijhe 

fac tory she l e f t in the c i t y . However, the rea l sympathies of 

the wr i t e r do not*rest with the society I t s e l f , but with the 

f rus t r a t ed yearning of the cent ra l charac ter , whose fa rc ica l 

attempts to rectify the situation are exploited by a young waif 

who-robs him of his money. When he appeals to an O.O.P.U. 

o f f i c i a l for help, he only earns a" s te rn l ec tu re on encouraging 

vagrancy, and corruption. Had the story ended here i t would have 

, been another moral and pol i t ica l lesson in keeping with Gladkov's 

?Shock)#empo,n but Ognev ski l l ful ly restores the human desire as 

the central issue. nSour Grapes and Sweet" finishes on a note of 

wis t fu l romanticism as the t r a i n departs carrying away a l l the 

young man's dreams. I t i s a very funny and nostalgic recreation 
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of los t innocence;-Its implications fohjthe Russian society are, 

_to say the least , -unorthodox., 

Yuri Olyesha* who contrihuted two stor ies to ' >|ew Writing, 

IS a far more complex and provocative c r i t i c of the growing 

Hussiah obsession with, theoretical purity. Both "LoVe" (N.W.T 3", 

'1937) and "Liompa" <JUL* 5, 1938), t l^ is la ted from the Russian 

by Anthony Wolfe, are sophisticated achievements which poke fun 

at the Marxist's obsession with the mater ia l is t ic universe; they 

are , in a sense, e laborate i n t e l l e c t u a l spoofs. In "Love" the 

cen t ra l character , Shuvalov, begins to see and experience the 

variety of .nature which apparently r io t s unnoticed in the park. 

He i s t ransported to a universe where the normal laws of 

perception and movement are subverted, and he meets a s inis ter 

figure who keeps changing the appearance of things and tempts him 

to exchange one se t of perceptions for another. All- of these 
4 

things happen to Shuvalov because he i s in love: "And h i s 

viSion, contrary to hi,s des i res , was f i l l e d with a number of 

things which had no interest to him" (p. 114). Olyesha delights 

in playing games in t h i s s tory . He evokes an existence packed 

with sur rea l i s t ic symbols which normally escape the protagonists 

of the story and the reader> -The park becomes a cauldron of 

c r e a t i v i t y and wish-ful f i lment from which Shuvalov i s f i na l ly 

excluded because of his desire to control his appreciation of the 

i r r a t i o n a l , , which challenges h i s t o t t e r i n g abs t rac t b e l i e f s : 

"Are you r e a l l y a Marxist? . . . Then you can ' t possibly l i ve in 

paradise" (p. 120). Shuvalov feels his insights are i l legal and 

u n s c i e n t i f i c ; he represses them to maintain h is socia l and 
v 
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p o l i t i c a l equil ibrium. Olyesha c lear ly-enjoys exposing the 

absurdities of dialectical materialism when i t is pushed to i t s 

philosophic extreme. 

In "Liompa" there i s a similar absorption v i t h the vagaries 

of the mater ia l universe, but t h i s time i t has a nightmarish 

tinge as a dying man attempts to reorder his particular vision ot-

the world: -

In the- world was an apple. I t shone among the 
leaves , gently twis ted , caught up and turned with i t 
pieces of the day, the blue of the garden, the 
crossbars of the window. -The'law of, gravi ty lay in 
wait for i t under the t r e e , on the black ear th . 

' Beaded ants ran among the hummocks, Newton was s i t t ing 
in the garden, Within the apple a multitude of causes, 

"" capable of evoking a s t i l l g r e a t e r m u l t i t u d e *of 
e f f ec t s , lay concealed. But not one of these causes 

. W was destined for Ponomarev. FOE. him the apple had 
become an abs t rac t ion ; and the fact t ha t the flesh of-
the thing escaped while the abs t rac t ion 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 cease to exist 

„ when I cease to ex i s t (p. 119). 

As he becomes more helpless, external/xfojects take on their pw,n 

l i f e and defy h i s d i rec t ion of them.' Oly'esha juxtaposes* the 

dying man's d i s in t eg ra t ing univers.e to tha t of two boys in the 

room: the one a f ledgl ing s c i e n t i s t , who i s more adul t - than 

adults in his adherence "to observable laws, and the other a boy 

who dimply accepts the co-existence of things outside of h i s 

possession' or control, i t i s the second boy, who i s content to 

enjoy the newness of everything, who announces the a r r i v a l of 

a coffin. "Liompa" i s an exquis i t e black comedy on human 

pretension, and Olyesha's sympathies l i e with the young boy 
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capable of experiencing one epiphany after another. The old man 

experiences the explicable material universe rushing away from 

him; t h i s exposes the bankruptcy of a purely m a t e r i a l i s t 

explanation of l i f e . The coffin, becomes the only r ea l i t y to 

which he i s enti t led. 

Mikhail Zoschenko prac t ices .a s l i gh t ly d i f fe ren t kind pf 

s a t i r e in h i s sole contr ibut ion to New Writing. "The Housing 

Cr i s i s " (.y.W.T 5 , 1938), which i s t rans la ted from,the-Russian by 

Stephen Garry, shows him to be a comic writer in the tradition of 

, Swift, since his major device i s to write as if the experiences 
. • ' .. - . - - ' ' ' . » 

of the centra l charaotfer are commonplace. In terms of the 

"construct ive" phase of S t a l i n ' s Five-Year plan, Zoschenko's 

story of a man searching for accommodation is- explosive and 
t . " " " • * • •» 

s u b v e r s i v e . The n a r r a t o r i s f i n a l l y forced to l i v e in a 

bathroom, but h is t roubles are only jOst beginning; in rapid 

succession he ob ta ins a wife, a chi ld , and h is wife 's mother, 

a l l of whom share the bathroom with .him, With savage irony i t i s 

*made clear that his 'consort 's only reason for marrying him was to 

get a share of the bathroom. When the narra tor learns of t h e ' 

,, impending' a r r i v a l , of his wife 's brother he departs . Thus the 

excessive enthusiasm of the opening sentences suddenly becomes 

"explicable: "The other day, c i t i z e n s , a. car t load of brioks went 

down the s t r e e t . By God i f did! You know; my hear t qui te 

f l u t t e r ed wi.th joy . . . Perhaps in some twenty years , or eren 

less , possibly every citizen will have a whole room to himself" 

(p, 163). On the evidence of t h i s s t o r y , i t i s hard ly 

> surpr i s ing t h a t Zoschenko's brand of s a t i r e got him i n t o 
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persistent trouble with the Soviet literairy watchdogs. 2-

The Russian wr i t e r tha t Lehmann was p a r t i c u l a r l y p'c^ud of > 

introducing to a wider Br i t i sh public was 'Nikolai Tikhphov. '-

Lehmanninecognized many of the q u a l i t i e s in Tikhonov which h e ' 

*' ' • . C, ' * * * -
found lacking in most Of the Soviet pieces published, jn Hew -

Writing. In 1944 he acknowledged that Tikhonov was far superior", 

to most of the other Soviet recrui ts to New Wrltjng: ,„ , , 
There i s in h i s best work a combination of poet ic 
s e n s i b i l i t y with a ' l i k i n g for the extraordinary or 
eccentric that reminds me more of some English writers 
than Russian I know. His fondness for the wilder parts r 
of the Soviet Union, "the Caucasus and Turkestan, where 
he could find odd contrasts between old civi l izat ions 
and the'new i n an exot ic s e t t i n g , a t t r a c t ed me too; 
and above a l l h i s d i s l i k e of p r i g s and h e r o i c * 
postures.23 * - l '». 

Tikhonov found the wilder pa r t s of the Soviet Union.'to b e ' 

particularly appropriate for his own aesthetic intentions. They 

** gave, h i s imagination a much more varied tableau with which to < 

workj Thus in "The Tea Kahn a t 'The Pond of the Emir'*°UUjU., t , , 

1936), whioh is translated from the Russian by Alec Br own,, he was 

able to, juxtapose the experiences of a vis i t ing Russian official 

to those of a primitive and superst i t ious Chairlker (a landless 

"free" labourer) , both of whom are t o t a l l y l o s t i n the mixture 

of splendour and squalor of Old Bokhara* The Off icial t r i e s to 

hide t h i s knowledge from himself by thinking of the advantages 

tha t c i v i l i z a t i o n and efficiency- wi l l bring to t h i s apparent 

chaos. _ His perceptions are ironically undercut and subverted by 

the Chairlker, whose own dreams of fulfilment are destroyed when 

he discovers tha t the woman who has obsessed his dreams i s as 
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mxo\\ a chimera as the off icial ' s desire to impose civi l izat ion on 

a" recalci t rant and anarchic population and ci ty: 
* 

, So many times in sleep had he seen the place that be 
could make no mistake. A crumbling mud-lump wall, laid 

• the inner courtyard bare. Right in/ f rdnt of him was a 
room; with no front wall; i t was furnished with chests * 
and broker} cha i r s . „ . . There was a slop pai l and a 

' mop and some t a t t e r s of fe l t padding keeping agKitchen 
t ab le company, and on tlje kitchen t ab le were the 

* - .4 remains^ of a watermelon. . . . • 
The man'did not move a muscle when he caught s igh t 

of the cha i r ike r . He had & tuf ty #rey beard, an 
v ' exhausted face and arms which were but skin and bone. 

And the chairiker closed h is eyes thinking i t was a bad 
*/ dream, a del i r ium, or some mistake—that t h i s was a 

mountain demon he saw, making a mock of hia (p, 93). 

„ Bokhara is a city conducive ,to misconceptions; i t i s an "oriental 

fantasy? as the old man Sardonically descr ibes i t . Throughout 

the story the oppressive heat "and l igh t make everything ei ther 

t o t a l l y black or white,- in a metaphysical as well as in a 

physical sense., . 

Tikhonov de l ibe ra t e ly makes the o f f i c i a l incapable of 

ins igh t u n t i l - t h e end of the s tory , when a cat playing with 

th ree mice becomes a symbol for the experience of the whole 

. s to ry . The ,cat i s c lea r ly l inked with the hea t affid- v i t a l i t y of 

the c i t y and finally becomes an embodiment of the whole Eastern 

experience, as opposed to the Western wisdom of the o f f i c i a l . 

Eventually the o f f i c i a l recognizes t h a t ' h e i s the th i rd mouse-

tha t the cat l e t go, after the cat had played with and devoured 

the f i r s t two. Thus, Tikhonov envisages the east, much in the 

way that Conrad presented the Congo in 'the Heart of Darkness,, as 

a brooding, exbtic and implacable force, t o t a l l y beyond the* 
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understanding and control of the average Westerner. The attempt 

to "civil ize" Bokhara i s doomed to failure, because the assumed 

moral superiority of the official i s far from evident. 

The sense of d i s t a n c e which e x i s t s between two very 

d i f ferent c i v i l i z a t i o n s i s further developed in "Nights In A 

Persian Garden" (N.W., 2, 1936), which is also translated by Alec 

Brown. TikhonoV's technique of orrfniscient narration enables him 

to explore h i s charac te r s ' moral and, s p i r i t u a l decl ine , while 

delineating vividly thei r sense of a l iena t ion and displacement 

from fami l ia r surroundings. Apeximov, the minor co-operat ive 

o f f i c i a l , i s gradually seduced and corrupted by the power and 

prestige that his fu t i le job gives him. His tenuous hold on the 

idea of " c i v i l i z a t i o n " and h i s b e l i e f in a work e t h i c 

d i s i n t e g r a t e s as a r e s u l t of a s e r i e s of inc idents . Tikhonov 
t 

gently mocks his creation, as Apeximov converts himself to Persian 

ease and,opulence and turns h is back upon respons ib i l i ty in 

favour of hedonism: 

Nor would the n ight ingales l e t Apeximov sleep. He 
bought himself a khala t , a loose b e l t l e s s caftan such 
as they wear in those p a r t s , a s o r t of e t e r n a l 
dressing-gown, and in t h i s rec l ined on a rug under a 
karagatoh t r ee , j u s t l i k e a grea t landowner. There 
was water murmuring in the poql near-by, and,an 
unusual peace was murmuring in h i s head. Paradise on 

. ear th had commenced. There were occasions when a 
l i lac-grey cloud appeared and there-was the merry sound 
of a warm summer ra in in the cool t ransparent leaves . 

, The moonlight and the scents of the gardens, were enough 
to make the dead dance. In the haze of moonlight the 
mountains sighed arid-bowed to one another (p. 192). 

His hedonism, l ike his work, i s actually vacuous and redolent 
. ft5* 

of cliche, and i t i s as I f nature i t se l f pokes fun at him while 

**"%£* 
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i t l u l l s him to sleep. ' 

I t i s t h i s undercurrent of the f a n t a s t i c and l i g h t l y 

humorous which distinguishes Tikhonov from so many of the other 

Russian contributors to New Writing. He can at times write with 

great poetic sensuousness, and he knows how to develop character 

by a mixture of act ion and idiosyncrasy. His charac te rs are 

f a l l i b l e human beings subject to continuous temptat ion; they 

rarely fail to interest* the reader since they are unpredictable,, 

unlike their peers in other Soviet s tor ies . One senses, though,, 

tlje increasing encroachment on Tikhonov's creative freedom in a 

story l ike "Morale" (JUL, 4, 1937), which i s patently closer to 

the ""approved" Soviet modes of writing that Lehmann was to attack 

l a t e r in "State Art^and Scepticism" (X*lLhV> 24, 1945). By 1939 

Lehmann and many of his con t r ibu to r s had growing; doubts abow 

Soviet p rac t i ces and i n t e n t i o n s . Nor were they ever to be so 

comfortable again with propaganda from Soviet wri ters or dogma 

from the exiled cont inen ta l r evo lu t i ona r i e s outs ide of Russia.. 

There had been a surfei t of such contributions between 1936 and 

1939. 

The final Russian contribution Lehmann published was Marina 

Roskova's "An Airwoman Over Mayday* CN.W„, n . s . , 3 , 1939), which 

is translated by Stephen Garry. Th-fs brief extract from a diary 

has l i t t l e l i t e ra ry merit, but i t s gushing celebration of Soviet 

military might was soon a source of embarrassment to Lehmdbn. At 

the time of i t s publ ica t ion the Russian airfOrce had already 

attacked Poland, The vision of Russia as the l iberat ing force of 

h i s tory had f a l t e red and collapsed under a series" vof events: 
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Munich, the f ina l defeat of the Spanish Republic, the Nazi-

Soviet Pact, and the outbreak of the Second .World War. Lehmann 

and a l l of those who-had given New Wri t ing i t s o v e r a l l 

philosophical tone had to engage in a complete re-evaluation and 

redefinition of what was s t i l l of value in the assumptions they 

had written under. I t was in this climate of self-doufit that the 

f o r t i e s began for many of the w r i t e r s a s s o c i a t e d wi th 
v i -

New Writing. Lehmann's answers to the quest ions generated by 

these events are to be found in his continued'edi torship of new 

publications, £p.iios of New Writing, New Writing ana Daylight, 
and Penguin New Writing, al l of which began in the early 1940's. 

* 

c 
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, ' . v- ; . . - folios gf „hew Writing 

; The. announcement of* the "death of New Writing in 1939 was 

premature. In the spring of 1940, John Lehmann- p>gan publishing* 
r '" . - * , * * -

'Folios, of fiew Writing 'which was to be I t s aUooessor until the 

amaigamfU^oitof t»* ffcH .WritltK prpje/^with $h%t of HayiigM in 

19*2. tehmaTiin.i.niti«Ilyd?e>ievedfehat the scare^fcy of paper, the 

.calling up ofwrifcerSfr and the prob3:«fms of transport would, in 

, the context of to ta l ^ri,ai^,Ttrlake.-,his^editori«J. enterprises 

"impbsiibl*. . JBiS autobiography dramatioaily. descr ibes the 

•;negotiations which- ailowed him to. continue Ihe, work h* befcan in 

»'i . - . . - „ * . *' * ' . " » " ' ' ' 

' / ' I n - addition, to these technical problems of production 

L êhmann'-s main concerns were associated with the changes in 
' . • " . * * . , " - - • * - . 

at t i tude that had .taken place amongst the .contributors to New 
' • ' :• . ' * ' - - •" - * - ' v "J . - r •' * -v • • ' * - * , -

/itrJ&lnjft. W.H. Audetiand Christopher, Isherwood who, "had'bdth 
ptayed a. major part* in the development of* ffew .wrjLî iiay had left 
» ^ „ * » „ - » < " " 

England in Ic.J'fV'^Iany of LetMppnnfs cont inenta l ' foreign 

'.contributors had been put beyond reach by -the outbreak of war, and 
"* * " - * L ~ * ' - " " - f t " " 

the Nazi conquest of Curdpe. Far more, profoundtban any of these 
• . * * - ' • " . , ' " ' - ' ' - - ' ' \ • " : *- ' > 

occurrences, though^ was. fhe fapt^that the expediences of the 
':'.'-' ''."•• - ': ' ' -^ T- * . ,' * .,' ~ 
late thirt ies, the Moscow t r ia ls , the failure of. the-Republican 

-• -' " " - '-,->'^ '" i - v- 1 -. . "̂  v - - .-" 

cause in the*Spanish CiyilAWafC-partlaIly.i beoauare of the cynioSft* 
~* V - r

t " * T • , ' ^ ^ / - ^ ^ " * " " « * ^ 



. * ' • = . . - • - • • ' « 

aotions of. the Soviet Onion—add the Nazi-Soviet pact of 1939 

had changed the l i terary and pol i t ical consensus which had 

apparently inspired New Writing.- lehmann acknowledged the 

changed mood bff altering, the name of the new magazine to 

Foliog. of New Writ ing . 2 -><* 
.The reviews of Folios ,Qf l|Tj|ew, WrlUnft Were often 

complimentary. Even Scrutiny, which had been very dismissive in 

i t s early reviews of ffew Writing, was prepared to give a 

qualified nod pf approval to the hew magazine in 8.6. Cox's 

review of the aecpnd volume of Folios of New .Writing in 1940: 

V 4 -fe « 

one is gratefuij these days, for any effort to keep 
literary activity ami experiment alive> and the editors 
of New, Writing des€rnMfc at least the tr ibute due to 
courage and persistence;* If they invite'1criticism by 
severe standards, that i s in i t se l f an achievement. 

. The Autumn number Is rather Jiore, interesting than i t s 
predecessor, and the chief credit for this must go to 
Mr, Orwell fô r his a r t i e i e on t h e war, and to Mrs. 
•Woolf and Mr, Spender foi5 the i r two c r i t i ca l Essays. 
The ar t ic les may be grouped together as possessing s 

\ common general'theme, which is , roughly•speaking, the 
idea of continuity'. Such a,preoccupation i s #* welcome 
sign in a periodical which- has, previously discusse4 the 
problems of the relation between culture arid the-ebming 

, Social-economic revolution mainly in terlas.' of the 
v crudest Marxist apooalyptl'c.3 / . ** 

, . f t 
- - • , ' , ' , i « -- -

Nevertheless^, th6 attitude persisted,. In" Scrutiny, that many of 

the s tor ies* and ?io«ms }.acked tf te"laaginat ion *%6 be of 

significance^ r
 M*. '* "'v* • - ¥> „ , , ' ' 

A periodical devoted Jbb creative Work must naturally'he 
prepared to publish much fragmentary, and experimental -
work; and a good deal of tt!>t bound;tb be ephemeral. 
A^the sadie time i t i s rather diff icul t to see why so 
much of i t Should be so flull. and lifeless/* 

* < { f K 

Lewed the" tnfrivvol Edwin Muir reviewed lha" thtrt^volttme M Tejips of, New 

» r 
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\WxLUjafi m The Listener in 1941; MUir seemed to be prepared to 

.. .judge the new magazine on i t s own merits rather than reflecting 

on i t s connection with New Writing: 

The l a t e s t number of FpliPg.Qf flew. Writing contains a 
striking story by Mr. V.S. Pritchett and a yivid sketch 
of f ire- f ight ipg in London by Mr. Henry Green. Of the 
other short stories the best are by Mr, AvH. Treece and 
Miss Jean Howard. There i s an excel lent informative 
article by Mr. Harold Acton on the present state of the 
novel in China, and two short s tor ies by Chinese 
writers, both of them broadly comic, but in no way very 
remarkable. Walter Allen contributes an admirable 

.* critical study of the work of Henry Green, whom he sees 
^ 8 s a 'pure a r t i s t writing in a po l i t i ca l age,' and now 

feeling somewhat lost because he ignored the political 
r e a l i t i e s round him. . fe. This New Writing i s f i l l e d 
with interesting matter.5 

Many of the reviewers had the habit, of referring to Folios of New 

Writing in an abbreviated form as Nev Writing, which did mucfr to 

blur the distinctions between the two magazines, 

Although Lehmann believed himself to be engaged in a similar 

, task to the one he undertook in 1936, there were subtle changes 

of emphasis taking place in Folios; Qf Mew Writing. The major one 

was the increasing amount of spaee devoted to cr i t ic i sm. This 

.s cr i t ic ism was a ref lect ion of the l o s s of both aesthetic 

confidence and, assumptions of social relevance. Reportage and 

social realism ceased to be such compulsive needs as they had, 
v 4 

seemed in the' 1930s. The criticism i t se l f demonstrated a lack df 

unity amongst^Lehmann's contributors. Instead, i t suggested a * 

range of differing opinions on the,movement which had inspired 

the apparent consensus of yew Writing-. The urge towards ; 

- * cr i t ic ism was a l so an expression of the di f f icul ty of l i terary 

rf 

file:///WxLUjafi
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creat ivi ty-between 1940 artd 1941, before oivllia<n involvement 

became a widespread r e a l i t y , ra ther than a" fear , - &>r the ' 

previously sheltered inhabitants of Britain, 

What many had warned of—war yilth the Fascist states—had ^ \ 

come to pass, Lehmann saw his growing interest in criticism as % 

way of c lear ing up past misconceptions about the r e l a t ionsh ip 

' between l i t e ra ture and 'pol i t ics , and consequently preparing the, 

way for a l i t e r a t u r e t ha t was a r t i s t i c a l l y sound-and a cent ra l 

expression of the European cu l tu re which t h e ' a l l i e s were, 

defending against the fascists . In recognizing th i s Lehmann-was 

implicitly acknowledging his own role in promoting reportage too 

indiscriminately: , 

s ' -
I plan to t«rn Follo.S of ,Mew WritinR increasingly 

towards cri t icism, and to bring i t out, war conditions - %-
permitting, more* frequently. I've fvelt for many years 
that ' ser ious cri t icism was slowly decaying,, and since 
t h e war s t a r t e d i t has become .an a lmost t o t a l 
casualty!, What passes for c r i t i c i sm in most of the • 
p ress , with, the exception of one or two weeklies, 'is 
grossly super f i c ia l and i r r e l e v a n t , i f not simply 
ignorant.0 

Lehmann was explicitly referring to the end of The Criterion and 

the London MercurvT which had ceased publ ica t ion . He.,was 

particularly concerned tha t l i terary crit icism was increasingly 

b e i n | done by j o u r n a l i s t s , since there were ' few' l i t e r a r y 

magazines l e f t . This was t o be offset by the appearance of 

Fol ios .of Ney Jrfrttina and by Cyril Connolly's publ icat ion pf 

i ldr^aa in 1940. w~ 
* « 

N e v e r t h e l e s s , as. f a r as Lehmann was concerned, the 

essentially creative side of Foljpa, of Hew Writing was not going 

to change substantially from that of Mew Writing. He s t i l l saw 
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h i s magazine as a vehic le for experiment, a place-where old and 

new writers could perfect their technical and imaginative sk i l l s : 

. . . I think you wi l l find tha t our guiding pr inc ip le 
remains the same: t o c rea te a laboratory, where the 
w r i t e r s of the future may experiment, .and where the 
l i t e r a r y movement may find i t s e l f . Some,people have 
said that the movement with whieh the old New Writing 
was largely Identified *is finished; but I do not think 
so; they-are. only judging"from what was superficial in 
the movement. I t will change, i t already has changed} 
but. what was genuinely valuable and f r u i t f u l in i t , 
w i l l , I be l ieve , s t i l l remain a v i t a l ' impulse for the 

- days to come,' . - • 

Lehmann was trying to salvage or 'c rea te some sense of unity from 

what" was, a t this point, a fragmented literary" consciousness; in 

a sense Fol ibs pf New Writing was a temporary expedient. His 

descr ip t ion of the l i t e r a r y movement i s s imi la r to Orwell's' 

claims about patriotism, in "My Country Rigtft or Left" .CF.fl.tf.,' 2", 

1940)* There was clearly something in the intel lectual air .vthat 

required both,an understanding of past practices or t radi t ions , - * 

together with a further commitment to l i t e r a r y and soc ia l 

development. The criticism in Folios of New Writing was meant to 

provoke deeper reflection on the sources of the creative process. 

Some of the best fictional contributions, l ike Rosamond Lehmann's 

"The Red-Haired Miss Daintreys" (I^JjJU, 1, 19iW)5, inoorpora'ted.a 
V * I 

mature analys is of t h e i r own crea t ion . The realism pursued Ih 

New Writing was developed from a fac tua l depiction of socia l 

condit ional in Fol ios of New.Writing realism became something 

more subjective, something in which the personality of the writer 

was. more evidejit and from which images and symbols aould arise. 

D e s p i t e t h e l a c k of a c o h e r e n t p h i l o s o p h y i n 

FollOa Of , MeM Writing, Lehmann puh l i shed a number of 
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impressive individual con t r ibu t ions . The only thing many of 

these contributions shared was an agonized confusion about how to 

respond appropr ia te ly to the war and to the experiences of the 

4 l a t e t h i r t i e s . There were few proletarian s tor ies and no Soviet 

c o n t r i b u t i o n s t o F o l i o s of New W r i t i n g . Far more of 

. Penguin Ijew Writing was devoted to the I n i t i a l experiences of 

war; Fol ios of New Writing spec ia l ized in the more profound 

specula t ions and reminiscences which war encouraged. Lehmann 

acknowledged some of these dist inctions in a l e t t e r he wrote to 

Ewarfr Milnef "I can ' t th ink why you say you don't ' a s p i r e ' t o 

, Fol ios of New WrXtlng: I don't recognize any difference^ of 

qua l i ty between the two, only, perhaps, sometimes of scope and 

method.T? Nevertheless, in Foljoit of Ne> Writing Lehmann vwa* 
1 / ' • • 

pre-eminent ly in t e re s t ed in c r i t i c i s m , rather than creativity* 
* ' \ 

and the magazine i s consequently a l i t t l e a r id . The content of 
Foilo,3 of Mew Wr i t ing a l s o S u g g e s t s , how l f c t t l e worlc p f 

ft- - I ' q 

significance was being accomplished during th is year and a hsdf 

h ia tus , . - • ' \ , 

" The,f irst example of th i s new provocative edge to" criticism/ 

occurs In George barker ' s "A Let te r to ' H i s to ry , " (£JtfJ4iu» 1» 

1940), which makes e x p l i c i t a t t acks on'some of the more banal 

generalizations that Auden and others occas ional ly s l ipped i n t o 

during the t h i r t i e s . . BarkerJLacks t h e i r f a i t h t h a t h is tory can 

provide us with an accura te jficture of human motivat ion, and 

implici t ly challenges the abi l i ty of unadulterated reportage to 

provide the necessary identification between the protagonist and 

the reader . Essen t i a l ly , Barker i s pleading for a r e t u r n to 
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l i t e ra tu re crystall ized as myth, to the symbolic rather than the 

mundane: " . • ' - - .. 

Satan governs and guides History j u s t as surely as 
< Heaven's bugle must soon bring i t to a s top, j u s t as 

surely as Christ i s myth because myth takes the side of 
heaven a g a i n s t the Sa t an i c b a t t a l i o n s of. f a c t s , -

- f i g u r e s , d i ag rams , g raphs , r e c o r d s , eye-Wi tness . , 
accounts*and p h i l o s o p h i c a l h i s t o r i e s . For the 
compilers of the l a t t e r fa i l to see that, facts function 
only by illuminating the .fundamental element, namely, 
the element of - the inexpe r i en t i a l or perfect , whioh 
Myths, PoemS, Rel igions , Mathematical perpetuate (p. 
159)..' 

/ 

Much of Barker's es«ay is rhetoric,of this kind, but i t does draw-

parenthetical attention t o the-weakness of some of the realism in 

New Writing; i t s . characters were too small to be l i te rary myths. 

Lehmann was increasingly persuaded by the v a l i d i t y of t h i s 

position .throughout the 1940's. . . 

Virginia Woolf's "The Leaning,Tower" (£JUU» 2» 1940) i s a . 

far more significant .piece of cr i t icism. This essay repeats some 

of the early cri t icisms contained in Scrutiny and The Criterion, 

and lays the foundations for nearly a l l the c r i t i c a l a t t a cks to 

be launched against the writers, of the t h i r t i e s , from the 1940's 

to the present day. Virginia Woolf began with playful admonitions 

to the wri ters who succeeded her own l i t e ra ry generation; i t i s 

sa lu ta ry to remember t h a t t h i s essay was to be followed by 

impressive rejoinders from some of her victims. The discussion, 

for i t i s a dispute with par t ia l truth on both sides, reminds us 

t ha t John Lehmann's pos i t ion as par tner a t t h e Hogarth Press 

enabled him to play honest broker ahd r ingmaster between these 

two l i t e ra ry generations. - « 
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Virginia,Woolf identified the Auden group, in particular, as 

inhabitants of a leaning tower incapable of seeing society except , 

*at a s l a n t . Unlike the n ine teen th -cen tu ry .wr i t e r s , they had no 

centre of s t ab i l i t y ; from their ea r l i e s t years they, had seen only 

wars, revolution-and economic upheavals, ahd they were 'acutely , 

conscious of their limited vision: / -

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 t h e i r 
middle-c lass b i r t h ; ,pf t h e i r -expensive educat ions. • 
Then when we com$ to the, top of tlie tower how s t range 
the view lpoks-.-n.ot a l t o g e t h e r ups ide down, but 
slanting, sidelong. That too is* characterist ic of the 
leahing^tOwer w r i t e r s ; they do not look any c l a s s 
s t r a i g h t -in the-face. . , There I s ho c l a s s so s e t t l e d 
t h a t they'can explore i t unconsciously. That perhaps . 

v i s why* they create no characters (pp« 21-2). 

She argued* tha t t h e i r wr i t ing was fu l l of compromise and 

confusion because they recognized the i n j u s t i c e df the system, 

but could do nothing to r e j e c t t h e i r own benef i t s from i t : "How 

can a wr i t e r .who has no f i r s t hand experience of a tdwerless or 

c l a s s l e s s soc ie ty c rea te t h a t soelfetyY" (p.~ 26).. Their major,Wv 

v i r t u e , as far as she was concerned, was t h a t they were ego i s t s <. 

and to ld the unpleasan t - t ru th about themselves, , thus freeing 

l i t e r a t u r e from nineteenth-century suppressions*- She ended her 

• essay by appealing to l i t e r a t u r e and education to bridge the gulf 
* ' * * 9 ' 

between two worlds, the qld. world and the new' world to come,after 

the war. • 

In , r e t rospec t , i t i s c l e a r t ha t Virg in ia 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 ah 

http://lpoks-.-n.ot
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oppressive social structure, she nonetheless castigated them for 

Succumbing to the'shared values of their class position. She was 

deeply,suspicious of writing that could be described as overtly 

p o l i t i c a l , and yet she admitted that anyone who was young, 

sensitive and a writer could not avoid dealing with the subjects 
i 

which they did deal with. One explanation for this apparent 

contradiction i s that she was drawing them out and forcing them 

to define far .more clearly what their own aesthet ic principles 

were. The repl ies to the essay show the diversi ty of the 

literary movement, of the thirties and suggest that i t was nowhere 

near as.doctrinaire as, Virginia Woolf seemed to be implying. 

Edward Upward's "The Fa l l ing Tower" (£JUU, 3 , 1941) 

bitterly attempts to refute Virginia Woolf s essay. Upward was 

the ohly member of the Auden group to remain unashamedly 
» 4 

communist during the f o r t i e s , and his defence of h i s fellow 

Writers i s an odd mixture of Marxism and arguments from literary 

precedent., There i s a central dilemma in h i s reply which we' 

cannot ignore, Since i t reflects and demonstrates the pressures 

he was subjected to as a creative artist , pressures which finally 
prevented him from achieving' the stature his early talent 

\ , 
suggested: -1" 

V-—^ v , * 
^ • ft 

It i s true that in order to write like social is ts they 
'would have had to M social ists and to work with other 
socia l i s ts , but,this does not mean that they would have 
had to spend all their time in committee meetings or in 
door-to-door canvassing or in composing, propaganda 
l e a f l e t s . They could have taken part in ordinary 
po l i t i ca l work and they could have written.poems and 
novels as wel l . . . . But s o c i a l i s t ac t iv i ty , even in 

/the thirties' and even for those social ists Who did not 
f ight. in Spain, was neither easy nor comfortable* The 



- • , 151 

' younger wri ters who did become active undoubtedly found 
tha t they had i eas energy to spare for imaginative 
wr i t ing (p. 28). 

r * 

Thus the dilemma becomes the extent to which socia l is ts have time 

and energy l e f t oyer fo r imagina t ive wr i t ing . Nonetheless, 

Upward does point to some assumptions of Virginia Woolf .Which 

« require scrutiny, ' He attacks her for suggesting that bit terness 

i s . incompatible with good wr i t ing and 'c i tes the examples of 

Shakespeare'and Dante; he also defends the wr i t e r s of the 

t h i r t i e s for preaching by pointing to Milton and Wordsworth. In " 

what now' appears to be ve^y poor prophecy, Upward ends by 

asserting that writers wil l soon have no choice between bourgeois 

comfort and s o c i a l i s t ha rdsh ip : "But the time i s very near now 

when the tower of middle-claSs l e i s u r e and of middle-class 

freedom wil l fal l to the ground and will be smashed forever" (p. 

29). ' * :" 

B.L. Coombes retorted to'Virginia Woolf in "Below the Tower" 

(FjJULf 3> -1941). What Coombes does i s to focus on Virginia 

Woolf's pronouncements on education, w r i t e r s and the working 

c l a s s . He draws a t t e n t i o n to her d i s t i n c t i o n between the 

"working class* and "the poor" as i f they are not synonymous, and 

' he suggests tha t the reason for t h i s i s tha t many"middle-claSs 

wri ters are s t i l l oblivious to the experiences and aspirations of 

the working c l a s s . vQuite na tu r a l l y , and movingly, he takes , 
J

 r 

i 

personal exception to some of her generalizations, since they 

reflect prejudicially on his/own desire and capacity to be a 

'writer," He rightl*y note>-Wer implication that manual^workers 

cannot be writers, and suggests, less'plausibly, that D.H. 

? 
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Lawrence might have been a far bet ter writer if he had remained 

with his"people. In addition, he asserts that the only hope for 

future society l i e s in an intermingling of .bourgeois add working-

c l a s s cu l tu re . The people in the tower tha t Virginia Woolf 

describes have to come down and spread the education they have 

been pr ivi leged t o acquire. He in turn can show them much they 

are unaware of and much tha t they need to know if they are to 

create convincing working-class characters: 

Yet; i f we are to survive , we must bridge t h i s gap and 
the solution that appeals most to me i s the worker who 
i s also a wr i t e r . He i s almost the only one who can 
connect both s ides and I feel he should be encouraged 
because, for good or e v i l , he i s going to play a most 
important ro le in the future of our l i v e s and our 
l i t e ra tu re (pp. 31-2), - ^ 

Coombes seems to have a la rge amount of confidence in the 

capacity of education to change social a t t i tudes , and ultimately, 

social structures; he |plearly shares Virginia WoolTs belief in 

the centrali ty of l i t e ra tu re in th i s process. 

The most pungent counterblas t to Virg in ia Woolf came from 

Louis MacNelce, who was quite unapologetio in his definition of 

his own posi t ion and qu i te s t r i d e n t in the defence of others in 

h i s essay "The Tower t h a t Once". (fUiJk., 3 , J941 ) . He 

sympathized with her general statement t h a t l i t e r a t u r e i s no 

ope's pr iva te ground, but he argued tha t i t was therefore 

incons i s t en t of her to dismiss the younger w r i t e r s of the 

t h i r t i e s so acidly. To support th is he scorns,her generalization 
* * 

t h a t the n i n e t e e n t h - c e n t u r y w r i t e r s accep ted t h e s o c i a l 

d iv i s ions , and maintains t ha t Shelley, Wordsworth and even 
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Tennyson did no such* thing. Like Upward, he admits tha t there 

were individual failures in the work of Rex Warner, Day Lewis and 

Spender, but suggests tha t these were far outweighed by the i r 

successes. He also a t tacks her other claims-*that social and 

p o l i t i c a l unrest have a negative impact on l i t e r a t u r e , tha t a 

wr i t e r with no f i r s t -hand experience of a c l a s s l e s s society 

cannot imagine or create One, tha t the "didacticism of the 

th i r t i e s writers was a bad thing, that the th i r t i e s writers were 

slaves of Marx, and that their "curious bastard language" should 

be deplored. 

MacNeice was obviously extremely I r r i ta ted by what were to 

become myths or half-truths about the content and quality of much 

of the t h i r t i e s writing. With good reason he pointed to the more 

pr iva te l y r i c a l poetry of Auden, Spender and Day Lewis as 

evidence tha t they were not simply p o l i t i c a l poets, in the way 

tha t Virginia Woolf had Implied. Moreover, he took up a stance 

that few had the cburage to take in 1941—that the wri ters of the 

- t h i r t i e s were, in the main, absolutely correct to have written 

as they did: , 

. . . I am not solely concerned with 'des t ruc t ion . ' 
Some destruction, yes; but- not of al l the people or a l l 
the values a l l the t ime. And I have no in tent ion of 
r e c a n t i n g my p a r t . Recanta t ion i s becoming too 
f a s h i o n a b l e ; I am .sorry to see so much s e l f -
f l a g e l l a t i o n , so many Peccavjs , going on on t h e 
l i t e r a r y Left. We may not have done a l l we could in 
the Th i r t i e s , but we did do something. We were r igh t 
to throw mud a t Mrs. Woolf's old horses and we were 
r igh t to advocate social reconstruct ion and we were 
even right—in our more lyrical work—to give personal 
expression to our feel ings of anxiety, horror and 
despair (for even despair can be f e r t i l e ) ; As for the 
Leaning Tower, i f Gali leo had not had one a t Pisa, he 
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would not have discovered the truth about falling 
• weights. We learned something of the sort from our 
tower too (p. 41). 

4 ,# t d 

MacNelce had a gift for the sardonic; despite bis deep respect 

for Virginia Woolf as a writer, he was not going to let her 
m 

wilfu l ly or acc identa l ly misunderstand the .seriousness of "the 

t h i r t i e s w r i t e r s , nor allow one l i t e r a r y generation to mock 

another. * 

What remained after publication of this debate was for John 

Lehmann to jtifcempt a -tentative reconciliation between these two 

l i t e r a r y f ac t ions , since Virginia WoOl̂ f was n6 longer a l ive to 

redefine her position. He did this by correcting the impression, 

t h a t she Was h o s t i l e to the l a t e r generat ion 's idea l s , and by 

describing her sympathetic treatment and interest in al l of their 

work which arrived a t the, Hogarth Press, His "Postscr ip t" 

(F.l^.W.^,, 1941) i s a poignant expression of the d issoc ia t ion 

between "realism" and "beauty" which Virginia Woolf often 

detected in the t h i r t i e s wri ters; Lehmann, however, was convinced 

that Virginia Woolf was inextricably part of the old world, even 

if her sympathies lay with the\ new: ' -

- Virginia ' Woolf was ne i ther in sens i t ive to the 
di f f icul t ies and discoveries of younger writers nor to 
the great injustices in the way the world i s arranged. 
She was a soc ia l i s t , and no one can doubt her sympathy 
w i t h t h e s t r u g g l e s of w o r k i n g - c l a s s peop l e , 
pa r t i cu l a r ly working-class women . . . she was always 
conscious of belonging to another class, and fe l t that 
i t was impossible for her to be more than a sympathetic 
o b s e r v e r , t h a t an e lement of i n s i n c e r i t y would 
inevitably creep in if she were to make out that their 
hopes and hates were here in equal measure . „ , but 
her main c r i t i c i sm arose from her d i s t r u s t of groups 
and counter-groups among wri ters . , her d i s l i ke of 
l i t e r a tu re being harnessed to polit ical—or any .other*— 
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slogans of the moment (p. 44). 

Thus the b a t t l e l i n e s were drawn up for the debate tha t raged 

around the t h i r t i e s wr i t e r s and has pers is ted tew th i s day. 

Despite the more recent comprehensive treatments in such works as 

Samuel. Hynes's The Auden Generation, published in 1976, and A.T. 

Toliev 's Poetry of the T h i r t i e s , published in 1975, the.myth 

persists that they were always " p o l i t i c a l " and "dogmatic," In 

addi t ion, there i s a damaging tendency to regard the work Qf 

Auden and his friends as the only significant work of the period; 

even a cursory examination of New Writing makes t h i s posi t ion 

untenable.^ 

Nevertheless, even in 1941, there was a growing sense tha t 

there were other writers, apart from those already published by 

John Lehmann in. New Writipg, who were worthy of serious and 

extensive examination. One suqh was Henry Green, who, despite 

sharing many of the att i tudes of the contributors to Mew Writing, 

was practising apart from them, and, as a resul t , was becoming a 

cult figure of major importance. Walter Allen, himself an early 

contributor to New Writing, provided a very judicious assessment 
r J 

of Green's importance in "An Artist of ' the Thirties" (fJUk, 3̂ ,* 

1941). He argues that Green was one of the few "pure* a r t i s t s " pf 

the t h i r t i e s and, a lso , t h a t ' i n an a r t i s t i c sense Green had 

vindicated himself for running counter to the i n t e r e s t s and 

sp i r i t of the th i r t i e s by producing three highly original books. 

Equally important, though, i s Walter Allen's sense of dismay a t 

Green's apparent ignorance of some aspects of the world in which 

he l ived . This is 'demonstrated In h i s response to Green's Pack 

4 
v 

I 
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JIj^^iLl/Iwhich .Suggests to Allen Gr^f^s incomprfeiiei)5ion of b6w 
* ** >• „ * *•* > 

0 the world could once again be plunged into war: " * , 

. ' - • - - • * , ' .. * " • i_ 

"< -t - The welter's of the movement most typical of the , 
- • --'" •*"", - thirties,, those associated with.jfew* Writing, may have 

- reacted _in^various ways towards the war,.may have lost 
'> '; their urti£y of the days before the war, but at least 

they knew where they stand, whether they are now 
v, s o c i a l i s t s of the Orwell-Str'achey kind, orthodox 

- '• v; , eomm{rn#stsr or pacifists; they have net been taken by 
, s'urptxtse, they cannot say 'For the l i fe ,of me T cannot 

. '* d«derStaiixd^ To be able to say this,, in'July 1939 of 
. I..,."''"-ail'-times;is, an index of the danger*.that confront the 

v „A pu ê artist.-writing,in a political age (p. .158).* 

• LehManhr like Alien, obviously felt'that .the "settled ideas*of 

writing and the writerrV*,M*tb ate once again in^the melting po.t" 

(p.* 15Q)>. Thus, h0 was extremely pleased to be .able, to publish ra 

v study of phihe§eii"t%ra"ture, irtnde heinegarded^the Chinese as 

"SRI ritual, All ies of the English"; they were both blocked in their 

' f ortr«-Sses besieged by Germans and .Japanese. Harold ,/cton's 

' /"Sma^Valk -in (^in^ijE&LU, iyJ94%i el.sims that the Snglisff 
* - " b " S f t v ' - & * ~r ** *' w 

-. , reaii*ta could learn .a great deal from the simple, concentrated' 

• l««guag'e of*, the Chinese realists; ahd* ffof-their capacity^for* 

. ;,«1im©ur ^ - B a ^ e . ,'' -».?.." .**.* <;""•' ' j -' 
v ** One thing that FvU.oa Of New Writihg brought to.'light was 

* - . * * * - • **• ~ * «f '•> * •ri"- * f * * * * **" 

th*.growing ,attnltfea^of,Stephen Spender} already established as 
.% •* - i"* * * * „ * . ,"* * 

"on* of the major poets of his generation; ?s,a literary crit ic . 

, tfii ecftioal/petitributions to ^anauln New ttrltlng oan now* be 

• regarded #s^sWinal> but their genesis*can,be seen in his article 

"The Creative .pagination in-the World Toda>" lEJt,^^, 1940). 
•> . ^ j * - , " ' - . - • « • • m j p 

In this article he argues that the chief task Of poets in the . 

1940's i s to preyeijt the ihereasipg prostitution of ideas and 
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language in the service of propaganda, and that the major reason 
for the paucity of patriotic "war! poems i s the memory of the Eirst 

" . l - \ . >' - • " • ' . . ' - ' • •" " . >' 

World War ahd the disguit^with the official response of %he-
« .' » - - ' • 

English, to-the Spanish, Civil Kat, , Moreover, he i s cleafly-

.charting the stages o f 'h i s own p o l i t i c a l maturation 'and 

disillusionment when he analyzes the failure of. Communism to 

produce -poetry\which is ah impressive 'picture of i t s age:. • • 

The real' reason why there $s~no communist literature to 
matph-the impressiye*docuAefftatIon of exist ing' 
conditions and the powerful communist theory is because 
the whole movement i s inextricably bound up with t»«'( _ 
problem of polit ical v^oVerv . . % Impressive as the 
comnunist case i s , there Is no single picture of the 
worl^ in the minds of communists whioh might 

• orystallize inte a great work of art* Qn the contrary, 
communists are f̂ct pains to drive out those who'show too * 
great a> single-mindedness, because ai\ abStradV , 
conception of communism might detach i t s e l f from the 

*', practical ,pfooieBt: of. adopting- any means to seize jpower > 

> . 

> 

The essentijil point he wishes to* make * i s that literature should -

notb* totally jkt the .jte^^pf of .any, pol i t ical party, i t s f £r*t ': 

duty i# fco **ev eml^tae, tjHUrv i|fi(f 1 tpvMt,- hoK»X«» h*;rettdsi. th«t r 

mar &*• '$> doi'ts *hl»t %l̂ « t r W » | *s ind«#d,peia« ltdre 

r.evelutionary than many of the self-proolaimed communists, for *^' ' 

the loss of meaning in word* produces a porrelative loss of 

living vkiWt *Wo»t !•' rfqtfif «4 '*> t i ^ r t i * ^ i s s&ffieietft 
- J , n " .' . "T. ' * , „•*." ' , •* " • 
faith in the living foroe> of the past and pre!»en.t, to realize 

' > • - . * . - i ' -' ' -< ~, „ , - ' - . * " * . 

that every trUe^word i s a revolt against'present conditions" (p. 
- - - • * - # *i* * ' * ' ' * * 

* • < . , '•. * -' ' '• *> wo)*.* - . ' \ - • - / , .:-. -,* ,f. * - - ; 
> In »lCo«kiiig B«^*wl;«.iid ^oriiwd^^MU '-*» *#*tt*. J^a. > 

Lehmann, picking up tiie discUssioi> where 3send»̂ f left Off, tries ^ 
\ ' • • ' "* ' i J' \ , *•: -

. • * „ * f \ > •* 

.- • , . 3- £ ' ? * - . . 

f t 
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to define the writer's sensibil ity a-t the close of 194i, At 

f irs t , he argued that the writers of the thirt ies were-deeply 

» suspicious of working with the, "appeasers" and refused to co-

operate wholeheartedly with those in the British government they 
ft - *• -

f e l t had betrayed the country against Fascism, Their work' 

reflected the sense that a whole phase of their creativity had 

finished with the outbreak of war ah& that they were confused as 

to how they should proceed from, that point: 

It was some time before, the mood of doubt and 
* hesitation began to give way to a new mood, and the 

streams of creative thought began to move again. And 
i t 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 
s t i l l producing, both imaginative and crit ical , a 
solidity ahd depth that was often lacking before, and 
was certainly rare to find in the poets of 1914 (p. 7).-

r , ' ' 

Lehmann also remarked upon the growth and influence Of reportage ' 

during .the th ir t ies ; while he believed i t had invigorated the 

work of some prose writers," he also accepted that unadulterated 

reportage had led many astray. t -In Hew Writing jn Europe, 

published in 1940, Lehmann implicitly acknowledged his own 

•- responsibility for promoting tills reportage. • He .was also honest 

enpugh to admit a .sense of disappointment with many of the 

manuscripts-he had so far received.from the new for t i e s 

generation, most of whom were in the armed services . 

Nevertheless, he was confident that .this was a temporary 

• phenomenon Pf^|H*d hy the exigencies of total war. Such' 

tempered optimism, characteristic of much of LehJuann's critical 

writing throughout the war,' explains what how appear to be 

% 
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disingenuous, forays in to a new kind of propaganda. We can see 

t h i s most c l ea r ly in a book review in 19.43, meant for Soviet 

consumption, of Winston Churchill's speeches: 

The speeches of Mr. Church i l l w i l l , s t a n d any 
comparison.' They have a sturdy granite- optimism-j-an 

, optimism j u s t i f i e d by the course of l a t e r events, but 
an optimism which would have been j u s t and right even 
i f i t had not been rso j u s t i f i e d , in v i r tue of i t s 
psychological effect and i t s - immediate s t ee l ing of 
•nat ional w i l l and e f f o r t . They have a l so an 
imper turbabi l i ty which would have r e j o i c e d Walt 
Whitman, and which r ings absolutely true to Khat we , 
regard as the essence of our national character / 0 

' % -
This i s dangerously close to the kind of propaganda that Lehmann 

,and Spender deplored, pa r t i cu l a r ly when, Lehmann j u s t i f i e s 

possible half-truths by their- "psychological effect." 

Part of the renaissance in wri t ing tha t Lehmann predicted 

could be detected in the growth of new national l i teratures—the 
W 

Chinese example has been mentioned—like the crop of New Zealand 

w r i t e r s f i r s t published in Folios of New Writing. In h i s a l l -

too-br ief study "Some Books From New .Zealand" (fdUL,., 4 , 1941), 

William Plomer discusses the impact and the influences of these 

new writers and gives c r i t i ca l recognition to their struggle for 

a r t i s t i c expression of t he i r own cu l tu re . But i t was the 

philosophy behind-the need for good new wr i t ing t h a t a l l the 

c r i t i ca l contributors, return to with repeated zest* Typical in 

t h i s respect was Rex Warner's "Oh S u b s i d i s i n g L i t e r a t u r e " 

CftLdEUkf 4, 1941), which argued t h a t , since c u l t V a l l i f e was of 

importance to .the economic l i f e of the s t a t e , i t was ludicrous 

not to give f inancia l support to w r i t e r s who could help 'define 

0 
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the European culture'that the aLlies defended, but.were actually 

confused about. The'faith that the contributors to New Wrltlng 

had possessed wa> not dead,, merely, transfbrmed by the 

requirements of a new situation:' , ' 

Now i t i s here, in this realm of thoughts and 
desires, that poets and writers generally are st i l l the 
'"unacknowledged" legislators of the world,' and i t may 
be that at the present time we have more need of them 
than ever before. We finfc as.'I have said, on the one 
hand a steadily growing conviction and determination 

• that the society of the future must* be very different 
^_y - from ft that of the pas" V and I beMeve that i t . i s fair to 

say that the society envisagedr is, usually socialistic,, 
in some sense or other. On the other hand we find an 
extraordinary vagueness as t o / i r s t principles, as to 
the ends, for which this society i s to be created or 
towards which it is to be transformed (p. t8S), , -. 

* * * ' 

This IS essentially a new definition of the "war to end all 

wars," but the final battle i s to be fought^ on the plain of 

culture and education, with literature as the chief weaponry. 

Folios of New Writing can be seen as a transitional magazine 

between New Writing and the even more ambitious„projects of .Matt 

Writing antt ffaylight and Penguin Mew Writing, on both the* 

cri t ical and creative aides the lines of develojpment were laid 

for the future publications. In al l of„the best-.English short 

Stories published, in folios of Ney Writing there was an 

underlying sense ofkthe World at war, even if the war was not, 

mentioned*' The war's impaot was to drive artists deeper into 

subjectivism, as if universal values could be rediscovered by 

establishing one small amount of personal truth. Lehmann managed-
* * - ' • - , • > ' < ' .- - • , . , * 

• * < .* , •'' 

to obtain stories from some writers who had not previously 

contributed to fley writing» the** included such fine writers as 

- t 
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his s i s te r Rosamond Lehmann, Dylan Thomas,- Henry Green and Julia 

Strachey, 

Rosamond Lehmann's "The Red Haired Miss Daintreys* (OJU* 

1, 1940) i s unquestionably one of the best s t o r i e s tha t Lehmann 
* r 

was to publish during the war. In i t , there i s a complex 

in terplay between.the perceptions of the wr i t e r as a child and 

those of the mature novel i s t searching for a way to convey the 

essenee of the creative process, together with a description and 

imaginative recreation of a los t social,order. There i s immense 

nostalgia, but th is is carefully controlled and subordinated to 

the greater need of interpretation. Here i s the mature novelist 

ransacking her perceptions to explain how a story i s written and ^ 

to provide her own c r i t i q u e of much t h a t was mediocre in the 

writing of the t h i r t i e s : • 

1 myself have been, a l l my l i f e , a privileged person 
with considerable leisure. When asked how I spend i t , 
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 s t a t i n g t h a t l e i s u r e employs me--weak aimless 
unsystematic unres i s t ing instrument—as a kind of 
screen upon which are projected the images of persons— 
known wel l , a l i t t l e , not a t a l l , seen once, or long -» 
ago, or every day; or as a kind of preserving j a r in 
whioh f l o a t f ragments of people and l a n d s c a p e s , 
snatches of sound. 

l e t i t seems t o me tha t nowadays t h i s e s sen t i a l 
storing-house i s often discounted, and that that i s the 
reason for so much exact painstaking efficient writing, 
so well documented, on themes of such social interest 
and toora,l value, and so unutterably d u l l , boring and 
worthless. The central area has not been explored, and 
therefore a l l i s dead. There i s n ' t a f a l se word, nor 
one off t ru th (pp. 82-3). 

This def in i t ion of the wr i t e r as pr ivi leged and e s s e n t i a l l y 
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passive i s extremely questionable, but i t doesVsuggest that the 

major faul t of the reportage w r i t e r s was has te- \ they were too 

earnest .to be imaginative. The characters of the Paintrey 

family, who are presented as a wealthy Loncron family, are 

developed gradually, as if they are a pageant from h is to ry , 

which, in a way, they are . As-a group, they Seem to*embody most 

of the c h a r a c t e r i s t i c s of the sprawling Br i t i sh Empire tha t 

produced them; as character type's they comment on the cross--

cur ren t s of social and, poll.tleal- awareness t ha t formed, them. 

Miss Viola i s described as a composite prerRaphael i te with the. 

look of ".fin de sieclfe" about he r ; Miss Mildred i s the du t i fu l ; 

sacrif icial and tragic eldest daughter doomed to an early death; 

Miss jtosie i s ' a t h l e t i c , jol ly and i rrepressible; and Ddlly, her 

twin, is feeble-minded and destined for i n s t i t u t i o n s once her 

family d is in tegra tes . 4 I t i s as if the s tages of the Br i t i sh 

Empire's growth and demise are being commented on, but* each of 

, the characters is closely observed and, imbued with an individual 

v i t a l i t y , which makes the story more than a simple a l legory. 

Above them a l l looms the figure .of Ma Daintrey, who i s described 

with compassion,, awe and humour by the writer: "She was prodigal 

of tha t kind of clucking indulgent pity whereby a l l mankind i s , 

castrated, the dignity of the in te l lec t made naught, and humanity 

in general diminished to i t s swaddling-bands—the toy, pet, cross' 

, of suffering woman" (p. 87). .This i s a f e r t i l i t y goddess whose 

relationship with England i s now history, 

What i s most apparent in the story IS the sheer de l ight 

which the wr i t e r takes in evoking the childhood vis ion of the 

f • 
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world, somebtftag Whioh i s in tensely l y r i c a l , profound and 

full £f images. \ This vision i s something which has vanished l ike 

the so\ial order that supported i t : 

> . '• ' • . 

. "friere'ls the skeleton black hul l , stuck" on i t s side 
in the mud; and, oh! t he re , a long way off, . is t h a t 
glimpse of a white house l i f t e d up on a wooded s lope, 
looking out across the es tuary . To plunge in to those 
bOftSomy s e c r e t i v e August woodp, to be sealed up ins ide 
the core, of t ha t tender fecund bl indness , to tunnel 
through i t and be del ivered out of i t i n to open l i g h t 

1 and space, before tha t beneficent forbiddihg white 
facade; t h i s ' i s a l a t t e rday i n t e r p r e t a t i o n of my 
violent and confftsed sensations about the landscape. , 
, v Children pass the i r days unquestioningly in a s ta te 
•of "symbolical dementia <|£ 103). 

The destruction of the Daintreys i s described with a richnesstof 

ins ight and sympathy; l ike the>Sohlagels I n Howards End.. Uiey are 

a middle-class family confused" by a world that i s condemning them 

to obscurity. Their sol idar i ty was a childhood i l lusion. Each 

of the daughters' teems with a l i f e t ha t i s only obliquely 

revealed, and only -Miss Mildred's f a te i s charted to i t s 

seemingly inevitable,conclusion; the implication i s that a l l of 

them' served'out unhappy l ives in a society which became inimical 

to ttfem.. Es sen t i a l l y , .?The Red Paired Miss Daintreys" i s a 

tragic' record of a class and a nation undergoing transformation: 

i t has a greater concentration and lyricism than most of Rosamond 

Lehmann's other work. This urge to seek for s ignif lcanqe and 

understanding in the roo t s of childhood i s not confined to 

Rosamond Lehmann. * Many other con t r ibu to r s to Folios, of. New 

Wrjting pursued th i s ins t inct ively , as if to shore up"something 
<> % -

against the fai lures of the adult world. 

A very d i f f e ren t kind, of emotional chaos i s palpable in 
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Dylan Thomas' "A Fine Beginning" (£JL1U "4, 1941). His oentra l 

- character, Samuel, i s escaping from his parents* house, which is 

driving him mad with f r u s t r a t i o n . The monotonous intimacy of 

pac,k-to-hack houses in an u n i d e n t i f i e d town i s ra re ly so 

' forcefully portrayed, in l i t e r a t u r e as when Samuel prepares to 

destroy various household items in his parents' home and s t a r t s 

at every sound, whichm^y announce his discovery: 

But a l l t h e j n o i s e s bf, the o t h e r w i s e dead o.r 
sleeping, dark early morning', the intimate breathing of 
three invisible relat ions, the loud old dog, could wake 

1 up the, neighbours; an̂ aV the "gasl ight , bubbling, could ' 
a t t r a c t to his pre?ence\in the breakfastroom at t h i s 
hour Mrs, Probert next doOr, disguised as a shegoat in 
a nightgown, but t ing the a i r with her k i rbygr lps , her 
dapper, commercial son, with a watchchain ta t tooed -

« across h i s r i s i n g be l ly , the tubercular lodger, with 
h i s neat umbrella up afjd his basin in h i s itaTTd. The -
regular tide, of the family breath could beat against 

* the wall of, the house on the other Side, and bring the 
Baxters out (p. 20). . 

This i s prose poetry a t , i t s most compressed, in which Images of 

claustrophobia follow' one another with almost inded.ent^haste, 
. * . - . • 

Externally,- the character Samuel say\ l i t t l e out of the ordinary 
* * * * « • 

to h is . fami ly ; i n t e rna l ly he r i o t s with, rebe l l ion . - .He seems 

possessed, .driven to destroy the household deities., crockery and 
' *. . ' ^ 

lampshades which appear to be m a n i f e s t a t i o n s of«his own 

oppression, Dylan Thomas creates h i s character's manic outburst 

with sly humour and obviously reve ls in the energy of the 

des t ruc t ion , Samuel can only seem to f ind 'h i s own iden t i ty in 

ant i thesis to everything that his family represents. Thus, W4xen 

h i s mother t e l l s him to find an older landlady, one who is-not 

I r i s h and who keeps a c lean house, h i s i n s t i n c t u a l i n t e rna l 
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response i s , "'Goodmorhipg, feadam, h,ave'you a.cheap room?' 

'Cheaper than sunlight to you, Danny Boy.' She would not be more 

than twenty-pne. 'Has i t got bugs?' 'All over .the walls, praise 

' be to God!' ' I ' l l take it! '" (p. 26). ' ' 

What i s common to these stories by new contributors i s the 

, presentation of the family as a fa i led ins t i tu t ion , Rosamond 

Lehorann clearly observes th i s with sadness, while the f i r s t - , 

person narrator of "A Fine Beginning" rel ishes- i ts demise. Many 

of the older contributors .to Ney Writing share this sense of; the 

fa i lure of Ins t i tut ions to cope with individual needs; by 

presenting th i s discovery, ihe'y reveal a great deal about a 

society' which has been plunged into war. Stories l ike Willy 

Goldman's "Puggy" (fJUia, 2, 19,40) are fairly bald presentations 

.of a similar environment to that described in "A Fine Beginning," 

. but the primarily r e a l i s t i c dialogue of th i s East-End Jewish 

community seems t o h a v e l o s t i t s shock value. There i s , however, 

..no loss of art i s t ic achievement in two stories of Y»S, Pritchett, 

Both *Aunt Gertrude" XEJLM+, 3 , 1941) and "The Chestnut, Tree" 

(.£«&&« 2) 19,40) show him to be a master of dialogue with a sure 

touch for the creation of character, especially when he presents 

the lower*middle class scratching out a living on the borders of 

bare respectability, 
V 

"Aunt Gertrude" i s a powerful story of human misery which 

erupts as a revelation from beneath the settled oruSt of a. family 

l i f e . The young f i r s t person narrator.only becomes aware of the 

extent of his aunt's loneliness and unhappiness right at the end -
• of the story. At f irs t there are only dim. hints of her suffering 
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and her self-deception: "'I was a young limb,' said. Aunt Gertrude 

I tenderly and dreamily; but while there was a glow in Uncle's. 

i dreams, Aunt Gertrude's had an edge to them and suggested that 

i f -anyone went back with her into her memories, they would get 

their hands scratched-or their clothes torn" Cp. 138). Later 

I these impressions are compounded when a mirror i s broken and/ the 

- ' insecur i t i e s that Aunt Gertrude hides well up and sweep'away 

the apparent stability of the family: "And then she saw the crack 

i n the mirror and tears came into her eyes, large tears l ike the 

-• pearl buttons in her blouse. To me they' were not l ike the tears 

# 1 had seen before, for her common tears were hardly personal, 

hut a general oblation to the unexplainable coming and going of 

'- woe in the world" (p. 146). 

I Pritchett has a gift for creating eccentric characters who 

are nonetheless entirely human. Their eccentricities are usually 

the defences they use to protect themselves from.an otherwise , 

hos t i l e or indifferent world. Grandmother Carter, with her 

erratic displays pf affection and neglect , haunts the child's 

mind l ike a black-bonneted scarecrow from a nightmare. Her 

addiction to the memory of the dead enables her to ignore the 

present and makes her feel permanently gui l ty; t h i s leads the 

young narrator to explode one of the great myths about suffering: 

"Grief, pne<thinks, should purge and exalt the soul, but i t had 

made her ugly,' bad-tempered and given her an almost morbid 

shuffling humility, a look of g u i l t and shame" (p, 139).'rWhen 

, looked a t c l o s e l y the apparent respeotabi l i ty of a l l the 

ehanaeters breaks down; these representatives of lower middle-
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class order start to look very shabby. Thus a comic uncle, who 

pretends a canal by his home is a fit place to go boating, is 

finally revealed as a feckless provider who exchanges dreams of 

steady work for its substance. 

Pritchett's ability to present apparently mundane lives as 

if they were ease studies distinguishes him from many of his 
% 

contemporaries; he has the gift of revealing the anarchic 

impulses -and hidden passions which lurk under the surface 

tranquillity. In "The Chestnut Tree" he empldys an adolescent 

boy as his narrator. As in "Aunt Gertrude," the boy's imperfect 

grasp of the complexities of adult relationships allows irony to 

be used on 'the predominant image, the chestnut tree. A leather 
* 

merchant's office, which at first seems to be run as if it were a 

sanctified! Methodist's chapel, where only serious people work, 

becomes a focus of tempestuous emotions as i t s puritanism and 

work ethic break down. The major catalyst in this process is 

the arrival of two lady bookkeepers, who sow jealousy and rage 
4 , l 

in this very masculine enclave. Even before their arrival, the 
* . * - ?v. 

clerks the boy desdribes are far from the serious people he has 
been led to expect: \ 

The lines on Mr. Turpin's face became de^p seams. He 
was a»martyr to the seduction of wojaenl 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 his large ears which 
stuck out like comical microphones 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 : 

was a very clever man from the flat sing-song Midlands, 
but he had the long stupid face of an animal that i s 
mindless and sad (p. 58). . 

• 
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While the adolescent narrator t r i e s to make senSe of his own 

s t rugg le between- physical and s p i r i t u a l hunger, the 

disintegration of the other characters proceeds apace. Their 

desire for one of the lady bookkeepers degenerates into jealousy, 

* physical brawling and the expulsion of the clerk Sawston from the 

office. 

"The Chestnut Tree" demonstrates Pritchett's love of the 

fantast ic . His narrator mirrors the struggle going on in the 

other characters and makes exp l i c i t their hidden desires and 

fantasies . Although i t s implications are tragic, Pritchett 

manages to squeeze delightful comedy out .of th is disruption of 

yet another institution, Lehmann believed that Pritchett was one 

of the most versatile of the younger writers and regretted that 
« 

the necessities of war work had turned him away from novels and 

into short story writing and criticism, since Pritchett's gifts 

were only being partially displayed. Lehmann described him as a 

"field worker among the lower-middle olass ," 1 1 and regretted 

another l o s t Bovelist; PPitchett's mastery of dialogue antd eye 

for bizarre characters are rarely equalled in the writers of the 

30's and 40's. ' t 
. , to 

Many of the stories in Folios- of New Writing are concerned 

with the failure of institutions to accommodate people's .desires 

or needs. This i s equally true of domestic institutions like the 

family and of outside institutions like the workplace, government 

ahd the judicial system. By expressing these reservations the. 

contributors to Folios pf New Writing were implioitly questioning 

what changes would follow the War. G.F. Green's "The Acquittal" 
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* at- * 

(F.N.W., 1, 1940) demonstrates th« fai lure of a legal system t o 

understand or rectify the psychological oppression of ,a working-

class individual. Green is- one of the few middle-class writers -

of the thirties and forties to produce penetrating^depictions of 

working»-class individuals, to describe their milieu yith empathy 

and without ideology. By painstakingly describing a drab 

environment, he creates a detailed consciousness for his main 
. * * 

protagonist in "The Acquittal": 

In his mean s treets , grimed by smoky rain, Len 
waited for another day to end. At their father's 
house, he lived his eighteen years with his s i s t er , 
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 dole\ giving i t to his s i s t er , his hands 
emptied, where he passed the many days, but knew- no 
one, lay to a l l s ides. He stared in acceptance at the 
murk (p. 128). 

Like so many of the characters in proletarian stories Len i s 

unemployed; he considers himself to be. worthless, and his 

relationship with his girlfriend disintegrates as a result. What̂  

i s interesting about Green's treatment of Len i s that Len's mind 

begins^to get as murky as his surroundings; he sees the world 

around him at a s l ight angle, his vision i s s l ight ly out of 

perspective, and there i s a growing sense of hallucination. This 

i s demonstrated in his bungled attempt to resoMfcLll's younger 

brother and sister from drowning in the canal. We»major impact 

of the story comes Vljen Len i s tried for criminal negligence. 

Green vividly demonstrates the total lack of communication 

between the two classes when the prosecution lawyer presses Len 41ft 
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and fur.t&er-confutes him-by manipulating his language. I t i s 

precisely this, noncommunication that Virginia Woolf described in 
. c ' T * "ft ; - ' „ 

the "Leaning Tower,""and that al l the contributors to Fplios of 
- . * \ 

New Writing" were trying to combat. How d i f f i cu l t it,was to 

achieve this* empathy with an.individual from another class can be 
- * .̂  

- .. * - ** 

gleaned from Green's correspondence with Lehmann. Green explored 

the mptives for Len's attempted rescue of the child ih a l e t t er 

to Lehmann which further muddies the distinction between Lap's 

thoughts, speech and actions: * 
* . , • j, 

It i s fa ir ly clear 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 wil-iing, (c) he * 
JfrftigM himself have drowned (d)'on the other hand he 
might 'have sawed them. Then in the fo l lowing 
paragraph, -Ve;becomes 'resolved' as if he jiad drowned 

-them purpoaeiy, or afvwav done somathinf of his own 
4 accord. 0\fJoourse.in r e a l i t y he's done no such 

thing.12 * • 

• ' " • ' - • \ **' 

Green was clearly insecure about his success in letting the story 

speak for i t s e l f . His "of course' i s far l ess confident than he 

would have Lehmann* believe. His \,en i s a complex, bewildered and, 

passive f igure acute ly recept ive to the nuances of h i s 

environment; the dark cold dampness of the canal has become a 
/ " * " ' 

part* of his character as he leaves to seek work in another town. 
a 

The environment has very nearly sucoejjided in crushing all of his , 

l i f e and vitality. And the Institution, the court, i s completely 

baffled by his behaviour;-he* i s an'enigma to the people in \t 

because they, have no conception of his suffering; they do not 

even apeak the same* language. •The failure of communication has equally tragic undertones 
6» # 
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in James S te rn ' s "The Ebbing Tide" (LJLJk, 4, 1941). In t h i s 

case, the fai lure i s between parents and children a t the seaside 

and culminates In a l i t t l e boy's f i r s t experience of t e r r o r . 

Stern had used the Moon family before in s tor ies .he submitted to 

New Writing; but in "The Ebbing Tide," Mrs. Moon ceases to be a 

f igure of p o l i t e socia l comedy and becomes ins tead a «oman of 

p r i va t e fears which she t r ansmi t s to her son. I t i s as if 

S te rn ' s comic world has become invaded by a sense of the 

in f in i te , and even by a potential darkness-which transforms our 

a t t i tudes to nearly a l l of the family. Molly Moon i s oblivious 

to the rich secret l i f e of her son, Walter, whose imagination 
•* 

about the sea runs r i o t : 
/ 

Once out t he r e , caught on" the dreadful i n v i s i b l e 
cur ren t of the ebbing t i d e , human s t reng th had no 
meaning. The voice cr ied once, for help, and the body 
began to s ink; and s inking once, i t rose once, btfice; 
but the .voice could not cry again. . . ,,,Down the re , 
under tj^ose, rol l ing liquid h i l l s , lay hul'ks of wrecks 
foundered to the i r doom before any living man was born; 
down there in the dark breathless coflntry where no man 
could l i v e , which no man a l i v e had seen, lay the 
bones of dead men wrapped in weed (ps ;80). 

Walter ft both drawn to the sea and repulsed by i t : i t i s the 
V 

source of h i s romantic dreams and of mysterious forces beyond 

h i s comprehension. Molly Moon, on the other hand, suf fers 

their annual pilgrimage to the seaside as a painful duty required 

by having children. She hates the ptfblic nature* of the beaches, 

which deprives her of control over her children, and threatens 

h e ^ D n s e 0f privacy; i f she could she would love to share her 

ch i ld ren ' s freedom of a t t i r e , but her r ep ress ive puri tanism 

forbids her any inst inctual pleasure in sun, sand and seat* 
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& Stern Juxtaposes the burled anxieties of -the mother t* the 

•• -• ' child's vision of the sea, Walter's worst fears are realized 

V 

. when another l itt l .e boy is nearly drowned and his mother, 

abandoning her habitual tight-lipped repressiveness and torpor, 

saves the boy from drowning. The reader can no longer regard 

Molly Moon as a grotesque without human feeling. "The Ebbing 

Tide" aspires to symbolism, as Walter cries alone in the 

changing room 'and tries to come to terms with his mystical 

' " experience and vision of terror; his mother oan give him no 

'.^W solace, since she has no understanding of his predicament. 

% . ; John Sommerfield's "The First Might Ashore" (fJLJL, 4, 

j 1941) contains a similar intensity of loneliness: i t presents the 

failure of reality to sustain the illusions of characters 

• .-.- released from claustrophobia, A group of sailors freshly-landed 
. ' V ': * , * - < y • 

% ' « , "in a Spanish port wander from bar to nightclub to brothel in an 

' ' . Odyssey of attempted self-gratification. The grim realism of the 

" .',' - omniscient narrator breaks out into a kind of sordid poetry as 

• » _ the characters encounter one failure after another* They are all 
/T >:; . y i • 

- \ in search of fulfilment of their various, desires and lusts, and 
all" either deliberately delude "themselves or finish the evening 

• * - j * • * . 

* i \ . ' * 'sorely disappointed with i ts events.: 
• v Now i t was. darkdjirthe purple sky glowing with the 

«, - v" „ , . radiance of tojnsands of' neon1 s i g n s , whose 
* • . • • . , r polychromatic flowers of lighUbloaaomed in so many of 

• • - the city's streets . Under th> dusty plan? trees, in 
the falsa dayligbt of the* lamps,-' mil l ions of. 

• - - . . „ ' mosquitoes danced and whine<L Doors of Mrs and cafes 
swung open and shut like rows of laughing mouths. . -All 

, . along the. dock road, men ware diving hands Into pookets, 
0 bringing but coins. -, . Each coin Was the embodiment of 

#o much aw,** t. and effort, «so much time spent etokihg 
* . • - ' ' , » 

' * ' . ' ' * ' ' ft* - -* • . 
Iftft^ftftftH • W J ~ 
>— • • m> '- ' ' » **' . •• * 

I „ . « - " J - . ' , • - « 
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and hammering, and steering, painting and trimming' 
and scrubbing, so much time working being exchanged for , 
so l i t t l e time spent enjoying (pp. 138-9)*' 

Sommerfield conveys their desperation with great sympathy. They 

are cheated of their dreams in commercial transactions which" 

parody their desires. As their drink-inspired good humour ' 

evaporates, most of them become quarrelsome or maudlin. Though 

their desire for companionship i s genuine, thay wander •". 

individually and aimlessly in pursuit of a pleasure they cannot 

attain. Unable to sustain their intermittent glimpses of the 

truth of their eondltion, they argue about syndicalism and sing 

ironic songs about their bosses, . but their rebellion ia limited 

to drinking' or whoring. Sommerfield's story, written before the ,/ 

start of the Second World War, i s an appeal for a new beginning 

and a restoration of human dignity. As a writer of* growing 

"stature, confronted with the necessity of making sense of the 
* *. 

impending war. Sommerfield "chose to demonstrate how people often 

rob themselves, -exchanging a demoralizing fantasy for the 

possibility of genuine community and companionship. * 

Many of the English short stories in Folios of New writing 

suggest that the present situation contains l i t t l e to be proud 

of; they gesture backwardsfcpr forwards to ^different sooial 

organization. Lehmann was pleased to publish Chinese ' 
*• » 

contributions which explored .similar issues in a. different 
context. One of the'most significant things about tae Chinese 

contributors to FQIIOJ Of MflrWritiM i s the sense of optimism 

they .manage to convey, even when they are exploring hUtoan folly, 

.-Unlike many of. tapir Russian counterparts in the thirties, they 
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do not try to achieve t h i s by ignoring the ind iv idua l , but by 

ce lebra t ing him and a l l h is f a u l t s in t h e ^ o n t e x t of a l a rger 

group. Thus in "Mr, Hua Wei" (F.N..W,, 3 , 1941), which i s 

t r a n s l a t e d from the?" Chinese by an unident i f ied con t r ibu to r , 

Chang t ' len^Yi c r e a t e s a s a t i r i c a l p o r t r a i t of a type thrown up 

by revolutionary struggles and wars everywhere. Mr. Hua Wei is a 

b u r e a u c r a t i c p a r a s i t e who t r e a t s e v e r y o n e e l s e w i t h 

condescension; he spends his time creating the myth of his own 

importance; 

He came in wearing a very solemn expression, and walked 
with heavy, deliberate steps, I t seemed as though all 
the s t r a i n on h i s face had merged in to t h i s awful 
se r iousness . He hal ted a t the door for a moment so 
that everyone might have a good look at him—apparently 
he meant to inspire al l with confidence and assurance. 
He nodded knowingly to hi t tself , h i s eyes on the 
c e i l i n g . Thus he l e t the humbled masses know tha t he 
recognized their presence. 

•You youn-g people requi re guidancel The n a t i o n a l 
salvation work can only be well performed when there i s 
good direction. You young people are very enthusiastic 
in your work; but you lack experience and consequently 
i t i s very easy for you to make mistakes. Unless you 
have d i r ec t i on and guidance the r e s u l t s can only be 
hopelessly bad. , , , That 's a l l I have to say to you 
to-day1 (p. 116). . 

IT 

Mr Hua i s allowed t o condemn himself by such speeches. His 

language bespeaks h i s oppor tun i sm, as he r e p e a t s , a lmost 

verbatim, the same address in one committee room after another. 

The narrator passes ho overt judgment, but clearly rel ishes Mr, 

Hua's co l lapse as he becomes hys t e r i ca l a t the end of the story 
* 

and accuses al l of plotting against him. 
i* 

Yao Hsueh-Yin's "Half A Cartload of St raV Short" ( F ^ J ^ , 
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3, 1941), which i s translated by air unidentified" contributor, i s 

an equally r e a l i s t i c expression of human f a l l i b i l i t y and 

eventual triumph. In this case the protagonist i s something of a 

divine idiot, a peasant turned revolutionary fighter who 

inspires others by his simplicity. The narrator te l l s the story 

with gentle humour, and his character's continally limited 

intell igence enhances h i s conversion to a hero and gives 

sincerity to the others' struggle against the Japanese: 

'Look,' he would point, 'how thick the wild grass i s . 
growing in the f ie lds! Eh?'. And he sucked his pipe 
profoundly, puffing out the las t part of his sentence 
with a great cloud of smoke. 'The .Japanese are the 
cause of that, Before, people could l i ve and work in 

\ peace. Then the wild grass never grew rank1 (p. '123)., 

It is difficult'to argue with patriotism as simple as this,' The 

majority of the Chinese stories,Lehmann published in his As* 
' ' 4 , 

Writing projects are concerned with the peasants' deep-rooted 
! ' i • 

sense of the land which often becomes a revolutionary force. 

The best of. the Chinese stories i s Pal Ping-Chei's '•Along 
* - » • • 

The •Yunnan-jBurma Road", ( £ j y k , 1, 194,0). In this short stOry 

the depiction of the Chinese peasants is sympathetic, realistic 

and contains a, mild undercurrent of humour; however, there is* a -

far more dpmpJex and sustained analysis of the relationship 

between individuals. They emerge as ill-educated, deferential 

,a4id acjnetipea 'envious human beings;, their knowledge i s based 

\ largely/ on .superstition or -hearsay, since few of them have 

travelled more than^a few miles from their village. Most of the 
*" * .' 

. local, officials* are very conscious of their own ignoranoe, but 
trench .they seek to disguise it by. stubborn adherence to their own 

1 % . t - • 
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original decisiOfis, in spite of 'better advice from' the road-

building coolies; This i s mainly because these off ic ials are too 

ft insecure to accept that they can be wrong. Thus, the main -

protagonist, Sanman, i n s i s t s that,the'doolies throw away rocks 

which the coolies know they will later need to surfape the road. 

The story explores Santa an's humi l ia t ion and the c o o l i e s 1 

compassionate treatment of him; they plead with the older,and 

senior df f i c ia l to re instate him, despite Sannfan's patronising^ 

att i tude towards them. All of the coo l i e s are stunned £o see 

that the senior-off ic ia l arrives without the fanfare, pomp and 

arrogance they are accustomed to from their supposed superiors. 

Clearly, the old o f f i c i a l is a gerttle, understanding produet of 

the revolution, who has no need of props to show his wisdom. He 

•appeals to the coolies' loyalty.: 

'These times do* not "allow us to'make such mistakes,' \ 
* • he continues/ 'Our,.resistance i s also'carried on in 

the,rear. Think of the thousands of our compatriots 
who are f ighting at the fronts! flow then can ahyone 
dream of personal power, or personal glory? Every drop 
of your sweat means that a stronger barrier has been 
erected to protect the l i f e of our nation. I'm also a 
workman, a coo l i e and the same as you!' (p. 58). - \ 

This i s one of the. few occasions when "official" language i s 
r " • _ -

Substituted for genuine human intercourse', and . i t marS an 

^ otherwise simple and moving story. ' Pal; Ping-Chei r e s i s t s the 

urge, to sentimentalize or -fjl.sify^the, coolies' ^understanding or 

, commitment. At .the enji-of the Story- they are unitedMn a common' 

• cause, but -their; resolve I s only tentat ive . The coolies* 

dialogue,-l ike.their Intelligence, i s sparse, but Pai Ping-Chei , 
. . » ' . . ft ' f t 

«*.. 

t*-* * «fw» *«!« 
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> skilfully conveys-their aspirations and the hierarchy they-exist 

in; he does so without breaking the flow of the narrative too 

frequently with the obtrusive .ideology or exhortations often 

contained in earlier Soviet models. * 

Like the .Chinese writers, the New Zealanders wsere -busy 

creating en infant l i terary sens ib i l i ty and exploring their 

social and cultural roots. If the Chinese often looked to 

superior Russian writers l i k e Gorki for inspiration, the New 

Zealanders turned to Great Britain, But both the Chinese and New 

Zealanders were beginning to produce something that was an 

a r t i s t i c expression of their ow'n environment and .not a pale 

imitation, of another culture, _ Lehmann looked to the New Zealand 

writers, among others, since be had been introduced to some'of 

their writing* by William Plomer, to supply, the international 

.... •'component which had been sorely-reduced by/ the German conquest of 

Bbst. of Europe, But writers l ike Frank Sargeson f e l t themselves 

to be very' i solated, particularly by the outbreak of war, and 
* 

expressed their fears to Lehmann: 

y 

*ar. • 
- t o * 
the / 

'.'. .Well, I have only a 'dead sort of feeling about the war. 
*. I hear the intellectuals out here saying we'll have 

*\ < l e t old man Europe just go to pot, get.Daroy Cresw 
,' • back from>England, accept bis mythology (even with the 

sqiell of grave-clothes on i t ) and start culture a l l 
over again out here.. But of course i t wouLdnHf work. ,' 

/ ,. . But I absolutely agree with IsherWood going* 
Without any irony I ; th ink -It 's 6ne of the most 

- courageous things I've .'heard of.13 

. . ' ' " - a ' * ' ' : . " \ . . . ' 

There i s a deceptive casuappess abbpt-everything that Sargeeon 

contributed totiohn Lehmann, a casiuilnfss which, conceals the 

artiatry thai went interne creation of hia" characters, Mtting 

<t 

t ' • • • A . . . -
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and dialogue. He manages to capture the indomitable stoicism of 

a people undergoing hard times, and yet shows their resistance . 

- under great strain. The powerful emotions and humanity are 

hidden beneath a layer of apparent unconcern,, Thus the narrator 

of "A Man and His Wife" (fJLJk, 3, 1941) relates the aberrant 

actions Of his friend, Ted, as i f they were only s l ight ly 

strange. After. leaving his wife, Ted turns to a dog, and <. 
4 

eventually a canary, for sympathy; when the canary escapes he 

gives up hi* life of loneliness and returns to his wife. The 
4 

i 

narrator implies tha,t such actions are ultimately a product of 

economic stress and that they therefore should not be Judged too 

harshly. People survive these times because they bind themselves 
-1 * 4 

tbge'ther: . . # 
* * _ * 

* It was during the slump,1 when times were bad. Bad 
-• times are different from good times,, people's habits 

'aren't quite the same. When the slump was on you 
didn't have to worry about certain things. The way you 

y dressed, for instanee. Along the street you'd meet too 
' many who were as hard put to i t as you were yourself. 

That's one thing/ther slump did, i t put a certain sort * 
of comradeship into l i f e that you don't find now (p. 
48). * • 

* *. * " s ^_^_ * 

* ft. * ' -
Sargeson's conversational style manages to obnyey the warmth of 

human' solidarity, despite the things which temporarily separate 

the characters from each other, hju^it i s also imbued .with a* 

sense of loss—a •sense that all has^chahged for the worse. This 

gift for interpreting the New Zealand enyironmedt and for making 

. wry comments about white c iv i l i za t ion "was.shared by Roderick 

Finlayson'in such stories as "The Totara Tree". XJLdiJiV '2» 1940) 
*- • ' * . 

and "A Farmer- And His Jldrse* (J5JUL, 4, 1941), 
- t, . ' ' , ' % *. 

'- 'f: * 
0 ' 

**V4>"m&,mwim*i # « . - ' * 
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The most disappointing contents of Folios of New Writin.? are 

the English sketches and short s tor ies published as a direct 

response to the war i tself; the attempt to render and interpret 

the moment seemed,' with a few exceptions, to be, doomed to 

t r i v i a l i t y or incompleteness. S.G, Watt's "Short of Men" 

(fULiLL, 4, 1941)' i s typical in this respect. The first-person 

narrator i s a bookworm, addicted to Shelley, who overcomes-his 

I n i t i a l d i s t a s t e for the army he I s conscripted in to by 

developing a tas te for the pure functionalism of a r i f l e . His 

conversion to "manhood" i s meant to inspire sympathy; th is 

character becomes, instead, unctuous affid self-congratulatory, 

- Even l e s s enticing is.Roy Fuller's "The Pig" (£JLJk, 4, 1941); 

. which purports to study the genesis of a f a sc i s t , from an, 

adolescent shop assistant to an adult obsessed with'hero-worship. 

The black humour i s forced; iFullerfs cheerful condemnation and 
» 

Ridicule of 'h is one-dimensional victim as a homicidal maniac 

suffering from schizophrenia and paranoid-blackouts is* a l l too 

convenient. I t i s as i f Ful ler only wants to f l aunt h i s 

. inte l l igence , and his hatred of Fas-cism, at the expense of his 

. writing.. * , ' 

' , • A far more humane and aesthet ical ly satisfying picture of 

v the newly recruited or conscripted soldier is- contained in Ralph 

„ ElGell-Sutton's Tfte ^eserter" (EJLiL,'1, 1940). .The narrator 

of "The Deserter" Is an unidentified soldier who observes the 

disintegration of the deserter (befope he de«erts) from a , 
v« * * ' . i -t 

< sympathetic, d istance\and revea l s the a t t i t u d e s of oth/er 
donooripts who a w e his oopcer'n. - Jhere i s no posturing, .only a 

l< ' *-: ) 

•* > 
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gradual presentation of damp grey shabby buildings whioh all the 

men share in common. Like most of his companions, the narrator 

stoically accepts these conditions, but he has enough sensitivity 

to empathise with the plight of another who cannot: 

' Then we talked about him being plumb scared of war. 
We were a l l plumb seared^of war, we reckoned. But i t 
seemed to be different with this .chap. He couldn't 
Stand anything to do with war. He couldn't stand a l l 
the men in uniform and the routine and the rifles. It > 
killed him inside and he went about in misery and awful 
fear. Everything he Saw and smelt and heard made i t 
worse, and some of us began to wonder i f i t would 
slowly drive him mad (p. 62). 

This insight is supported by the reported exchanges of the other 

soldiers , who a l l agree that he i s hopelessly misplaced;.their 

pronouncements act as a choral accompaniment to the.deserter's 

impending doom. Set against this i s the completely unsympathetic 

view of the case provided by the corporal, who represents the 

o f f i c ia l view of the matter: "'Said he was lonely . You. know. 

Lonely 'eart seeks friend. Cor blimey. Proper soft bloody 

bastard'" (p. 6£). Before the deserter i s dragged out of the 

river, his l e t t e r s t o a g ir l are read by the narrator, who sees 

through the cl iches and sedate handwriting to the tragedy and 

loneliness of an alienated individual. This understanding i s the 

starting-point of the narrator's thoughts about fate and tragedy, 

about how the war has accelerated a more general dissolution. 

-Elwell'-Sutton's narrator i s a- survivor who neverthe less 

recognizes the cruelty inherent in the war machine and ponders op 

i t s transcendent brutalrby. The mixture of dialogue, description 

.and personal /reflection conveys a far more convincing picture of 

\ 
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the i n i t i a l experience of* the war than that contained in "Short 

of Men.", This is largely because the personality of the narrator 

i s obtrusive and irr i ta t ing in the l a t t er , whereas in "The 

Deserter* i t is oompasslonate; "The Deserter" i s a genuine story 

rather than a hastily conceived sketch. 
4 

The genres that were most successful -in interpreting the 

init ia l impact of war were reflective essays," diary extracts and 

l e t t e r s . All of these genres are used to good effect in Folios 

of New Writing. Andr.e Chamson, a regular contributor to Han 

Writing, places his faith on record,In "A Liaison Officer's 

Notebook" (EJUL., 1» 1940), vhieh'la a mixture of description, 

anecdote and philosophic inquiry into the immediate significance 

Of the battlefront: 

France will endure, and with her what she represents (a 
humanity, a dignity, a lucidi ty , not absolute, but . 
exemplary) in the degree to which she saves her 
peasants. . In our country, the peasant alone I s pure. 
Out of them we make our workers, our functionaries, our 
in te l l ec tua l s , our a r t i s t s . .". The best thing I've 

' done in my l i f e Is having borne wi tness 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, 
violence and upheaval. If we are worth anything, i t i s » 

,«• only in so far as we remain, faithful to him (p. 39). , 
' i 

The problem with this diary extract i s that i t seems compelled by 

a false optimism; i t i s pretentious and desperate in I t s search 

for some source of consolation. In attempting to link the 

* virtues of-the French peasantry to the concept of "civilization," 

' Chamson ignores nls own knowledge that French-civilization does 

not amoupt £o much in 1,940. Chamson i s a man who hates war; many 

of his observation's a4e attempts to understand antfvjustify his 
/ • ' ' • • 
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patriotism and place i t in the wider context of the struggle for 

humanity. By describing the transition from peasant to soldier 

'. as an organic process, he tr ies to make the French soldier into a 

defender of culture—a culture that, has collapsed under the 

onslaught of Fascism. The quiet heroism i s an instinctual 

' attempt to salvage something from the cultural barbarism 

exhibited_by the fascists en masse, though not necessarily by the 
••ft ft 

individual German soldier. 

there i s a,marked similarity in al l this to the stance taken 

by George On*ell in his essay "My Country Right or Left" (FjJUU 

2, 1940), whioh i s a far more successful piece of writing, 

Orwell, of course, trots out his favourite scapegoats, the 
V « » 

• intellectual left , and accuses them of scoffing at the militarist 

tradition of the English middle-class when they have nothing to 
• * " ' , * i * " f t . " 

replace i t w-ith. He sees the internationalism of many of the . 

English left as a, pale substitute for genuine patriotism, which 

can,' i f i t i s properly harnessed, be turned into a useful 

instrument for'winning'the war against Fascism and thus for 

V ^ , winning the peace for a new Socialism. As usual, he proceeds 

• from his own quirkisH memories of the First World War to 

generalizations about his generation and complaints about the 

.government for neglecting to employ his serviees. The most^ 

striking thing about'his essay i s his definit ion of English 
pa trio t i 

*•: 

Patriotism has'nothing to do with conservatism. It i s 
devotion to something that i s changing but la f e l t to 
be mystically the same, I l k a the devotion of the ex-
White Bolshevik to Russia. To be loya l both to­

ft^ 
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• Chamberlain's England and to the England of tomorrow 
might seem an impossibility, i f one did not know i t to 
be an everyday phenomenon. Only revolution can saye 
England, that has,been obvious for years, but now the 
revolution has Started, and i t may proceed quite 
quickly if only we can keep Hitler out (pp. 40-1). 

It i s clear from this essay that Orwell's capacity to take things • 

personally—even a war—has not diminished. . He i s correct, 

though,' in asserting that many of his contemporaries felt,, cheated 

by being too young to. participate in the First World War. This 

•notion receives support in such biographies as Christopher 

isherwood's LIQM .and Shadows, MacNeice's Theforlnga Are False 

and Spender's World Within World. In this respect Orwell manages 

to capture and convey the mood of a generation. Many of, his 

essays and much of "his Journalism of the 1930s and 1940s 

demonstrate that he i s a representative figure of hi* age. 

Consequently, "My Country Right or Left" has an emotional appeal 

and a veracity which i s absent from Chamson's "A Liaison 

Officer's Notebook." Orwell's disillusionment with this new form 

of patriotism and his recognition of the threat of universal 

totalitarianism later moved him to write 1QBM. In this essay he * 

cap quite cheerfully acknowledge the possibility that the London 

gutters w i l l have to run with blood before any po l i t i ca l 

salvation will be attained. His fluctuations between individual 

anarchism, revolutionary fervour,, and adherence.to a mystical 

vis ion of an organic evolution of the British po l i t i ca l system 
r 

take place with startling speed. Moreover, he has lost none of 

hia taata for inventive against those who do not share his 

opinions. 
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John Lehmann chose Jto use the epistolary form for his own 

more-.personal reflections wi the significance of war; .there are 
y r • * • > i 

C *» 

- -several points of inteh^e-ctlon between his comments as an editor 

.and those of the creative writer. He draws analogies between the 

withdrawn! of the' 1pman legionaries and the plight of Britons 

awaiting' the invasion of the twentieth-century barbarians.. 
* 

Primarily, though, the "Letter to a Friend at Sea" (F.N.W., -4, 

4 y ' -
1942): assert* the interdependence of personal friendship and the -. 

creative prooeas; Lehmann considers that culture and value will 

be kept alive by recognizing that friendship and art are the only 

things left worth fighting for: 
V 

It. i s friendship tfcat can give dignity and meaning to 
* our l i v e s now, while we accept and enduref what we 

cannot alter. It i s poetry that can sustain our belief 
in the l i f e of the spirit , and keep the whole landscape 
of existence before our eyes when the disorder and 
frenzy of the present i s driving us into^one corner of 
i t . When we suddenly grope in bewilderment before the 
awful no-saying of war, . . . (p. 173)» " * 

One f e e l s almost a sense of trepidation in evaluating a l e t t e r ^V 

l i k e t h i s . I t j l o e s provide a very poignant expression of 
it 

Lehmann's state of mind; while the private man was trying to cdpe 
* ^ ^fr*a 4 

with a great personal loan, the wri ter was turning th ia 

experience into a universal statement of qualified hope* This is? .' 
only briefly marred by the resort to a atook image of the 

V - -
thirties contained in the phrase "the iron groove- of**this time's 
necessity" (p. 178). 

v 
One of the major differences between the Second World War 

and the First was that the entire oivilian population of Great 

Britain became involved in war and threatened.by violent death 

J*-* 
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from bombing. Total war produced i t s c i v i l i a n c a s u a l t i e s and 

c iv i l i an nr/roes, and some of the contributors to Folios of New 

Writ ing and l a t e r Penguin New Writ ing focused on t h i s new 

phenomenon. Thus B.L. Coombes widened h i s usual range of 

i n t e r e s t s in "Sabbath Night" (EMILM*., 2 , ^940) and wrote about a 

small group of volunteer ambulancemen, coping with the threa t of 

ra ids . The dialogue between the men i s mostly about the need for 

s o c i a l r e c o n s t r u c t i o n a f t e r the war. All of the c h a r a c t e r s a r e 

v par t of a small, c lear ly defined community in which there i s the 

occas iona l h in t of c l a s s t e n s i o n between the b e t t e r - e d u c a t e d 

insurance agent and the r a i lway workers. "Sabbath Night" i s an 

approach1 towards what Lehmann c a l l e d the new repor t age , t h a t 

vh ich con ta in^ more of t h e w r i t e r ' s - p e r s o n a l i t y and l e s s 

r e a l i s t i c descript ion simply for i t s own sake. There is- l i t t l e 

or no d is t inc t ion between Coombes and his f i r s t -person narrator , 

who argues with the o the r c h a r a c t e r s about" the c r i s e s of 

c i v i l i z a t i o n and o f fe r s h i s own s o l u t i o n s . L i t t l e enough 

happens—a few bombs are dropped which cause minimal damage, but 

what i s i m p o r t a n t J .s t h e t o n e of p a t i e n c e an.d s h a r e d 

responsibi l i ty evident in ' the community. Occasionally, Coombes 

provides g l impses of h i s v a l l e y ' s beauty and of histown deeper 

re f l ec t ions : . £ 

When evening shaded the va l l ey . I closed the windows 
and fastened the shut te rs . That action made me rea l i ze 
how history i s continually being repeated. I f e l t sur.e 
that two -hundred years e a r l i e r another man had fastened 
t h e same s h u t t e r s and been g r a t e f u l for t h e i r 
p r o t e c t i o n a g a i n s t the highwayman; and now, on t h i s 
Sunday n igh t , I was glad of t h e i r cover and the f o r t ­
l ike strength of tha t roadside house because 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 i s evident in such pieces as Henry Green's "Mr. 

Jonas" (F.N.W., 3 , 1941),- which i s q u a l i t a t i v e l y and 

imag ina t i ve ly d i f f e r e n t from "Sabbath* Night." Green's 

impressionistic and, at times, surreal is t ic style is an admirable 

jnediiyn for conveying the limbo world of night f i r e - f i gh t i ng . 

For once, the form of his wri t ing i s superbly matched to the 

content in a way tha t i t i s not in a novel l i k e Party Going. 

Almost every sentence i s a complex mixture of statement and a 

se r i es of clausal qua l i f i ca t ions which depict the rapidly 

shif t ing perceptions of tne f i r s t -person narra tor . in New 

Writing jn Europe, Lehmann suggested that Green* was sometimes 

guilty of "abstruse mannerism"^; this is patently not the case 

in "Mr. Jonas," where the prose rhythms aspire to a form of 

poetry that approximates the objective reali ty described. ' First 

there i s a .series of poetically charged images which' arise from 
4 

the sight of the water from the hoses descending onto the flames, 

and then there i s the individual ' s pr iva te react ion to the 

, I t was aar though the three high fountains which, 
through sunlight, would furl their flags in rainbows as 
they fe l l dispersed, had now played these up in to a 
howling wind to be driven, to be shattered, dispersed, 
no longer to f a l l to sweet rainbows, but in t6 a cloud 
of steam rose-colouned beneath, above no wide water-
l i l i e s in a pool, but into the welter of yellow banner-
streaming flames. . P > 

Accustomed, as a l l were", to s igh ts of t h i s kind, 
there was not one amongst us who did not now, feel 
withdrawn into himself, as though he*had come upon a 
place foreign to. him but which he had been aware he had 
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to v i s i t , as if i t were a region the condit ions in 
which he knew would be something between l iving 'and 

* dying, not, that i s , a web of dreams, but rather such a 
f ron t i e r of hopes or mostly fears .as i't may be in the 
destiny of each, or almost a l l , to find, betwixt coma 
and the giving up of l iv ing (pp. 11-12). 

The condition described i s not only tha t of the response to an 

enormous f i r e , but i s a l s o a venture11 i n t o the c r e a t i v e . 

^ unconscious, a search for images and symbols of enough resonance 

S to carry the burden of verisimilitude. Much of the irony.- of "Mr. * 

Jonas" i s t h a t the man himself says~nothing; He i s an anonymous 

f i g u r e t e m p o r a r i l y caught in a maels t rom. H ^ personal 

ins ignif icance i s imp l i c i t l y celebrated in the heroic and 

successful at tempts to bring him out of t h i s nether world of 

flame, smoke, debris and descending water: 
> 

When the other crew took"]Dver we had fought pur 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, apparently 

" unhurt, but now in all probability Suffering from « 
shock, had risen, to live again whoever he might be, 
this Mr. Jonas (p. 17). ' 

becomes^ Thus Mr. Jonas becomes^fche focus for a deeply f e l t compassion 
f about al l human l i f e ; he i s the Everyman, the innocent'bystander, 

caught up in forces and ptrugglesytaeyond his comprehension. 

Green manages to make his descr ipt ion of the Bli tz in to a 

complex statement about human heroism; a t the same time he 

s t a r t l e s the reader by his constant change of pace in h is prose 

rhythms. What dialogue there i s i s a stream of t e r se commands 
' a 

issued by one fireman to another. But the in t ens i ty of Green's 

aesthetic and psychological insight is projected from the human 
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onto the material objects which surround the stfene. Dialogue i s 

therefore redundant. All the. four elements'become possible 

sources of death rather than solace; consequently humah bravery* • 

l i g h t s up t h i s limbo'world of darkness. "Mr. Jonas" transcends 
1 « 

v the fohmer boundaries of reportage and provides a model by which^ 

to judg6 a l l other attempts in Folios of New Writing to interpret 

the significance of war. 

Folios of N̂ w Writing was, as Lehmann intended i t to be, a " 

- place where new and old writers could continue to experiment with 

t he i r c raf t and in the process reveal perennial human concerns ' 

and examine values which could provide a basis for*a new society 

after the war. They achieved this experimentation in a variety 

of ways, by exp lo r ing a range of i n s t i t u t i o n s and humarr 
v 

r e l a t i o n s h i p s , by e x h i b i t i n g i n d i v i d u a l react ions ko the 

philosophy behind the war, to recrui tment or conscript ion in to 

the array, and to the experience of c i v i l i a n mobil izat ion in to 

communal responsibi l i t ies and duties rarely seen before. There 

i s also a recognition that certain changes in the class structure 

of England are taking place, t ha t for be t t e r or worse post-wir 

society can never hope to be the same. The major distinction i.n 

scope between Folios of New Writing and New Writing and Daylight 

was t ha t .the l a t t e r was a conscious attempt" t o search for a 

common European culture by mixing primarily English, Czech and 

Greek contributions. Folios -of New Writing was far more eclectic 

in that Lehmann was clearly casting far and wide for anything of 

l i t e r a r y value. I t i s qu i t e possible to see Folios of New 

Writing as a necessary preparation for the u l t imate ly far more 
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ambitious prppe-ftt of Penguin New Writing, In whieft hew, and old 

contributions were printed and disseminated to- a genuinely mass 

* audience. #. 
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PayliRht and Hew Writing and Daylight 

Daylight was born in 1941 when John Lehmann and J i r i Mucha, 

an exiled Czechoslovakian wri ter , - convinced each other of th.e 

need for -a magazine, in which work by "free" Czech^ Polish and 

Slovak writers could be published, together with that of English * 

writers. I t differed from Penguin New Writing in that i t s aim 

was to es tab l i sh a kind of "European dialogue, an exploration of . 

the shared cultural beliefs of many of ,the European nations,* I t 

was not planned as an exercise in cosmopolitanism, but as a 

serious examination of a European tradit ion, an. examination which 

would .recognize the, individual flavour of i t s participants,, and 

yet draw broader conclusions and analogies wftere appropnia\e« » 

Thus a considerable proportion of Daylight, and la te r New Writing 

and, Daylight, was, to be given over to c r i t i c a l a r t i c l e s on 

l i t e r a t u r e and many of the o ther a r t s . , In a d d i t i o n -to 
* ^ * 

imaginative work by writers of disparate nat ional i t ies , a large. 
-* . ft­

ps r t of New Writing and Ba.vlig.ht was devoted to c r i t i c a l 
4 

discussion of this kind. 

Ther major distinction bptween Davltght and FolioS of New 

Writing w^s that the former had a coherent philosophy as opposed 

to- the de l ibera te eclect ic ism of the l a t t e r . Folios of New, 

Writing existed to supply a forum for any qreat ive wr i t e r s 
* <* 

* 
, i 
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Lehmann .could a t t r a c t ; Pav'light was o r ig ina l ly intended to" 
» - i 

concentrate .on publishing foreign writers, particularly those*in 

ex i l e in London. When these two ventures were amalgamated to*' 

form the new magarzine NSW VrjtinK and Daylight— which appeared in 
seven voluro'es between 1942 and 1946—Lehmann began to see far 

more c lear ly tha t the essen t i a l f ea tu re of New* Writing ahd. 

Daylight was an asse r t ion of'a European cu l tu re which d i rec t ly 

challenged the versions offered by the Nazis and, increasingly, ' 

by the Soviet Communists.* French cont r ibut ions to - th i s debate 

were serious.ly curtailed, 'until the l iberation of France; Lehmann 

leaned heavily on the serviLces of h is two l i t e r a r y colleagues 

J i fa Mucha, for Czechosl'ovakian cont r ibu t ions , and Demetrios 

} . r 
Capetanakjs, for Greek ones. „ - ' L, 

New Writing ancKDavlight became more'esoteric as one volume • 
^ ' - * '. 

succeeded another. The synthesis of the a r t s tha t Lehmann was 

trying, to achieve by mixing a r t i c l e s on„ballet , a r t , t hea t r e , 

film and l i t e ra ture was occasionally reduced to the mere process 

of placing a r t i c l e s side by side in the hope tha t they would' 

illuminate and 'supplement eadh othefl| .This*"synthesis was .also * „ 

threatened by the disparateness of the nat ional i t ies he included 

in the magazine. Lehmann attempted to re inforce t h i s sense of 

Mikity by his own editorial forewords and by the introductory "In 1 

Dayiight" in the l as t two volumes, which sought to explain some' 

of his choices. Nevertheless, many of the a r t i c l e s on thea t r e , 

ba l l e t and a r t were ;Werly technica l , ahd could on.ly be of 
* * * m 

i n t e r e s t to s p e c i a l i s t s in those f i e l d s . In his autobiography 

Lehmann described his 'desire to find the kind of c r i t i c who could 
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e x p i r e his chosen ar t form in a way that-|ras creative; he" wanted 

a c r i t i c whose sensitivity was so attuned to the work of his time 

that he could,in?pinfe work by other a r t i s t s : 

/ 
. . . the poet or poet-novel is t whose in t e l l igence Is v. 

^ constantly exploring the philosophical raison d'etre of 
" h i s a r t , t e s t ing his conclusions by examining them in 

r e l a t i on .to the great a r t i s t s of the past or h is more 
formidable contemporaries, the writer with a bent for 
constructing, systems out of the ideas which have f i l led 
his own mind for the time being; who i s miles apart 

• from the pedantic c r i t i c awarding marks and arranging 
schools t or the clever talker-cri t ic , with nothing new ; 
t o say . . . G o o d * - t h a t i s , s t i m u l a t i n g and 
pe r s t i a s ive - -ph i losophe*r -poe t s of, t h i s* kind are 

' unfortunately r a re . . . 

When he. wrote t h i s Lehmann c lea r ly had ' in mind his friend 

Demetrios Caoetahakis, an exiled Greek wr i t e r and philosopher, ' 

whose work Appeared a t regular i n t e rva l s in New. Writing and 
1 4> v 

Daylight. More than any other contributor, Capetanakis sought a 

philosophical system which could be applied to w r i t e r s , and by 

which their value could be defined. Lehmann also published other 

c r i t i c / a r t i s t s l ike Ed'wih Muir, Keith Vaughan and Edith Sitwell 

when he believed they were working along parallel l ines. 

The attempts to form philosophical systems and to apply them 

in MM Writing and Daylight often provided i n t e r e s t i n g new 

'approaches to individual a r t i s t s , but frequently blurred the 

d i s t i n c t i o n s between these w r i t e r s . On a broader scale these 

attempts often Ignored the distinctions between national l i terary 

' t radi t ions; i t was only after the Second World War that Lehiftann 

rea l ized the hopelessness of t h i s approach. Lehmann c lea r ly 

believed that the presence of so many foreign a r t i s t s in exile in 

London was an unprecedented opportunity to c rea te a European 
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a r t i s t i c consensus; he was ' un rea l i s t i c a l i y sanguine in t h i s , 

respect. 

I n i t i a l l y , the focus of many of the essays in Daylight was 

on the re la t ionsh ip between**the individual imaginStion and the 

v s t a t e . Unler both Fascism ari'fl-Communism the in tegr i ty of the 

individual art ist ,was assailed by dogmas about his asefulness in 

relation to the* temporary needs, of the state. Once i t was clear 

that the fascists were losing the struggle for European hegemony, 

Lehmann beggn to see his major task as the defence of the a r t s 

a g a i n s t the p h i l i s t i n e s a t home. These included those 

j o u r n a l i s t s who hoped the war would produce poets who shared 

Rupert Brooke's pa t r io t i sm, and the c iv i l i an and mi l i t a ry 

bureaucrats whose importance had been increased by the war. This 

was evident not only in his forewords, but also in his analysis 

of current European and Br i t i sh l i t e r a t u r e in his a r t i c l e s 

enti t led "The Armoured Writer," which appeared in volumes 1-5 Of 

New Writing and Daylight, 1942-4M. In addit ion, he frequently 

drew.on the services of Stephen Spender for s imilar purposes. 

When Lehmann published a great deal of Greek and Czech material^, 
# 

he did so partly with the idea of examining the elusive European 

cul ture h£ was looking for, but also because he f e l t i t would 

provide al;1!*^ to the "Russian frame of mind. This was crucial t o 

him, as-the mutual suspicion between the West and the Soviet 

' Union led to cu l tu ra l incomphr*ehension and a l l the p o l i t i c a l 

ramifications that*this produced. 

Lehmann believed in New Writing and Daylight as a bridge to 

l ink cu l tu res , j u s t as he believed in- New writ ing and l a t e r 
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Penguin New Writing as a bridge to link classe^. As New Writing 

and Payljgfrt proceeded, Lehmann expanded his concept of what he, 
* 

as an editor, could do for the ar ts . The logical consequence of 

this was that he eventually dissolved New Wrjting and Daylight 
. , j — • • 

and created the magazine Orpbeus in 1948, which was to be 

unashamedly highbrow and specialist . 

N6w Writing and Daylight' became a testing ground for a great 

deal of a r t i s t i c criticism. If a particular ar t ic le was seen to 

• have a" wider appeal than Lehmann had an t ic ipa ted , then i t was 

reprinted l a t e r in Penguin New Writing, where i t could be 
t 

guaranteed a greater readership. Apart from the work of 

Capetanakis, Spender and himself, Lehmann frequently included 

short s t o r i e s by JiKi Mucha, which, taken collectiv-ely, f<urm a 

fascinating picture of the psychological development of a Czech 

"4. * 
i n u t i l e during the war. The other regular features of New 

Writing and Daylight were the section entitled "Voices From All 

Fronts," which was a symposium of reportage, Short s tor ies , and" 

poetry provoked by various d i rec t experiences of the war; B.L. 

Coombes* "A Miner's Record," a piece" of autobiographical writing 

which was abandoned after three appearances; a section entitled 

"Theatre ajyf Cinema" or "Theatre and Ballet* and, increasingly, 

l a rger amounts of space devoted to the considerat ion of the 

visual ar ts by numerous practising a r t i s t s or respected c r i t i c s , 

together with picture supplements to many of these sections; 

None of the volumes of New Writing and Daylight managed to 

capture completely the philosophic cohesion that.was evident In 

Pavlight. when DayliKht merged with Foilos of New. Writing., the 
* 

r 

i t 
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disparateness of many of the individual contributors was more in 

evidence than the common ground which^they were supposed to 

share. Lehmann -ul t imately fa i led in his broader design of 

defining a common tradi t ion of European .culture. The 'experience 

of his continental contributors differed substantially from that 

of their English counterparts. What was le f t was €he assertion 

that each national t radi t ion was independent, though linked by. a 

common struggle* against to ta l i tar ianism. ' Nevertheless, Lehmann,, 

succeeded in publishing a number of exce l len t .short-'lallto.ries' by, 

William Sansom, Mucha and Strachey, some significant poems, an 

occasionally a penetrating"article -or piece of cri t icism. " < 

The reviews of PayJliBht aiJP* New Writing and Daylight were 

encouraging. Many of the reviewers commented on the»,new writers, '-

particularly the Greek and Czech ones, that Lehmann introduced. 

Michael Roberts' review of Daylight in The Spectator , in 1942,' 

drew p a r t i c u l a r a t t en t ion to M. .Avord's "The Wri ters of France 

Today," which suggested a sickness in some French l i t e ra tu re , a 

„defeatism and almlessness which was shared, in Roberts' opinion, 

*- by some of the con t r ibu to r s t o Daylight. Nevertheless, h l s t 

V -
overall impression was favourable: 

In recent yea rs , several very worthy efforits have 
been made to restore the l i t e ra ry periodical to popular 

"favour hy presenting i t as a book. The l a t e s t venture 
of' the- .fogarth Press, Daylight., bears some resemblance 
t o New W r i t f o g : but a l though i t has the same 

. geographical openmindedness ( c o n t r i b u t o r s ino lude 
. French, Greek, Czech and Chinese w r i t e r s as well as. 

* British?), i t s po l i t i ca l , f lavour i s somewhat l e s s t 
- > pronounced, and some intj.fresting new names have been 

- ; added to the .familiar l i s t of contributors to t h i s type 
• .- of publication.2 
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*Once ^Jjojai.a.nd.f ffUos of,MfrwrHrtt^m^^^gaa^ted to form 

New. Wrjitlntf 'ajld . Ddvjlftht , there, wi* am, ocjMsiohal nefce of/ ; 

exasperation mlxed"wit?h ^hfe»#yalset as review>fS^struggled t o 

understand the r«tion%le for^L^h^ann^s^^^picesC^-FFancls Graham- \ 

Harrison's review of New Writing and pevlj-ght;' J fVin The 

Spectatpr, in 1942, showed, he «es clearly baffled by the absence 

of any explanation from;,Lehmann as to why he ofedse the " 

contributions he.did:. \ yj". . ; ^ . 
• • • ' . • - - * *• 

. , . . a n d thou-gh the contributions from abroad hav'e 
, been Almost as'uneven in merit as thd^Se ̂ fronf 6reat 
* Britain; ^nd though our gratitude .Iras oft*nr peen 
^tempered "by bewilderment at the l imi ta t ions of ah 

«* * -editor who. eouid' be the*f i r s t to -print .Sartre in 
." \ English but was usually content to give us one-more, 

s tory by" Chamson, i t would be s i l l y to Understate -thje., 
value of Mr. Lehmann's work. r With an ever-growing 
in teres t t in the way of l i f e and the . l i te ra ture of our 
a l l i e s , i t i s natural. tha*t yew Writing should^fy; to . 
extend' this side of i t s policy. " - ' . 

Though the, Czechs and -the Greeks * s t i l l predominate^-
as in the f i rs t volumVof laxUsbAr I *"*• that future ; 
volumes ^ ,11 introduce" ujs. to the.young wri ters of'fcfHU 
other a l A d ndtion-s. ^Tmr̂ eitiriojgs -absence of American.. 
writers fps always lef t a%gap, perhaps deliberate4! in-< > 
Mr. Leh#ann«s .geliery.- . * ". This, i s odd atf£ 
unfortunate, since-American s to r ies and poems can'be„V 
reproduced intact "in an English": periodical with none of ' 
the inevitable loss attendant on translation: -'Here i s '< 
a field for Mr." Lehmann's enterprise.^ 

\ 

N The story referred to in ihe-qUote i s tfean fe-Ul Sartre»s. "The 

- Room* <JU3L., n.s., 2, 193*3, fffriohr wa*;t^,ans;^ated-by dota JSodker. 

.-> . Lehmann's problem was that lie cbuld fcarely get^access to French 

or American stories of thjL# soalittf ^iirinf the war* His problem 
» - • > - • . •» ' * . , ' , 

was exacerbated by. the faci-thatftftJ^erioshi contributors were used 
* -.-' *.' " \ •> » " 

to much higher fees for their work than he cbuid- afford.- He did 
' * , 7 . _ " « . • • ' <• 

- ^ manage^ however, to publish a number gbf talented American writers 
- .* 

f-
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in the post-war volumes of Penguin New Writing. 

I t was c h a r a c t e r i s t i c of many of the reviewers to pra ise 

Lehmann's e f for t in keeping l i t e r a t u r e a l ive during the war 

y e a r s , .Equally p r a i s e w o r t h y were the e f f o r t s of h i s 

contemporary, Cyril Connolly, the ed i to r of Horizon. Lehmann 

described his relationship with Connolly during the war years as 

one of friendly rivalry.4 One of the features that distinguished 

Lehmann's magazines from Horizon was his range of international 

in teres ts . His attempt to bring so many nat ional i t ies together 

in one magazine was a constant source of comment-among the 

reviewers . One reviewer wr i t ing under the i n i t i a l s W,P,M. for 

The Dublin Magazine in 1947, complimented Lehmann for this aspect 

of New Writing and Daylight: "There can be no doubt of the value 

of the work which John Lehmann has undertaken in a world of 

international suspicions and warring ideologies."3 

Dayjight contained wr i t i ng by many of the people who were 

most.closely associated with New Writing, and Daylight, and there 

i s a s t r iRing s i m i l a r i t y ' between the ideas and t e n t a t i v e 

conclusions reached in three essays by Stephen Spender, Bex 

Warner and John Lehmann, ,Spender, argues in h is essay "To Be 

Truly Free" (Daylight," 1941) that the chief requirement of ar t in 

a t o t a l i t a r i a n country i s t h a t i t does not ask ques t ions , and, 

consequently, i t becomes propaganda. The essence of a l l a r t and 

culture i s experimentation, which keeps minds open and offers the 

possibil i ty of development. Thus, in the long run,' to ta l i t a r ian , 

count r ies a re l e s s adaptable ; t h i s i s the major advantage the 

western democracies have over the apparently far more efficient 
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war machine of ' H i t l e r ' s Germany. ' Spender presents a new-

definition of liberal individualism, one which is clearly derived 

from his left-wing viewS of the th i r t i e s , but eschews the narrow-

minded fanaticism that the problem of seizing and maintainin-g 

power imposes on the communist: 

I t may be objected tha t I am upholding an old-
fashioned l i b e r a l individualism. This i s t rue in the 
sense that I believe that individuals are the carriers 
of such universal t r u t h s , a s are avai lable to every 
separate human being. I do not believe, however, frhat 
cer ta in individuals are the personif ica t ions of the 
will of society, or arev entitled by binyh or ingenuity 
to exploit their fellow human beings. 

What I believe i s tha t educa t iona l i s t s , a r t i s t s , 
p r i e s t s , 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. 

* 
' So a bel ief in the t ru th and d is in te res tedness of 
f our culture is not an argument for the individualisms 

of a small minority; i t i s a powerful argument for^ the -
liberation of a l l , so that they may have the chance to 
become Individuals. The long term conditions .of human' 
l i f e , the t ru ths at the back of re l ig ion as much as of 
science, should be rooted as deeply as possible in the 
l i ve s of a l l men. Good education, decent l iv ing 
c o n d i t i o n s , equal o p p o r t u n i t y , l e i s u r e , ape. the 
essentials for the culture of a free people.6 

This explanation of Spender's hew credo i s far more revolutipnary 

than I t appears on the surf-ace. Measured by t h i s yardst ick, 

English and indeed continental society had fa i led lamentably 

between the wars ^nd invited in the fascists who took advantage 
4 ' • ' 

of this failure. 

Rex Warner's "The Cult of Power" (Daylight, 1941) pursues 

this analysis further and suggests that what i s different about 

the Fascist regimes is not the worship of violence and power, but 

the introduction of the leader principle. Warner suggests that 

.*_, '* 

2.00 

\ 
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the y io jent rebe l l ion of the individual was often perceived-as 

heroic , even if i t was a n t i - s o c i a l , and was doomed to f a i l u r e 

because the individual was-disrupting the essential s tab i l i ty of 

the community. The legacy of- the l a t e nineteenth and early 
' * * f » * 

t, ~ 

twentieth century was the destruction of such dimly-understood^ 

yet t ac i t ly -accep ted notions as "God," "Necessity," "Law," and 

the "Social Conscience." A succession -of moral anarch i s t s , 

s o ^ t i m e s for the purest of motives, had destroyed the general 

ideas which had supported society and l e f t no credo to f i l l the 

moral vacuum. The examples Warner gj-Jres of writers and thinkers 

who have contributed to t h i s process include Plato and D.H. 

Lawrence. Warner c i tes th'e ra t ional is t revolt against religion, 

the socia l i s t revolt against the hierarchy of the s tate , and the 

revol t of the w r i t e r s and a r t i s t s of the "ivory tower" against 

Society at large as al l responsible for th is tendency. Thus, new 

leaders and rebels were forced to provide a new myth and become 

godheads for t h e i r supporters.^ the r e s u l t of t h i s was Fascism. 

Warner's a r t i c l e provides a sketchy but nevertheless compelling 

account of the moral and philosophical dialect ic which prepared 

the ideological soil for the r ise of Fascism. He draws with ease 

upon l i t e r a r y examples l i ke Faustus, Oedipus and Macbeth to 

support his primarily poli t ical .thesis. Like Spender, he hoped 

that the peace would establish a society which would prevent the 

widespread manifestat ions of the anti-human, irrat ional forces 

that l i e a t the core of Fascism. The major f a i l u r e of the 

British lef t between the wars had been i t s inabil i ty to produce a 

v i r i l e , as opposed to a sentimental, definition of community, one 
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liSKhco whi#h cpuld r e s i s t the powerful "forces unleashed by Fascism: 

,/ There i s no loqger any t a l k of g e n t l e n e s s , of 
international good will an/i'the l i ke . The armed people 
confront the world with an independence and v i r i l i t y 
tha t scorns such weak not ions . Yet among themselves 
there exis ts a "real" brotherhood, 'as dis t inct from the 
s e n t i m e n t a l p r o f e s s i o n s o f t h e p r i e s t s and 
in ternat ional is ts , a bi^otherhood in arms. 

Mere r e i t e r a t i q h of European idea l s o# universal 
love and j u s t i c e w i l l cut no more ice a f t e ^ t h i s war 
than they did in the time of D.H. Lawrence. Life w i l l 
"desire to assert i t s e l f within narrow and constricted 
bounds r a the r than to be swallowed up in the"empty 
sands of unfu l f i l l ed promises and g e n e r a l i t i e s t ha t 
have no appardtr t 'appl icat ion. . . . The only reply to 
the cult of individual or racial power*.and violence i s 
the a c t u a l p r a c t i c e of g e n e r a l j u s t i c e , mercy, 
brotherhood and understanding (pp. 70-1). 

The armed people Warner describes are the fascis ts ready to seize 

power afcross Europe. Such events as the Spanish .Civil War had 

demonstrated the-fragmentation rather than the unity of the le f t , 

whereas the f a s c i s t s had already demonstrated a successful 

^ brotherhood ih arms. . 

Warrier had t r ave l l ed a long wdy from the s u p e r f i c i a l i t i e s 

and g l ib revolut ionary so lu t ions he offered in h is novel, th& 

Wild goose Chase. His a r t i c l e shows his maturation as a writer 

and his comprehension of the complexities involved in solving the 

p o l i t i c a l problems' of the 1940»s, q u a l i t i e s which are equally 

reflected in his early wartime novel The. Aerodrome—a novel that 

is" arguably-his best. Any socia l i s t solution would f a i l , Warner 

believed, i f i t neglected to take into account the urge for power 

and to counterbalance i t with ac t ive as opposed tp passive 

championing of humanitarian principles. 
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' , . , - * y 
In his a r t i c l e , "The Heart of the Problem" (Ravlight.' 1941), 

Lehmann implicit ly concurred with many of the conclusions drawn 

by Spender and Warner. Lehmann drew a t t e n t i o n to t h r e e reqenf 
T i * 

novel.s, For .Whom the Bell To l l s , Darkness a t Noon ahd Franz 

Hoel ler ing 's The - Defenders , a l l of which dep ic t ed t h e 

consequences of p o l i t i c a l power e,xerois£d i n a moral void. In 

addition, he „argued that despi te b r i l l i a n t minor fragments--of 

which he gives no examples—the t h i r t i e s wri ters had failed" "to 

give thei r work that final imaginative'intensity which has always 

been the c h a r a c t e r i s t i c of great a r t " (p. 137). Nonetheless., he 

believed tha t these three novels were po in te rs along the road 

tha t the w r i t e r s of the f o r t i e s would have to explore. To be a 

European was to be conscious of a pol i t ica l machine that had gone 

out of con t ro l . I t wast the ta£k of the European a r t i s t to 

express t h i s with the-^intaginativs i n t e n s i t y " tha t Lehmann was 

s eek ing , o r ' j to c r e a t e a l t e r n a t i v e s t a t e s . o f existence or 

understanding which could be measured against th is . As part of 

th i s new approach to cri t icism Lehmann argued for an ' intel lectual 

honesty about the fail ings of the t h i r t i e s wr i te rs , among whdm he 

included himself. In."The Heart of the Problem,*' t he re i s also1 

*an i m p l i c i t recogni t ion t ha t he had often been responsible for1 

encouraging th i s satisfaction with unfinished fragments: 
* . • s 

I t i s d i r e c t and painful experience in ourown f lesh 
and nerves of the r e s u l t s of past mistakes, of s l i c k 
and shoddy thinking and agreeable s e n t i m e n t a l i t i e s , 
which i s leading us, both a r t i s t s and audience,, to 
s e a r c h f o r a d e e p e r and more c o - o r d i n a t e d 
i n t e r p r e t a t i o n * of t h e wor ld we l i v e i n , an 
interpretation which* <by helping Us to understand i t s 
nature with ,the X-rays of the poetic imagination, will 
make i t possible for us to adapt ourselves to it,—and 

'N 
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finally dominate ffc (p. 137). 

One r e s u l t of t h i s soul-searching was the urge to ransack. 

the past for a r t i s t i c p a r a l l e l s which' could be applied to the 

present impasse and to explore where the current a r t i s t s stood in 
» 

terms of t h e i r own nat ional t r a d i t i o n s and the wider European 

t r a d i t i o n . Thus V.S. P r i t c h e t t ce lebrated Hasek's The Good 

. Soldier Schweik in his a r t i c l e "The Undying Schweik" (Daylight^' 

1 " 19*»1): 

He began as a symbolic f igure of the, pa t i en t and 
i r r e p r e s s i b l e Cz-ech s t ruggle for freedom. . . . Then 
with the present war Schwerk's pat r io t ic significance 
has returned, and al30 he has become t h e r i d i c u l o u s 
hero of the muddle of wartime bureaucracy and military 

, d i s c i p l i n e . Before, h is opponents were merely the 
German and Austrian Empires; now as he carelessly plays 
into the hands of the secret police, congratulates his 
gaolers on t h e i r ef f ic iency, pleads gui l ty on -a l l 
charges before he has been to ld 'what they a re , and' , 

, makes enthusiastic gestures of approval of his tyrants, 
he devas ta tes a whole system and philosophy with h i s 
simple smile (p. 160). 

Schweik becomes the nonconformist clown who subverts ,all#systems 

by agreeing to everything wholeheartedly, in the process exposing 

the p o l i t i c a l system for what i t i s . He offers a version of 

•comic rebe l l ion which perpetual ly rfctains i t s a t t r a c t i v e n e s s , 

regardless of the reader's national origin. 

Daylight's major claims to creative significance were in the 

poetry of George Seferis, Vite^zslav Nezval and Pavfd Gascoyne and 

in.Norman Cameron's t r a n s l a t i o n s of Rimbaud. Moreover, there 

were two noteworthy short s t o r i e s Submitted by the Czechs J i r i 

Mucha and Egon HostoVsky. Both of these explored areas of human 

feel ing which were to become constant themes of many wartime 

t--. 
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short s t o r i e s . J i r i Muchs's "The Twelfth Dav" (Davli}ghtt 1941). 

i s l i t t l e more than a cbiw^entiortal war t ime s k e t c h , ' but 

Hostovsky's piece offers an early exposure to a l i t e r a r y mood 

which d i s t ingu i shes cont inenta l w r i t e r s from t h e i r English 

counterpar ts . "The Great Betrayal ' ' (Davligbt, .1341) presents a 

group of Czech refugees in Lisbon, desperate to escape to England 

or, America, but prevented from doing this* because they have lost/ 

the a b i l i t y to prove t h e i r i d e n t i t i e s . What begins as a 

technica l h i tch expands i n to a metaphysical descr ip t ion of the 

plight of emigres everywhere; they search for a substance which 

can l ink the i r pas£ l i v e s t o t he i r present predicament. ' They 

have suddenly becbme rootless and search, apparently hopelessly, 

for a new way to define themselves: 

And they are alive there, go to theatres, drink wine, 
open exh ib i t ions , clench t h e i r f i s t s and grind t h e i r 
t ee th , crouch in the corners , but are s t i l l a l i ve ! I 
cannot ~go to them, dare not write, must not even send a 
message les t they be at once arrested, - for one is not 
allowed to wr i t e from the grave, t h a t i s contrary to 

' nature and forbidden by law. I am dead, for when they 
' speak of me back home they use the past tense Cp. 32). 

The nar ra tor of the story denies na r ra t ive chronology, 

i n s i s t s on subjec t ive l og i c , and disc la ims any s k i l l with the 

pen. Nevertheless, his desc r ip t ion of h is personal angst and 
' t 

that of his friends'seated around a cafe table echoes a grievance 

that a l l Czechs have against western Europe. Hostovsky's theme 

i s bet rayal and*hj^ch 'a rac te rs ' dilemma r e f l e c t s the l a rge r 

betrayal of the Chechoslovakian nat ion. Each charac ter , and 

particularly the narrator, has lost the abi l i ty to t rus t anyone 
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or anything. Appearances have fooled them once, and a second 

mistake wi l l mean the i r imprisonment jor death. Even, so, 
ft . , . > 

Hostq,v-sky does not end the story on a note of bi t terness^ When 

offered ^ the /poss ib i l i ty of escape '£h a bot^t, the jtrarrator 

finally concedes that a total lack of faith is akin to spir i tual 

Lei^u 
* 

death and t ha t the only way to break the vieipus cycle i s to 

t rust again. 

When Bavlight was amalgamated with, Folios of New Writing. 

Lehmann's new, project began to aMjJfcact the work*of exiled Greek 

writers. Lehmann's in tent was to make New Writing and pavlight ^a\ 

meetinV place of many European cultures. His desire to include 

Greek mater ia l in the venture was l imi ted to the Greek poets 

Sefer is , Sikelianos and OdysseuS Ely t i s , a few a r t i c l e s on 

Greek a r t and poetry, and the work of Demetrios Capetanakis. 

Whether this in teres t arose from the effect of the extraordinary 

personality of Capetanakis on Lehmann and"his associates i s now 

difficult to-assess. What i s clear is that Capetanakis was seen 

by some as the personif ica t ion of the ideal European man. His 

death from leukaemia in 1941 came as an immense shock to Lehmann 

and others; New-'WritlhK ,and Dayliftht became ,a kind of shrine to 

his memory.' Capetanakis was widely read in a number of European 

l i t e r a t u r e s and was passionately in te res ted in philosophy; 

consequently, .he brought to h i s l i t e r a r y c r i t i c i sm a peculiar 

in tens i ty which was unmatched -by any English c r i t i c Lehmann 

pub l i shed . Capetanakis ' ana lyses of European l i t e r a t u r e 

encompassed such d i f fe ren t f igures as Dost'oevsky, Mmbaud and 

Stefan George, a range of i n t e r e s t also evident in the general 
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ess-ay-he, produced on the writers of the t h i r t i e s . 

Nearly a l l of Capetanakis' c r i t i ca l work proceeds from one 

simple philosophical axiom: the grea tes t l i t e r a r y a r t i s t s are 

those who force themselves and their readers to struggle with the 

• meaning of existence. The ar.t ists succeed as individuals only In 

so far as they grapple with-the concept of nothingness, the 

negation' Of al l human thought and emotion. By this token Stefan 

George i s judged as an a r t i s t i c , f a i l u r e , since he chos*e to" 

become a state poet./ to celebrate l i fe and l ight and ignore their 

opposites, whereas Dostoevsky and Rimbaud vindicated themselves 

as a r t i s t s by venturing into the realms of unreality. The great 

English poets, too, are steeped in this metaphysical urge: 
Instead of reconciling man with the world, the great 
English poets reveal to him the t e r r i fy ing abyssjof 

s human destiny, they lead him to the verge of the 
V precipice, and i t is by the terror before nothingness 

t h a t they make man more s o l i d . The t h r e a t of 
u t t e r destruct ion makes man gather a l l h i s forces in 
order to a s s e r t himself, h i s r e a l i t y , h i s so l id i ty 

, ' against .the powers of nothingness.' 

Capetanakis chose h is l i t e r a r y subjects carefully and his 

philosophical suppositions illuminate large areas ef their work, 

Nevertheless, when read side by side, his essays have a tendency 

to be repeti t ive. What is most important to the European culture 

Lehmann was t rying to reveal i s Capetanakis' a s s e r t i o n • t h a t 

Stefan George, and s ta te poets l ike him, make human beings forget 

they are human in the interests-of a spurious unity. 

The onlyjbther Greek contributions of any lasting value are 

"The Funeral Games" (N.W.D., 1, 1942) by Cosmas P o l i t i s and 
4 

"Pogradetz" (N.W-D.t 2, 1943) by Panayotis Canellopoulos. Both 
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. of these elucidate in differing ways Capetanakis' contention that 
* 

other Europeans never see the modern Greek cu l tu re for what i-t 
*• 

i s , a mixture of mul t ip le Greek c i v i l i z a t i o n s . "The Funeral 

Games,'" which i s fttranslated frqm the Greek by Robert Liddell and 

Andreas Cambras, i s a short ex t rac t from a novel, in which a 

group of adolescents both mourn and celebrate the premature death 

of a young friend, Pol i t i s succeeds in evoking a rich texture of 
4 

human emotions as his adolescent heroes "stage a series of games 

to honour t h e i r f r i end ' s memory. This incident takes on a 

poignant power when se t in the context of other pieces in New 

Waiting' and'" Daylight which explore t h e r eac t ion s.i.Q.jiar of 

diverse individuals and cultures. Here i s a random death- which c 
* 4 

e l i c i t s the homage due to i t , , a homage tha^ i s patently denied to 

the millions of casualt ies of war. The celebration is a timely 

reminder of the sanctity of the individual and the qual i t ies of 

imagination which Lehmann feared were being shallowed by the war. 

What t h e a d o l e s c e n t s have done i s t o g ive t h e i r g r i e f a 

c l a s s i c a l , epic q u a l i t y . In an age tha t i s - suspicious qf 
4 • - • 

t r a d i t i o n a l symbols they have made the death of.one of t h e i r 

number in Psomalonos a symbol for the l i f e of a l l the res t : 
W/e a l l f e l t a bodily des i re for Immortal i ty , a des i re , 
to^show our strength as a challenge, as a revenge for 
what had happened. 

• • • • „ * 
The elast ic bodies were s t re tched and muscles played. 
I t was a l iberation under the-Steady sunlight. At that 
minute everything changeable, ideas and such shifting 

> phenomena, were of no account. The l ines , the tension 
of the bodies, signified something s t a t i c and eternal : 
t h e s t a t u e s q u e harmony of the gods who t r iumph 
untroubled above human misfortunes (p. 97).-

( ' 
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This piece^ of prose describes the tension between l i f e and death 

embodied in Greek c u l t u r e and i s thus a c c e s s i b l e to a l l 

Europeans. 

There i s a s i m i l a r t ens ion c r ea t ed in Canellopoulos' 
rfPogradetz," a fragment of prose describing a town by the side of 

a lake under enemy observation and a t tack , which i s t rans la ted 

from the Greek by an unident i f ied cont r ibu tor . I t 3 t a r t s as a 

rea l i s t i c account of the town, but the prose rapidly takes on a 

-metaphysical insistence as the enemy searchlights play around i t s 

s t reets . Slight as I t i s , the sketch accumulates a Strange power 

as shadows, snow and mud achieve the effect of invocation. When 

the nar ra tor discovers an abandoned copy of" Baudelaire 's Les 

Fleurs 'du Malf the connection between the exploding shells and 

flowers i s es tab l i shed . The f ina l question t ha t closes the 

fragment rounds off the mystery of the town: "Enemy searchlights 

placed on a small innocent Greek i s land. They pe r s i s t en t ly 

explore the waters of Greece. What are they lookdng for?11 (p. 

23). In many of the Greek contributions there is th is sense that 

the^jreek culture and Greek landscape are teetering, on the brink 

of des t ruct ion and tha t the loss of the values associated with 

these wi l l dr ive a permanent wedge between Europe's-past and 

present tradit ions. 

The Czech c i v i l i z a t i o n , l ike t ha t of the Greeks, was seen 

by Lehmann as a meeting point between the two cu l tu res of West 

and East. On balance the Czech contributions to Ney Writing and 
* 

Davljght were far more varied and s t imula t ing than t h e i r Greek 

counterparts. These included two a r t ic les on the Czech theatre 

> 
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which celebrated the achievements and the experimentation-of the -• 

Czechs in drama in, the twenty years of r e l a t i v e peade and 

Security they had enjoyed between the wars. Moreover, a number 

of individual Czech poets were represented. Above a l l , Lehmann 
v published a^number of short" s t o r i e s by J i r i Weiss, Egon 

v* 
Hostovsky. and J i r i Mucha, a l l of-which demons t r a t e t h e 
r e s i l i e n c e of a n a t i o n undergoing m i l i t a r y and c u l t u r a l 

occupation. 

J i r i Weiss was a film d i r ec to r as well as a short story 

w r i t e r , and t h i s i s r e f lec ted in h i s prose s t y l e . By a s e r i e s 
4 __ 

of snapshot e f fec t s he manages to cram in a great deal of 

information and opinion without breaking the flow' of the 

narrative.-} Like Hostovsky, Weiss' na r ra to r looks on the 

p a r t i t i o n of Czechoslovakia as a b e t r a y a l wi th t r a g i c 

consequences for the r e s t of Europe. Much of the i n t e r e s t in 

"The Other Germany" (N,W.D., 1, 1942) comes from the cont ras t 

'between the Czech Republic as "'it wa"S and the heroic" but 

hopelessly demoralized co l l ec t ion of refugees t h a t the German 
4 

conquest brought about. The Republic and a l l i t stood for had y 

vanished as If i t were a summer fling. Perhaps the finest Czech shfet'"story Lehmann published, and 

at * • 
one which encompassed t h i s Czflr concern with the d i a l e c t i c 
between au thor i ta r ian ism and indivld^jal anarchy, was Egon 

Hostovsky's "The Revolt in Liossa" (ILJLJk, 4, 1944), which i s 

t r a n s l a t e d from the Czeohoslevakian by an u n i d e n t i f i e d 

contributor. Hostovsky creates a mythical town and an anti-hero 

of gargantuan proport ions iri the character* of Korchin, an 

Y 
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adventurer who becomes inex t r i cab ly l inked, aga ins t h i s w i l l , 

with the r e s t o r a t i o n of s an i t y , j u s t i c e and mercy to a socie ty 

which has gone mad. On one level i t i s purely an adventure story 

in which the pro tagonis t Korchin dr inks , s t e a l s , rapes and 

k i l l s , y*et s t i l l manages to r e t a i n our sympathy. In t h i s sense 

the town of Liossa embodies everything t h a t i s exot ic and 

exciting, a place of constant act ivi ty and e r o t i c amoralism: 

Saying ' L i o s s a , ' i t was as i f he had u t t e red many 
words: night and flame, the s t a r s and the murmur of 
lazy waters . I t was a town glowing l i k e c r y s t a l , 
never quenched, fragrant with spices, noisy with the 
por ten t of a tempest; a town with crooked l anes , low 
dwelling-places in closed ranks. J,ook more olosely: in 

<» place of doors, curtains of beads and narrow shutters 
above the balconies, resembling s h e l l s , t remblingly 
await the i r f l ight into night. A town with the colours 
of darkness and dark-coloured people; women half-
disrobed, s tagger ing s a i l o r s , wild gold-diggers who# 
had s truck gold as well as those who had not and who 
were transformed by madness in to e t e rna l seekers of 
t r ea su re (p. 49). 

Rapidly, the town of Liossa i s transformed in to an al legory of 

modern Europe by the appearance of General Renpir.. His,actions 

paral le l Hit ler 's , as he secures his power by inventing enemies 

and destroying them with an insane ruthlessness which even Liossa 

i s not used to . Korchin's one act of generos i ty , rescuing a 

young couple from their assa i lan ts , implicates him in an attempt 

t c overthrow Renpir 's tyranny and c r e a t e a new e g a l i t a r i a n 

society. 

P i ca re sque as t h i s s t o r y i s , Hostovsky succeeds in 

present ing Korchin's confl ic t ing* emotions and d e s i r e s , which 

condemn him to permanent t r ans i ence . The tone of nos ta lg ia i s 

s e t on the f i r s t page, but Korchin's a t tempt t o recapture h i s 
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one moment of s e l f - d e n i a l becomes a symbol for the s p i r i t u a l 

c r i s i s of Europe. His quest becomes the quest of Everyman faced 

with the rea l i ty of power exercised by madmen whose only guiding 

l i gh t is i r ra t ional hatred. Hostovsky's Liossa i s a town rich in 

physical sensation, a p lace—like Europe—of 'immense c u l t u r a l 

excitement and d i v e r s i t y which i s wrecked by the emergence of 

inhuman forces. 

J i r i Mucha, l i k e Hostovsky,, bel ieved t h a t the war had 

r e v e a l e d a s p i r i t u a l c r i s i s of £mtnen,se p r o p o r t i o n s . 

Consequently, his characters begin the war stunned by the onrush 

of h i s to ry and tor t l i red by t h e i r a imless h a l f - e x i s t e n c e . His 

seriejs of s t o r i e s "Lieutenant Knap's Psychology" (jy&LJL,' 1, 

1942), which i s a t r a n s l a t e d by Ewald Osers, "The Diary From 

Valmer" ( U L J ^ , 2, 1943), which i s t r a n s l a t e d by Paul Selver , 
y 

"The Village Inn" (&&JL* 4, 1944), which i s t ranslated by Ewald 

Osers and "A Bridgehead Over Lethe" UUUL., 5, 1944), which i s 
v 

t ranslated by an unidentified contributor, build up an impressive 

explora t ion of the changing impact of the war upon an exi led 

Czech s o l d i e r . Knap .becomes a kind of Czech equivalent of the 

lonely lieutenant—the cultured, reluctant soldier in a foreign 

country," searching for friends and waiting for decisive action. 

Knap's changing a t t i t u d e s are s c ru t in i zed as he accommodates 

himself t o a l i f e of seemingly endless boredom. In the f i r s t 

story, Knap, his friend Lieutenant Lukes and the i r batman Curagli 

argue about the p r e d i c t a b i l i t y of human beings as a way of 

keeping t h e i r ennui a t a d i s t ance . They discover a charac te r 

called Gronda who becomes a focus for the i r misconceptions about 
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humanity in general and, by implication, the i r disparate beliefs 

about the true s ta te of pre-Nazi Czechoslovakia. 

Mucha de l igh ts in the i ronic revela t ion of the nebulous 

motivations for human actions. His characters demonstrate their 

na tura l ly l imi ted perceptions of each other while claiming to 

know the t ru th . The dialogue i s carefully wov.en into the three 

versions and misconceptions of Gronda. Lurking behind a l l the 

heat generated in this dispute is the reali ty of inaction which 
v 

makJes both the officers feel redundant. Knap's understanding has 

grown at the end of the story and his empathy has increased: 

'Do you know what Russian dolls are, Curagli? Sort of 
toys for chi ldren. A wooden egg with a woman painted 
on. When you open i t , the re ' s another ins ide . And 
again you open i t , and there ' s yet another; and so on 
from the biggest one down to the smal les t ' . . . . 'Men 
are probably something similar, Curagli. And people 
never go to the trouble to find out what's inside' (pp. 
43-44). 

The misfortune of this lack of communication is deepened in the 

second s tory, "The Diary from Valmer." Mucha uses the l i t e r a r y , 

device, of a discovered diary to reveal not the big tragedy of 

war, but a small by-product of t h i s , the meetings and the 
* 

part ings of individuals tsaught up in the flux. The diary of a 

young g i r l which Knap shows to Luke i s a mixture of naive 

romanticism and poignant se l f r decept ion and l o s s . A chance 

encounter with a Czech so ld ie r leads the g i r l to focus a l l of 

her dreams of escape from a village which has grown too s t i f l ing 

upon the vague ta lk of the so ld ier . By discussing h is own 

fantasies with the young gir l , the soldier encourages, perhaps 
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k We aren't often alone together n\v, and so Jaromir 
. has only dropped a few hints about how to carry out our 

plan. . . . We mustn't ac tual ly mention any d e t a i l s , or 
i t would, spoil al l the charm. We must go away together 
jus t l ike a man with his shadow. They never exchange a 
word, and yet the shadow follows the man wherever he 
goes until they reach a spot where the m-ah looks at his 
shadow and r ea l i ze s tha t he has not been l e f t alone. 
So we- mustn't^speak a word, but only drop l i t t l e 
h i n t s ; on^btre^journey to the is land we shal l have 
plentyof^t ime ' to talk about everything (p. 36). 

it* 

The language and the s e n t i m e n t a l i t y of the d ia ry form a 

p e r c e p t i v e account of ah ^adolescent g i r l ' s fan tasy l i f e , 

c lu t t e red with hackneyed romantic Images, yet expressive of 

emotional sincerity. I t s deiusory quality reflects ironically on 

the French cu l tu re which produced i t , as seen through the eyes 

of a jaundiced Czech who had placed faith in i t s values. 

. All of the diary's revelations are set in the context of the J l 

second of knap's arguments with Lukes'on the nature of memory.\ ' 

Knap produces the diary as evidence for his proposition that the 

people l e f t behind in France are dead as far as t he i r present 

real i ty*is concerned. He describes the diary as queer, but the 

queerness l i e s in the fact that the diary actually modifies his 

argument. I t gives solidity to something that would otherwise be 

insubstantial; the g i r l ' s emotional power of longing, translated 

into prose, preserves an in t eg r i ty of fee l ing as long as the ••-

diary ex i s t s and i s read. Knap's f inal conclusion var ies 

considerably from his i n i t i a l response, as he begins to 

understand something-' of the universality of-the g i r l ' s experience 

and how i t applies to al l those caught up in war: "'I don't know. 
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Perhaps. I t may be any one of us. Even you. Or some deser te r . 

Can anyone guess how many tragedies of that sort he has caused in 

his' l i fe? That's what makes i t a l l so strange: the s t i l lness on 

the surface of the water in which hundreds of tiny creatures are 

having their experiende of passion and love'" (pp. 39-40). This 

s t i l l n e s s i-s as much an i l l u s ion as anything e l s e , yet i t was..^. 
if 

perfect ly possible to feel t h i s when i so la ted from the ma,£n 

course of the war. 

One of Knap's major problems is his revulsion from English 

cu l tu re , which i s very d i f fe ren t , on the surface, from tha t of 

his own country. Mucha leads his character to another revelation 

in "The Village Inn." Knap's f i r s t reaction i s to parody British 

l i f e in a way typical of an exiled European. What i r r i t a t e s him 

most i s the sense of complacency which he detects in the British 

att i tude to themselves and to their cultural milieu: 

* . ' 
And why does c i v i l i z a t i o n progress along [ s i c ] them 
with hot and cold water, morning papers and the Church 
of England? And why, confound i t a l l , are these people 

• content? 
There i s n o t h i n g more annoying t han t h e 

contentedness of people in d i f ferent .conditions of -
l i f e . How can anyone carry his r i f l e on his l e f t 
shoulder, measure in inches, count-twelve pence to a 
shi l l ing, not milk his sheep, l ive in a standard house, 
shut the pubs at ten, not ch i l l the beer, eat pork pie 

-and chop up the landscape with end le s s hedges? 
Everywhere rules such a hopeless order tha t a t half-
past nine in the middle of a v i l l age a man can't find 
h i s way. There you are . That's,'England (p. 116). 

At moments l i ke these Knap's rage at h i s environment i s both 

comic and endearing. Mucha i s not content to leave his character 

with this impression, but forces him to probe beneath the, surface 

of the apparent__d^similarities. While s i t t ing in the inn, Knap n^diMJ 
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realizes that the*pld men grouped around him'have, a great deal-in 

common with others he has seen before in his own country,: rtBut in 

here, in t h i s c e l l , w^th i t s beamed roof^ over the o i l lamp, jpn 

the oak bench along the wallj there sa t the forefathers of the 

world, j u s t as they had sat in pubs In Bohemia, in pubs in 

Frdnce, in pubs eyerywhere, ringed in the c i r c l e of l i gh t from 

the oi l lamp, under a heap which work had piled above them" (p. 

118). They are a l l farmers and what they share i s a humanity 

deeply rooted in the land, a land tha t beneath, the surface 
* 

changes in rhythmic' response to se-ason and nature, but is 

nonetheless acceptable to them. This is the kind of certainty 

which Knap feels he lacks, a sense of. belonging that war has , 

deprived him of. 

Mucha's hero experiences an epiphany of his childhood which 

develops perfectly naturally from this train of speculations. It 

is a childhood steeped in sensuous appreciation of nature, to 

which the adult, adds the larger comprehension of significance. 

Above all it is the sense of wonder that has been lost from the 

adult world, the capacity to accept change and difference and , 

welcome them «? signs of vitality and excitement: 
« 

There must be mystery everywhere. Without mystery 
which clutches at our th roa t s and makes'our hear ts 
race, our insides would perhaps freeze. That's why we 
have to t e l l each other, in whispers, the day when 
Winter's 3now wi l l thaw, when the f i r s t buds wi l l 
appear and when Death, dressed in r a t t l i n g eggshells , , 
w i l l be carr ied out of the v i l l age to the stream and 
thrown to the mercies of the unbridled waters-of Spring 
(p. 120). , L 

I t i s precisely t h i s sense of o ther-worldl iness which i s 
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threatened by the requirements of war. The urge to make 

every th ing e x p l i c a b l e in the i n t e r e s t s of efficiency and 

s tandardizat ion challenges a cent ra l human impulse towards 

d ivers i ty and myth making, an impulse frOm which a more mystic 

and*humanly satisfying coherence emerges. Knap's memories appeal 

to t h i s , broader i n t e r p r e t a t i o n -of the r i c h n e s s of human 

experience. 

In the f inal s tory, "A Bridgehead over Lethe," the t i t l e 

becomes an apt description for the process that i s taking place 

in the character Knap. "A Bridgehead oyer Lethe" links together , 

a l l the, past experiences of Knap. On a l i t e r a l level the 

bridgehead is the long-awaited invasion of Europe by the Allied 

forces, but i t i s also a symbolic event tha t l i nks the past 

suffering and frustration- to future hopes of a re-establishment 

of some European harmony. Knap re turns symbolically^from the 

dead with a l l his memories intact. In the course of the story he 

f a l l s in love and feels the odd uncertain nura'bneSs draining, away 

from him, HIS understanding of his new role uni tes h4im v i t ^ a , 

more general sense of euphoria that Mucha suggests i s prevalent 

among exiles everywhere; he becomes the disembodied European soon 

to regain his heritage: , 

Four whole years have been engulfed. What a strange 
person I have been, he thought, Acrank wallowing in 
Sorrow, over-aged aqd rancid, f i l led with poison which 
I carr ied in me from Europe, un t i l I had discovered 
that something in the world had changed: that gone was 
the time of weakness, doubts and pessimism which had 
driven us from land to land, tha t my small passive 
adventure must be forgot ten in the great general 
triumph, as an old and spoiled love has to he forgotten 
in a new and joyful pleasure (p. 149). ' 
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Knap has to remember the past fully so tha t he can f ina l ly 

shrug i t off and no longer allow i t to rule the present. The 

f inal stage in t h i s process i s h is role as l i s t e n e r to Balda, 

another Czech! s o l d i e r , the las_t of a c e l l of s o c i a l i s t s 

persecuted by the Nazis, who'describes the res is tance of the 

ordinary man to h^s oppression. This i s exactly the kind of 

human being Lehmann published and celebrated in the original New 

Writing,. At the end of his own story Balda i s k i l l ed , and Knap1 

finally recognizes the batt le for what i t i#i—<^ 

He looked round with embarrassment ahd then saw again 
the wood and the low l ine of hijsifs. ^erywhere columns 
of smoke were rising. There was no fluttering banners 
and nb drums of v ic tory . Only the columns of smoke 
were rising into the gray sky, towering columns, slow 
and immense, far bigger and far l e s s real than any of 
these .small beings who have caused them to exis t (p. 

There is no heroism here, only the reluctant acknowledgement'that 

a repugnant job has to be finished. The focus i s on the human 

beings and not the columns of smoke which* appear to dominate,the 

scene. 

Mucha's Lieutenant Knap i s a flawed human being who only 

gradually becomes aware of his l imitations. Yet he stands as a 

complex and complete representative of the country and culture he 

has been driven from. Beyond t h i s , his character and h is 

experiences gesture toward the universal European experience pf 

d is loca t ion , lonel iness and f u t i l i t y produced by the war. He 

also evinces the humanitarian compass'ion and tolerance which are 

the only safeguards of a future European c i v i l i z a t i o n . J i r i 
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Mucha was an ideal wr i t e r / o r the pages of New Writing and 

Daylight- His s to r i e s show him to be talented in both long 

descriptive passages and internal monologue, and possessed of a 

good ear for the nuances of dialogue. It ' i s significant that his 

central character Knap accumulates interest with each successive 

story. 

While Lehmann r e l i e d heavi ly on the Greek and Czech 

contributions to New Writing and, PaylJgftt to achieve the European 

flavour he wished for, some of the most.successful foreign pieces 

came from -other sources. These include pieces by wr i t e r s l ike 

Kormendi, Tikhonov and Bal inski , and af ter the l ibe ra t ion of 

France, contributions came from Noel Devaulx, Andre Chamson and 

Antoine de Saint Exupery. 

Tlkhonov's sole contribution to New Writing and Daylight has 

a peculiar significance. Despite a l l Lehmann's at tempts to 
V 

acquire Russian contr ibutions for the magazine, Tlkhonov's was 

the onĵ c one he published. This is mainly because of disruptions 

"to communication caused by the war, but later/ because Lehmann's 

"State Art and Scepticism" made him the bete noire of the Russian 

l i terary establishment. Once Lehmann had published th i s 1 ar t ic le 

in Penguin New Writing m 1945, his tentative-contacts with the 

Soviet wr i t e r s were dissolved. Tikhonov was one of Lehmartn's 

most successful r ec ru i t s for the o r ig ina l New Writing, and, 

desp i te \ the l i t e r a r y bana l i t i e s he was prepared to mouth as 

chairman of ' the Onion of Soviet Writers, h i s stdry "The Apple 

Tree" (JLIULM 3, 1943), which i s t rans la ted by an unidentified 

contr ibutor , has an aes the t ic value "that goes far beyond i t s 
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in ten t iona l p ropagand i s t s theme. Lehmann, wi th c h a r a c t e r i s t i c 

en thus ia sm, desc r ibed t h i s e x t r a c t from New Wri t ing and 

Day l igh t , in h i s ' J u l y 1943 London b e t t e r to t h e Sovie t Union: 

"The most successful piece of prose come3 from Nikolai Tikhonov, 

who conveys something of the psychological cl imate of the siege 

of Leningrad in projecting an a r t i s t ' s moment of vision a f t e r an 

a i r r a i d . I t i s done wi th q u i e t and e f f e c t i v e economy."** With 

s u f f i c i e n t a l lowance for exaggera t ion—in t h a t t h i s pa r t i cu la r 

volume of New Writing and DaVlight contained Henry Gree.n's "The 

Lull" and -William Sansom's "In the Maze," both of which are very 

f ine s t o r i e s — t h e assessment of "The Apple Tree" i s remarkably 
« 

apposite. Tikhonov manages to portray the grandeur and the t e r r o r 

of Leningrad under s i e g e ; h i s a r t i s t ' s d e c i s i o n to s tay in the 

c i ty i s not based on the shif t ing ' sands of p o l i t i c a l duty, but on 

the a e s t h e t i c a p p r e c i a t i o n of what he would be abandoning. The 

cont ras t between shat tered houses and an apple t r e e , the narrator 

bel ieves , provides him with suf f ic ien t mater ia l for contemplation 

to l a s t most a r t i s t s a l i f e t i m e : 

X . 
In the middle of t h i s miraculous garden stood a t r ee 

of enchant ing beauty . On i t , a l l t h a t adorned the 
other t rees—the t i n s e l , the radiance, the ^spangles and 
the emeralds—was m u l t i p l i e d . And on i t eve ry th ing 
a t ta ined a perfection which i t was beyond the power of 
human s k i l l to c r e a t e . The t r e e burned in a cold and 
wonderful l i g h t ; l i k e a w h i t e b o n f i r e , i t threw off 
snowy flames, and never for a moment did those flames 

.cease t h e i r i r ldesoent play (p. 40). 

But even in t h i s o t h e r w i s e e x c e l l e n t d e s c r i p t i o n , a s l i g h t l y 

fa lse note I s s truck in a stray sentence a t the end of the s tory: 

"This amazing world of such beauty , of such h e r o i c labour and 
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sacrifice was precious to him" (p. 41). The depiction of heroism 

works best when i t is not spelled out. 

The Russian experience of the war had a uniquely epic 

q u a l i t y whioh was occas iona l ly captured in p ieces l i k e 

T ikhonov ' s . Such w r i t i n g • p r e p a r e d t h e p o p u l a t i o n 

psychologically for the sense of separateness which was to emerge 

most forcibly during the Cold War. In Lehmann's view a far more 

depressing separation in l i t e r a r y s ens ib i l i t y had taken place 

between the French writers and their other European colleagues. 

Apart from a few speculat ive a r t i c l e s l ike Raymond Mortimer's 

"French Wr i t e r s and The War" (JULJLi.,'3, 1943)» l i t e r a r y 

communication was severed un t i l the liberation of North Africa 

arid France. One of the f i r s t contr ibut ions to a r r ive was a 

s l igh t autobiographical ext ract from Andre Gide en t i t l ed "My 

Mother.^Tfiis had a l l the c h a r a c t e r i s t i c s of h is painstaking 

prose; but i t was too short to do anything but exci te .the 
.y / 

/"Sppetite for more. Andre Chamson, who, l i k e „Tikhonov, was a 
f 

. valued contributor to the original New \iriting f appeared with two 

scenes under the t i t l e of "The Time of Calamity" (N.W.D., 7, 

1946). These sketches were translated by John Rodker. The f i r s t 

of these-scenes i s meant t o shock the reader b ru ta l ly , and i t 

does. I t describes the imprisonment and ru th less slaughter of 

some dogs', by a local dog.-catcher,.underneath the nar ra tor ' s 

window in Paris , a slaughter exacerbated by the nar ra tor ' s 
7 

i n i t i a l assumption that the moans and cries he hears are those of 

abandoned children: 

Yet, no sound ex i s t s t h a t man cannot, in time, th rus t 

r * 
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in to s i lence or drive out from what he f ee l s . . . v 
But this medley of howls and moans,- this tumult of dogs 
shut in the gloom of the .Low house , compelled 
recogni t ion .as the only sounds one" could not possibly 
ignore. I could not stop l i s t e n i n g to* them. . And as 
time passed, I rea l ized ever more c lear ly tha t these , 
utterances were atrocious becfause they jwere l ike human 
moans, though more atrocious s t i l l because they were 
missing in them what we call consciousness. Human and 
inhuman a t the same t ime, they resembled the c r i e s of 
the l a s t agony, when the suffering flesh c r i e s affd 

" cr ies out though the sp i r i t has departed (p. 60). 

There i s a re lent less , cruel naturalism in Charason's description 

not solely inspired hy the plight of the dogs. ' Iti th is scene and 

the other--which c l i n i c a l l y observes the delusions of aji aged 

seaman who wants to crea te .a new l i f e on a small island in the 

middle of a river—Chamson is giving vent to his feelings' about 

pre-war France. The extent of h i s b i t t e r n e s s i s reelected in a 

deta i led prose which has the a b i l i t y t o make the reader wince 

With pain. There i s also something unwholesome in Noei Devaulx's 

"Madame Parp i l lon ' s Inn" (ILiLjV, 7', 1946), which 'de l ibera te ly 

t i t i l l a t e s the reader ' s expectation of romance," only to dash i t 

as thoroughly as the narrator's beliefs are dajshed a t the end of 

the s tory . DevaulX in t en t iona l ly makes h is narra tor in to a 

roguish opportunist without any apparent deeper feelings. . . 

What Lehmann wanted from al l of his contributors, including 

the French, was the realization of the hopes expressed in Ahtoine 

de Saint Exupery's "Letter to a Hostage," (JLiLIi*, 5, 1944), 

which i s a long philosophical account of the.deductions fbreed on 

him by h i s . expuls ion from France in 194X) a f t e r the Nazi 

occupation. "Letter td a Hostage,* which i s t r ans la ted by John 

Rodker, depicts European refugees around tables in Lisbon, who 

• **, 

.', 



are f leeing the Nazi occupation of . thei r various count r ies . 

Antoine d̂  Saint Exupery comes to the conclusion that poli t ics i s 

meaningless unless i t serves some spir i tual truth: 

Human respect l Human respect! , . ; If human respect 
i s established in> men's hearts, men will certainly end 

-by es tabl i sh ing in return the social, , p o l i t i c a l or 
economic sjstera tha t will" sanctify t h i s respect . A 
c i v i l i z a t i o n f i r s t e s t ab l i shes i t s e l f on matter. I t 

- i s , a t f i r s t , in man, the blind des i re for a cer ta in 
vjarrath. The rea f t e r , man, from e r r o r to e r r o r , 

• discovers the road that leads to f i re (R. 20). 
4, 

Although Devaulx and Chamson .succeeded -all too Well in 

es tab l i sh ing the mood of cynicism they meant to , the reader i s 

lef t emptied rather than morally or aesthetically uplifted by the 

experience. The mood they convey i s one of moral desolat ion; 

act ions cannot be judged, but ex i s t as t h e i r own j u s t i f i c a t i o n . 

These s t o r i e s . a r e well wr i t t en , and they achieve somethin-g of 

that contact with nothingness which Capetanakis was enthusiastic 

abqfct. Lehmann,• however, was l a t e r dismayed by the 

undercurrents he detected in post-war French drama, prose and 

poetry. These were most conspicuous in the ex i s ten t ia l i sm of 

Sartre 'and Camus, but i t was obvious tha t even such f igures as 

Chamson were coming.under i t s sway: 

France's i n t e l l e c t u a l v i t a l i t y was as remarkable as' 
ever, but i t seemed to me to a large extent to be 
turning in a v o i d ; Whether i t . was the r e su l t of the 
shock of de fea t and the h u m i l i a t i o n of the Nazi 
occupation, or of some deeper reason that vent further 
back, the dominant s p i r i t was, ' I thought , a n t i -
humanistic, even n i h i l i s t i c . It .was the very reverse 
of what I had hoped to find. . . * 

Thus, Lehmann described a not iceable gap in an immensely 



humanistic l i t e r a r y t r a d i t i o n . Lehmann was not invent ing.h is 

concern with the advantage of hindsight; h i s a r t i c l e s l i k e "In 

Daylight-I" (N.W.D.T o,v 1943) stated the same fears. 

This streak of anti-humanism was not limited to the post-war 

French w r i t e r s , but was in evidence in some of the Br i t i sh and 

American f i c t i on of the 1920s and 1930s. C r i t i c s l i ke John 

Hampson and Edwin Muir e x p l o r e d t h i s phenomenon in 

New wri t ing and Daylight and found Lehmann to be an attentive 

and congenial l is tener to their conclusions. John Hampson's "The 

•Tough'. Timers" (JLUk, 2, ^943) i s a short study of the 

veneration for the ru th les s man of ac t ion , often a gangster, in 

some pre-Second World War American;fiction* What he suggests i s 

that the gangster meets the desire for the iJlwir principle which 

Rex Warner had already analyzed in p>yljght 'and that this desire 

i s symptomatic of urban man's sense of the" s t e r i l i t y of the 

twent.ieth-century c i v i l i z a t i o n . Edwin Muir's "The Natural Man 

and the P o l i t i c a l Man" (*N.w.b.T 1, 1942) i s a far more profound 

philosophical study of why man, as the humanists perceived him, 

has vanished and been replaced by ar far simpler and more 

insignificant Version of man, capable of l imi t less improvement if 

only the environment is, controlled. What- i s los t in th is process 

i s the sense of the indiv idual ' s inner l i f e as a conf l i c t ; thus 

modern man's conf l ic t becomes external and geared towards h i s 

development and evo lu t ion as a member of* a group. This 

diminishes the individual man's role in the modern novel, and has 

an even more dangerous impact on pol i t ical thought and practice: 
• 

Consequently what has gradually been brought in to 
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prominence by the r e l ig ion of development i s the 
primacy of t h ings , and i t f inds i t s fu l f i lment in the 
theory that man can be conditioned by things. Control 
things and you control mankind. In th i s conception the 

* moral struggle which possessed the imagination of other 
ages, and was s t rong even a century ago, recedes i n to 
i r r e l evance . . , (p. 10). 

Lehmann was rapturous about t h i s a r t i c l e by Muir, s ince i t 

explained both the an t i -humanis t i c stance and the oroblem of 

c rea t ing charac ter Muir detected in the work of wemingwaj, 

Lawrence and Montherlant. He approved of Muir's conclusion: "If 
* 

the l i f e of the individual is a development, then the development 

i s simple and i n e v i t a b l e . If the l i f e of -the individual i s a v 

con f l i c t , then t h a t c o n f l i c t impl ies a choice, and the choice, 

complexity, and complexity, the existence of more In human l i f e 

than can be compressed into a formula" (p. 14). 
0 

While discussions such as these were an integral part of New 

Writing .and Daylight . Lehmann maintained his belief that more 

modest pieces of reportage and imaginative" fragments from 

s o l d i e r s and c i v i l i a n s had t h e i r place in the magazine. These 

con t r ibu t ions kept a l i ve the knowledge of the d ive r s i ty of 

B r i t i s h cu l tu re and f requent ly compared favourably with t h e i r 

continental counterparts. In th is area there was a considerable 

overlap with the i n t en t of Penguin New Writ ing. For the f i r s t 

three volumes of New Writing and Davllcht Lehmann recruited B.L. 

Coombes to wr i t e a s e r i e s ca l led "A Miner's Record," which 

discussed a number of i s sue s and^phanges taking place in the 

mines. This s e r i e s was wr i t t en with Coombes's usual g i f t for 

colourful, colloquial language and i s almost entirely a mixture 

of autobiography and a desc r ip t ion of condi t ions . One of the 
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major weaknesTses in Cooajbes's early contritwtions to the original 

New w>ltirfg was his failure to cfteate varied .characterst This is 

less of a problem An "A ^tlirer*s Record," where a number of 

individuals are described with playful affection* t lehmann 

clearly regarded Coombes's reportage aS a stijnUlating and 

authentic vein of working-class writing,which ought to have a 

voice in the European reconstruction that would follow* the war. 

However, Coombes's5 writing seemed^ to have lost i t s raw edge and, 

was essentially a continuation of what he had,been doing in the 

thirt ies. In4the context of tbta!L>ar his observations of mining 

conditions had los t ' t he i r emotional impact, and his-part icular 

style of documentary real ism lacked the extra ingredient Lehilann 

was searching for . This, may explain- why the s e r i e s was. 

discontinued after three appearances, 

. * Like-much of the reportage of the t h i r t i e s , the short 

stories and fragmentary descriptions which Lehmann published py , 

or about the soldiers themselves or about th* civilian experience 

of war sometimes lacked the- imaginative cohesion he desired* I t 

isMLmpossible to read h is *ArmoUred Writer" a r t i c l e s without 

sensing his disappointment with the general s t a t e of prose and 

poetry^ Usually these pieces were collected together in.jiejt 

Writing, and Daylight under the headings "Voices From.All Fronts" 
•» „ . . . r 

"Speaking of the Soldiers*; in the l a t e r volumes he 

discontinued these sections and only published' indiv idual 

stories. There were, however, exceptions to this gloomy picture 

when fledgling writers demonstrated an .frtra gift of descriptive 
power, psychological perception or aesthetic judgment in the ><«*< 

\ 
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creation of mood and atmosphere. Nearly al l were concerned with 

t h e i n h e r e n t l o n e l i n e s s of b a r r a c k room l i f e , t h e 

•authori tar ianism of the army, the boredom or f u t i l i t y of 

inact ion, the apparent helplessness of the individual , or the 

f i r s t experience of b a t t l e . Balanced against these negative 

quali t ies were new feelings of camaraderie, individual maturation 

when faced by danger, and exposure to new surroundings and 

nationali t ies . . 

A peculiar sense of misdirection and loneliness, is created 

-in Rollo Woolley's "The Search" (JWULu 2, 1943), which captures 

a tone inaccessible to the wr i t e r s of the t h i r t i e s . This i s a 

short piece containing a contemplative element that distinguishes 

i t from other s t o r i e s with a s imi lar theme. I t begins with a 

descript ion of the land and see as seen from an aeroplane. The 

f i r s t -person narra tor , as the t i t l e ' s u g g e s t s , i s looking for 

something, but the immediate object of h is search becomes 

increasingly obscure as the paragraphs develop. Instead the 

search i t s e l f becomes a metaphor for a much deeper sense of 

discontent, misdirection and longing which wells up within the 

narrator. His voice suddenly expresses the frustrations of his 

generation, flung into a war*they did not ask for, possibly 

because of some original sin they were not even aware of: 

All our l i ve s we had been searching and had found 
nothing. Only the whitewashed cottages and some 
strands of seaweed. Only some fragments of cloud and 
the blueness of the . sea . Only the blueness of the 
empty g l i t t e r i n g wayes . . . . Ages and ages before we 
had begun the search, and now an accident had happened 
to remind us t ha t we must continue to look. We had 
even merited t h i s new loss because we had become too 
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indo len t or . i l l - d i r e c t e d in our search ing . And 
tomorrow or the next day, or maybe much later , we would 
have to se t out anew (p. 53). 

e 
Woolley was one of those who never got the ohance to dev*e.lop the 

wr i t e r ' s potent ia l he showed in th is ,p iece , as he was k i l led on 

active service. 

The stories which attempt a more direct and rea l is t ic record 

of raw emotions often f a i l because not enough time i s spent on 

the creation of an atmosphere which.validates the extreme* of 
« ' * 

human feeling shown. Such stories as John Sommerfield's "Before 

the Attack"( JLUk, 4, 1944)-, Eric Lancaster's-"The Curtain" 

'(JUL]**/2, 1943) and E. A. Hart's "Tension^ (JULJ^, 4, 1944) 

are exceptions to t h i s . - Each of them explores the way in which 

men cope with the i r fear 'of injury SWOT'death. Sommerfield's 

characters l i e behind rocks ih the desert , passing, the time 

endlessly talking about women, beer and-football as a wa# of 

avoiding the subject that is uppermost in their minds—the battle 

,they have to f ight in the morning.. There i s a .tremendous 

poignancy in the way in which the omniscient narrator voices 

their inner turmoil, while the characters' dialogue i s rooted in 

memories of England: "This spot tha t had never had a his tory, * 

th i s anonymous waste of rock and sand, was about to receive the 

baptism of blood- that would give i t a name; and everywhere in the 

darkness lay men, alive and breathing, pressed against t he . s t i l l 

warm sand, talking*or quiet or thinking, who would be dead before 

the.morning, and the memory of the i r names always to be linked 

with th is a r i d foreign place" (p. 137). Although there i s an 
element of s e n t i m e n t a l i t y in t h i s , i t i s the kind of 
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sentimentality exiled soldiers recognized, and exhibited, as a 
t ^ 

1 *4 

way of coping with the i r environments. The two leve ls of 

dialogue -apd descr ipt ion never j a r in the s tory, and the 

characters' genuine emotions, concealed by their dialogue, become 

objec t i f i ed in the landsca.pe. Eric Lancaster 's "The Curtain" 

uses a d i f ferent technique and dis t l l ices the ,nar ra tor from the 

protagonist of the story by the use of the third person "he," but 

w'e soon become aware of the fact tha t they are the same person 

when,, under the pressure of an attack by Stukas, they become the 

same screaming individual: 

One Of the planes had j u s t turned on i t s s l d e i Now i t 
i s leaving the r e s t . Louder than the o thers , further 
up the piano. The p i l o t f ixes h is eye on Me. Now i t s 
coming down, Now the whine i s higher, higher. Now 
i t ' s h y s t e r i c a l ; exc i t ing the others . Yelling, i t ' s 
Screaming. - Everything i s t ightening Up, especia l ly 
across the forehead. The countryside, the h i l l ; down, 

, get Dow.n; ea r th -smel l . I t ' s t i gh t e r . Him with the 
Bre^n,, the end, the end, oh God, i t ' s over and past . 
The plane has lef t the bomb. The bomb-shriek, bang for 
c h r i s s a k e bang, Bren's~-s-shaklng Blot--Out—with" 

-dropping ear th and flying metal wa i l s , i t ' s over, not 
me t h i s t ime; ." . . (pp. 139-40). » 

This i s the nearest we come to stream of consciousness in any of 

the war s tories Lehmann published, yet i t occurs in an otherwise 

r ea l i s t i c setting and i s aesthetically appropriate because of the 

need to convey enormous fear. 

While Lancaster captures the sensation of individual fear, 

E.A. Hart succeeds in the far more d i f f i c u l t task of creat ing -a 

p ic tu re of temporary communal breakdown. ""The importance of 

Hart 's story i s tha t he i s able to,demonstrate something of the 

humanist impulse Lehmann wished to inculca te in h i s readers . 
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E.A. Hart ' s "Tension" gives a subt le account of mass hyster ia as 

the inmates of a hospital ward believe, without reason, that they 

are about to be bombed. Each of them has his. own vision of fear 

and translates i t in terms of his own most .horrific experience.' 

The story i s held together by sparse dialogue which i s a kind of 

nervous e jacula t ion of the ' inner anxiety they fee l . Sanity and 

s t a b i l i t y can only be res tored when one of the men ac tua l ly 

cracks up. Suddenly, they are able to acknowledge t he i r own 

humanity by sympathizing with one another; the rel ief of tension 

i s instant and enormous. All three s tor ies have a psychological 

truth whiqh surpasses the more mundane records of fear contained 

in the other short s t o r i e s Lehmann published, and t h i s t ru th i s 

reflected in their a r t i s t i c construction. 

One character type who often appears in the war s t o r i e s of 

New Writing and Daylight i s the s ens i t i ve i n t e l l e c t u a l , 

desperately lonely, who has to come to terms with the cu l tu ra l 

impoverishment which surrounds him. This character always feels 

out of place in the army and s t rugg les in various ways against 

the inherent b r u t a l i t y and anonymity of the war machine he i s 

placed in. We see such a character in John Close's "Color Up" 

(N.W.P., 1, 1942), but, as i s frequently the case, far from 

sympathising with th is character, we dislike him because of the 

patronising a t t i tude he displays. Raymond Williams's "This Time" 

(JLUJIM 2, 1943) offers an alternative to th is tendency. On one 

level Williams's soldier-protagohist suffers from all the vices 

of h is kind; as he d r i f t s off to s leep he congratula tes himself 

on ' the perspicaci ty of h i s c iv i l i zed f r i ends , who have seen 
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through a l l of the i l l u s ions which preceded the war.1* Our 

response to him, however, i s complicated by the series of dreams 

he .has which are counterpointed against each other. These dreams 

show that, despite the protagonist's surface confidence, there i s 

a deeper disturbance which i s produced by h i s awareness of 

continuing racial prejudice. Thus he dreams of a negro American 

soldier excluded from a bar and of the merci less mockery of a 

Czech so ld ier , dreams which show tha t the grand synthesis of 

history has failed the dreamer and his friends. 

• Throughout the story the refra in of the song "You do the 

Okey Pokey" provides an - i ronic con tex t for the s l e e p e r ' s 

speculations about humanity and undercuts the theore t i ca l 

posi t ions he toys with in his s leep. "This Time" explores a 

se r i e s of be l i e f s about, the war which'collapse ahd-reasser t 

themselves throughout the s tory; i t suggests tha t they -are a l l 

simply ways of keeping the rhythms of l i f e at bay, those rhythms 

which are f lee t ingly suggested in the Okey Pokey, "the music of 

the people." The* protagonist r e j e c t s the idea ls of .Beauty,' 

Efficiejicy and Reason as- insuf f ic ien t credos and . se t t l es upon 

action, as a means of losing his standards in order to regain them 

more completely: * , , 

The rhythm began again.' His mind went "blank. Suddenly 
he rea l ized tha t they were marching. His body moved 
with now deadly precis ion, turning about with high 
s teps and about. a£ain so he was marching the same way 

.as -a t f i r s t . ' His boots trod firmly into the ashes.' 
Dust, covered-the shine. 

I don't suppoSe i t dan l a s t long (p# 1661. 

What Williams has done i s to capture the sense of total confusion 
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in a so ld ie r «ho prides himself on h is reason. His protagonist 

i s a spokesman for a l l the humanitarian impulses which have 

somehow been obfuscated, or fdrgotten in the necessity of action. 

His dilemma is* t h a t of a European c i v i l i z a t i o n t rying to 

accommodate i t s highly wrought cu l tu ra l and * philosophical 

t r a d i t i o n to the • i n s i s t e n t rhythm of the- people,. "The Okey' 

Pokey." \ ; . ' " . 

Although there are some^impressive individual fragments 

submitted by young English wr i t e r s in uniform, Lehmann was 
y 

correct in the bel ief he expressed in ' h i s "The Armoured Writer" 
» J -

ar t ic les that they were sl ight in comparison to what might have 

been expected from a period of such upheaval. Such writ 'ers as 

Frank Sargeson, V.S. Pritchett and James Stern continued to send 

him s t o r i e s which were of t he i r usual high standard. 'However, 

Lehmann's major coup was to publish wri ters l ike William Sansom, 

Julia Strachey, and Denton Welch, none of whom had appeared in New 

Writing; in addit ion he obtained pieces from such es tabl ished 

novelists as Henry Green and Elizabeth Bowen. 

Henry Green's "The Lu l l " (JLJiJk., 3 , 1943) farms an 

interesting postcript to the just ly celebrated "Mr Jonas" which 

appeared in Folios of, New Writing. "The Lull," l ike "Mr. Jonas," 

is-concerned with various characters in- the Fire Brigade; i t 

occurs between the Battle of Britain and the Germans'' assault- on 

English c i t i e s with the Infamous doodlehugs. Green's prose 

s tyle , l ike nis characters' lives', has changed enormously in the 

i n t e r v e n i n g t ime . In s t ead of the packed, r e f l ec t i ve and 

labyr in th ine sentences'which were the hallmark of "Mr. Jonas," 
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"The Lull" is based almost entirely on rea l i s t i c and colloquial 

dialogue. What description there is is determined by the need to 

interpret the nuances of the" apparently endless conversation that 

takes place: 

But i t was noticeable that, whenever a s t i n g e r came 
into the bar, these firemen, who had,not •Been on a 
bl i tz -for- eighteen months, would s t a r t talking back to 
what they had seen of the at tack on London 'in 1940. 
They Were seeking to jus t i fy the waiting l i f e ' they 
lived at present, without f i res. 

A stranger did not have to j o i n ' i n , h is presence 
.alone was enough to s t imulate them who f e l t they no 
longer had their lives now that they were living again, 
i f l i fe in a f ire-stat ion can be called living (pp. 16-
17)> ._ ' . " 

i 

The banal conversation tha t takes place i s the firemen's way of 

coping with their loss of status as human beings; their sense of 

f u t i l i t y i s b r i l l i a n t l y presented by Green in - the i r r e p e t i t i v e 

s to r i e s and private jokes, g r e e n ' s decision to tu rn from the 

kind of-prose he wrote in "Mr Jonas" to the dialogue in "The 
> * 

Lull'1 i s vindicated by the needs of the subject matter: 

"I was' just t e l l i n ' Gerald," the f i r s t m«n went on, 
"I seen'Sam Race as I was on me jiay round to the 
brewer's this morning." 

"Wally Race you mean, Joe," 
"No, Wally Race is the brother." 
"Wally Race 'as no brother," the th i rd man stuck to 

h i s guns, 
"What'11 you bet me, Gus?". 
"Walfcy Race 'as no brother. 'E's l ived a t 'ome ever 

since I can remember." 
rtWith ' i s mother and «er old man. No, he's an only 

child, Wally Race is ." 
"Come on, Gus, what'11 you bet?" • 
"I wouldn'twant to take your money, Joe" (p. 13). 

His firemen represent a "significant .segment of the population, 
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s u b j e c t to a l l the s h o r t a g e s produced by war, but l a c k ing the 

sense of purpose t h a t only meaningful action can provide. Green's 

cont inuous exper iment w i t h h i s medium -marked him as one of the 

most innovative w r i t e r s of his generation, and Lehmann considered 

him one of the modern masters of dialogue. Had others been able 

t o fol low h i s example, the kind of w r i t i n g Lehmann des i r ed for 

New Writing and Daylight would have been forthcoming. 

"New Writing and Daylight was concerned with the impact1 of 

war, but i t was a l s o v i t a l l y i n t e r e s t e d in exp lo r ing what the 

peace would b r i n g . E l i zabe th Bowen's "I Hear You Say So" 

(iUL-fi-u, 6, 1945) evokes a very d i f f e r e n t kind of l u l l , t h a t 

which was exper ienced on y.E. day by a country exhausted by war 

but confused by peace . Like Lehmann's "In Dayl ight I " i t i s an 

examina t ion of t he sense of d i s l o c a t i o n immediate ly fo l lowing 

t h i s new peace. Lehmann's a r t i c l e i s an assessment of a l l the 

p o l i t i c a l problems which s tand in t he way of European harmony, 

accompanied by h i s hope t h a t a r t i s t i c communication can break 

down the p o l i t i c a l b a r r i e r s forming between West and East. Bowen 

c o n c e n t r a t e s on a minute dep i c t i on of t he v a r i o u s mood3 of her 

c h a r a c t e r s , who r e v e a l a d e s p e r a t e need for a r e s t o r a t i o n of 

s t a b i l i t y and an aching desi re for the poss ib i l i t y of happiness. 

She uses t h e song of an unseen night ingale to provide a nar ra t ive 

l i nk between the charac ters as she passes e f fo r t l e s s ly from one 

s e t of p e r c e p t i o n s t o ano the r . Each of the c h a r a c t e r s a r e seen 

e x t e r n a l l y by the omnisc ien t n a r r a t o r , who then e n t e r s t h e i r 

consciousness by mingling t h e i r responses to a night ingale in a 

park wi th t h e i r memories and f e e l i n g s of t he war y e a r s . The 
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characters seem dazed, almost unable to believe the war is over, 

and yet even less able to credit their senses when they hear the 

night ingale ' s song, since t h i s seems to be a palpable symbol of 

the normality and beauty whioh they cannot yet accept. 

As the story proceeds, we move from the.optimism of two 

lovers, through several connecting characters, to the sadness of 

a young widow in one of the grand houses. Even here< the 

n ight ingale ' s song h-as a benevolent effect ; i t takes her from a 

mournful memory of her dead husband to a glimpse of possible 

future joy. The most impressive thing about the story is the way * 

in which Bowen i s able to express the mood of a number of diverse 

people, l inking them "together without doing violence to t he i r 

pe r sona l i t i e s , through her r ich imagery and the rhythms of her 

prose poetry: - 4 k 

Until the f i r s t notes were heard, the warm night had 
been remarkably s t i l l ; the a i r was ful l of l a ss i tude 
sy|ter the holiday and of emanations of the peace—which 
l i k e any new experience, kept people puzzled and 
i n f a n t i l e . I t was now about ha l f -pas t ten: t h e rose 
garden in the centre of the park had been closed and 
locked, -leaving the f i r s t roses to smoulder out unseen 
as dark f e l l . The w h i s t l e had sounded from the 
boathouse and the l a s t oars had stopped splashing upon 
the lake; the water birds one by one were drawing in to 
s e t t l e among the dock leaves round the i s l ands . The 
water, whioh had dulled as. the sky- faded, now began to 
shed, as though i t were phosphorescent, ghostly l i gh t 
of i t s own. From a l l round i t came the smell of 
trodden exhausted grass (p* 23). - / 

Bowen's contribution impressively captures this sense of psychic 

and physical exhaustion following the outbreak of peace. 

Much of the wr i t ing of Lehmann's. contemporaries in the 

t h i r t i e s was, as Virginia Woolf pointed out. in 1ier "Leaning 



236 

Tower" a r t i c l e , largely autobiographical. By"the middle of the 

war Lehmann was searching for a l i t e r a r y mode which was more 

encompassing. Nevertheless, Lehmann continued to have a soft spot 

for any prose wr i t ing which could loosely be described as 

ly r ica l , and he consequently hailed his discovery of Denton Welch 
' 4 * 

as a personal triumph. Welch's writing was both autobiographical 

and l y r i c a l ; however," Welch's wr i t ing had very l i t t l e , i f 
v 

anything, to do with the kind of European consensus to which New 

Writing and Daylight aspired. Denton Welch was a writer whose 

des i r e for emotional p rec i s ion made i t impossible for him to 

write anything but autobiography; yet he had a finely-developed 

eye for types of beauty which distinguished him from many of his 

predecessors in th i s l i te rary mode. Lehmann considered his work 

to be a paradigm of the kind of wr i t ing which qu i t e r i gh t l y 

refuses to be "contemporary," in the sense of being concerned 

overtly with pol i t ical and social issues, but which nevertheless 

vindicates i t s e l f within i t s own aesthetic terms. New Writing• 

and Daylight only contained one story by Denton Welch—"The 

Barn" (N.W.D., 4, 1944)--but Lehmann's comment on i t in h i s own 

autobiography is perhaps excessively enthusiastic: "Nothing very 

much, b u t t h e sensuous impact of everything i s so minutely and 

freshly desoribed, and the author seemed t o be able t o see 

h imse l f from the o u t s i d e {for obv ious ly the s t o r y was 

autobiographical) with such extraordinary detachment and truth, 

that i t was clear to me t ro t the admirers of Maiden ,Voyage had 

been r ight when they said he was a born writer," ^° I t i s indeed 

th is sense of detaohment which makes "The Barn" an acute record 
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as an early device to protect himself from s e l f - p i t y , as he-had 

been crippled by an accident for eight years before he wrote the 

s tory. Thus, the chi ld r s re la t ionsh ip to a tramp takes on the 

potency of a lost dream of v i ta l i ty and health and intimate human 

companionship: 

Deep, deep, into the hay I sank, un t i l we were in one 
nest . He did not wake again, but s t i r r e d a l i t t l e in 
h is sleep, turning towards me. I drew as close as I 
dared, to him and lay, my head close to his chest , so 
that I could feel the rhythm of i t s rising and falling. 

All night we lay together there . Towards dawn I 
woke up to find that he now lay face downwards and that 
he had thrown an arm over me. . . . He was not teasing 
me any more; he had accepted me (p. 103). 

, . 

This i s an̂  in t imate confession of f r a g i l i t y and the need for 

human approval. 

Many of the continental writers published in New Writing and 

Daylight were painfully consc ious of the c o l l a p s e Of a l l 

p o l i j ^ a l and social structures, and of human values, evidenced 

In^jBf swing towards t o t a l i t a r i a n i s m . One stream of Br i t i sh 

writers continued to observe a layer of English society which at 

f i r s t sight seemed oblivious to changes in mood on the continent. 

Julia Strachey was an accomplished social" s a t i r i s t who used her 

social milieu to write playful crit iques of sections of English 

society only marginally aware of the twent ie th century and far 

more at home with l iberal notions of philanthropy and corporate 

r e spons ib i l i t y . In two cont r ibut ions , "Pioneer City" (N.W.D.,' 

2, 1943) and "An Attack of Indigest ion" (JLHJLu 5, 1944), she 

draws a t t en t ion to some character types, *which, l ike Evelyn 
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Waugh's upperrclass wastrels,, were to be seriously diminished as 

a resul t of the economic and social changes set in motion by the 
0 

war. 

"Pioneer City" i s the best comic story which Lehmann 

published in New-Writing and Davllght. The adolescent narrator 

of the story is deeply frustrated by-her mother's l i f e of spartan 

dedicatio'n to philanthropy at the expense of her own family. Her 

mother i s a do-gooder, while her fa ther i s an a r t i s t i c and 

intel lectual hedonist; h i s infrequent appearances only provoke 

her consciousness of a world she i's excluded from,. What* the g i r l 

cannot explain to her mother about her t e r r i b l e repor t card i s 

made palpable in her reminiscences of the school, which i s a" 

symbol of her mother's be l iefs v about the corporate nature of * 

"freedom" and "responsibility." There areKmoments of delightful 

comedy when the g i r l ' s need to know or to do things d i f fe ren t ly 

bripgs down the accumulated weight ojt compulsory morality on her 

head. None i s funnier than the moment when she i s trapped by an 

older g i r l who i s determined to help her see the l i g h t against 

her w i l l ; her crime i s to have played a ce r t a in record" before 

breakfast: 

'Because t h i s school i s in a sense a s o r t of 
l i f e b o a t you know , . . Life i s a d i f f i c u l t «ea, and 

* the Pr incipal and the "Vice" are t ry ing t h e i r very 
hardes t ' to help Us row acros's you know . . . and to 
teach us , . . each one of us—to shoulder our own 
l i t t l e personal burdens uncomplaining, and play our 
par t worthily in and for the*body oorporate- . . . ' 

• Inend for the what?' 
'The body corporate . ' 
' I don't think the body corporate minds my playing a 

Boston one-step in my free t ime, i f I am alone, and 
nobody else hears i t . ' 

.> 
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•Can't you understand that i t is the whole tone that 
is rotten. In a sejsse ,It„ls a good deal worse that you 

• •> . -should employ yourself i-n&ffo a way when you are quite 
".- alone.' * ' . , - " - •* -

I endeavoured to look amazed (p, 115). 

The missionary impulse' of both- the school and thV g i r l ' s 

mother is a oloying desire to help, but i t is help which ignores 
•" * * 

the recalcitrant and anarchic impulses towards pleasure that are 

an essential part of being human. Straojiey's grasp of, the 

"'psychology of "both the adolescent girl and the overbearing mother 

re f lec ts ' on the'1 myopia of moral , crusaders everywhere'and 

particularly on the English disease* of hypocrisy., Carefully 

balanced, against this is the light-hearted cosmopolitan cultural 

richness of, the g i r l ' s fa ther 's c i rc le , most conspicuous in 

Cousi|j fwinky,"who has a continental allure that defies the more 
",~ „' \ : ' . - ' / - " " ' 

.solid attd stolid",English virtues' and vices of the girl 's mother. 
This "allure, however, i s - to ta l ly superficial and selfish and 

• provides no repl/solutions for the adolescent g*lrl or for the 

'confused peoples of Europe £he embodies. "Pioneer City" is the 

kind of'"Satire Vhieh has-a 'timeless and universal appeal. 

Lehaann expressed.hls-ow-^appf eolation of i t in a letter to Julia 
* * 

.Strachey: "I should l ike to 0*f again, .now that i t i s in print 

and L h.ave»read i t e.nee more-, what a masterpiece I think i t 
is.M'. . i t w^a.a rare thing for Lehmann'to praise anything so 

' • « » -. . . ** 
' - * < - * ' * • * * 

• Unreservedly in.> let ter to a oontribotor. • 

' The English writer'who- moatclosely approached a contthental 
• f t - < l ' " . * ' * ' > v - , * ' ' * • " - \ - ; 

view Of precisely what was'at stake was^William: Sansom, Sansom 

was a .litferary "oddity whose allfegor-itfal stories do not f i t 

comfortably 'into any /particular, tnadlUon, .There is a timeless 

> r —, < j y , , - V •< * 4 - y ^ V f t i > « .Vft. I . » j | , .1 „ , „ . *t i ^tt,i^. 
' ., 'HMMMtt'W I. -*».»>, . ft^lftftWI H . 4 - „& , 
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quality in the way he invokes physical and spir i tual discomfort 

and confronts the reader with fear and .a deep-rooted suspicion of 

a l l author i ty . I t i s t h i s sense of watchfulness tha t makes 

Sansom an ef fec t ive c r i t i c of v iolent and ant i -humanitar ian 

tendencies and makes h i s s t o r i e s dis turbing r e f l e c t i o n s of a 

European c i v i l i z a t i o n which has l o s t i t s d i rec t ion . There are 

some short s t o r i e s in which h i s frenzied imagination f a i l s to 

keep up with the symboli,Sm he wished to impose on almost 

everything he wrote. • Nevertheless, his contributions to ILiy^— 

"The Inspector" (JijUL* 2, 1943>, "In the Maze" UUHJl*, 3 , 

,1943), and "The L i t t l e Fears" (JUUk»7, 1946)—are among the 

best short s t o r i e s he ever^-wrote. Lehmann grea t ly enjoyed 

• SansOm's penchant- for allegory, since i t was a l i te rary qual i ty 

which was lacking in the vast majority of the s t o r i e s Lehmann 

published. Sansom's ' imaginative world has l frequently bed* 

described as der iva t ive from Kafka and Upward, but i t i s mjuch 

more than th is . There i s an intense love of paradox for I t s own 

sake in "In the Maze" and an even more disturbing- 'sense of 
4 

potential violence lurking beneath the ^s.urf aee of normal l i f e in 

both "The Inspector" and "The L i t t l e Fears," .Above a l l , Sansom 

has the abi l i ty to surprise the reader by s tar t l ing arrangements 

of words which build up an atmosphere around his characters that 
• * . 

can only be. described as brooding. , 

"In, the" Maze" i s an a l l e g o r y which" i s more s t r o n g l y 

influenced ,by Kafka than anything e lse of Sansom's work tha t 

Lehmann published. I t begins normally enough with a touris t in 

search of a brief excursion to a/maze before he catches a t rain. 
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Rapidly, he i s led from simply curiosity by the "Topiarist," h is 

guide in the s to ry , in to speculat ions about form, function and 

beauty, a l l of which become metaphors for the European's search 

for values. As the tour is t i s steered away from the maze by the 

"Topiar is t" so he can apprec ia te i t s s i ze and scope more fu l ly , 

the reader, l ike the t o u r i s t , i s carefully, prepared for the 

unfamiliar by analogies with the known world. Concurrent with 

th is i s a growing absurdity—a talking helicopter that seems to 

have-i^p pi lot and which offers assistance^-which increases both 

the t o u r i s t ' s anxiety and h i s des i re to understand more. The 

tour i s t i s f i r s t led to the "Halcyonry," where birds build their 

ne*sts on the bones of the i r ancestor's and where he i s exposed t a 

the idea of dea th as f u'lf i l m e n t - - a p rocess which t h r o y s 

achievement into perspective--and then to the maze i t se l f : 

The" maze had no main entranoe. In f ac t , the re was 
no ce r t a in entrance a t a l l . Each .man who entered cut 

- h i s own passage w i th h i s own p a i r of s h e a r s . 
Confronted by the pene t r ab le mystery, he moulded h i s 
own way. Every man f i r s t cut himself a straight path, 
precise as a plumbline. Later, according to his degree 
of i n t e r e s t , he, turned to the l e f t or r i g h t , doubled 
back on himSelf, marched in squares, hurried forward, 
lingered back, clipping assiduously the convolutions of 
h is chosen passage. One factor alone was obnstant . 
Eaah man clipped in straight l ines . There were neither 
curves nor c i r c l e s (p. 85>. 

As the t o u r i s t e n c o u n t e r s r e p r e s e n t a t i v e s from a l l 

professions in the maze, he i s led to understand that a l l people 

are d i f f e ren t , a l l are of equal value, and a l l are bound by, the 

c o n s t r a i n t s of form and function imposed on them by the maze. 
4- * 

Once inside the maze he can never return: the entrance closes 
« 
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ibehind him and his sense of time, his wristwateh, i s disposed of 

by the Topiarist, The Westerner's obsessive concern wiffh time is 

implicitly criticized throughout;-the Eastern mystic's solution 
^ * \ 

is imposed on the tourist and reader alike. We are instructed in 

the1 need to del ight in the sense of mystery and to revel in ' the 

disorder present in the order of the maze. 

In i t s atti tude toward European^ society, "In the Maze" is a 

curious mixture of Taoist mysticism and ind i rec t andunstated 

anarchism. Sansora's characters l ive to embody propositions about 

the meaning of l i fe , but the discussion between the Topiarist and 

the touris t i s sufficiently energetic for the lack of action not 

to be a serious omission. There i s an obvious love of the 

f an t a s t i c which i s prevented from becoming tedious byjSanspm's 

tongue-in-cheek s ty le . He i s playing an elaborate and wilful 

game in t h i s allegory and enjoying every sentence of i t ; i t s 

'didacticism is made palatable by i t s absurdity. 

The foreboding of the tourist i s nothing in comparison with 

the persecution suffered by the meek clerk in "The Inspector, ' 

who f a l l s foul of an authori tar ianism and a blind adherence to 

regulations gone insane. Unlike the Topiarist the Inspector is 

far from being a benevolent influence, and h i s arguments in 

favour of his act ions are based upon mechanistic pr inc ip les of 

Order. Sansom selects' a common enough fear of everybody who has 

t ravel led-on a bus—the l'os.d of a t i cke t—to indic t a Irhole 

philosophic system. His central character, the clerk; l ike many 
of Sanson's p r o t a g o n i s t s , i3 e s s e n t i a l l y an innopent who 
nevertheless betrays anxiety when confronted by aft authority 
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f igure and col lapses under the i n i t i a l accusation. The firist 

touch On his arm by a bus Inspector excites h is hidden fears: "As 

the clerk sensed the uniform, his arm, which he had begun to 

withdraw, slackened i t s tension and yielded. A sensation of old 

gui l t , latent in even the most innocent passenger, disturbed the 

c le rk ' s inner equil ibrium. He f e l t h i s capac i t i e s shrink, and 
f 

the words in h i s mind, although unspoken, were pitched several 

tones h igher than was normal"- ( p . ' 4 2 ) . This i s an acu te 

perception of most people's i n i t i a l response to power; the 

Inspector ' s exercise of h is authori ty stems from hia suspicion 

and jealousy that the clerk, an educated man, has some knowledge 

he lacks, and this enrages him. „ 

The situation i s further complicated when an injured petty 

officer refuses to move so that they can see if he i s s i t t ing on 

the t icket . He bases his opposition On' the u t i l i t a r ian principle 

tha t the discovery of the c le rk ' s t i cke t would not be worth the 

personal pain he would Buffet* from moving unnecessarily. Up to 

this point in the story the actions of the three main characters 

are perfect ly p laus ib le . However, as in "In the Maze," we are 

rapidly transplanted ft̂ om t h e r e a l i S t i c world of common fears t o , 

a nightmare world of absurdity; the Inspector refuses to move the 

bus and the passengers , se t t l e down in to a lengthy philosophic 

debate. The s i tua t ion changes from the presentat ion of a 

part icular mishap to a universal consideration of duty, common 

sense and different versions of order; • ' 

But the clerk leapt" to h is fee t 'Then you 
believe the Transport can .thus override all1 individual 
sense? That th,te channels of the system'are rigid, l ike 
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the s tee l a r t e r i e s of a subterranean fluid plant , 
ra ther than malleable, l ike the veins of sens i t ive 

^L flesh? The -Transport was never contrived so! The 
^ Transport was bu i l t for economy of effor t , for ease. 

How can the soft tegument of i t s channels have hardened 
into this kind of law?' 

The Inspec to r nodded h i s head rhy thmica l ly , 
accentuating the words of his answer, which he repeated 
in the manner of a chant. «The system of the Transport 
must remain quite r ig id . ' . , » 

•Yet in remaining r i g id , ' the clerk continued, ' the 
.system defeats i t s original purpose' (p. 47). 

"The Inspector" i s a r ichly comic excursion into the realms of 

obsession; i t comments archly on tendencies within European 

society, i t a t tacks the elevation of the needs of the system, 

rather than of the individual , into the supreme t e s t of v i r t ue . 

What i s most impressive about i t is Sansom's"Skilful transition 

from an everyday fear to a complex, but, never te'dious-, 

philosophical debate. , 

This sense of obsession i s pushed one stage further in '. 

Sansom's f inal contribution to New Writing and pavlight, h i s 

story "The L i t t l e 'Fea r s . " There i s no dialogue; the action as 

such takes place almdst ent i re ly in the mind of the central 

character. Nevertheless, .the story i s deeply disturbing and 
* / 

r e f l ec t s Sansoto's desire to portray his" world as one of ' fa r -

reaching malevolence, in whieh Violence lurks ar6und every 

corner. The narrator i s s i t t i n g in a coffee bar desperately 

trying to-appear inconspicuous, but his attempt merely heightens 
» 

the inev i t ab le . a s sau l t on his privacy; h is Ostrich a t t i t ude 

mirrors, that of the European nations during the th i r t ies . We are 

never told exactly what a frock-coated stranger in the s to ry ' 

does, but his ges t icu la t ions are taken by the narrator t o be 
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a t t e m p t s to harm o r murdeh him. I t i s a r a r e t h i n g for 

absurdity, paranoia and a nagging doubt of verisimilitude at the 

back of the reader 's mind to be created and intermingled so 
* , " ^ * *» 

successfully: 
* ' 

People are always afraid t h a t others are going-to 

attack them. Watch them in the s t reet , watdHT- the eyes 
of two people*passingl From a.distance, each sizes the * 
other up. So much i s safe, preparations can be made. 
But the gulf of „safety i s quickly decreasing, not by 
familiar paces but by leaps, for this gulf i s shortened 
by the for.wardpaces of1 not one* but "two approachers 

_ multiplying to a swift and dangerous speed, There i s 
l i t t l e time—the eyes 190k away! Then like quicksilver 
the glance of one pair r e tu rns . . . .(pp. 22-23)*-

Like so many Of Sansom's, central characters, the narrator is 

self-effacing and.painfully shy; this seems to draw more powerful 

figures inexorably towards him. Thus Sansom's usual protagonist 

is quickly drawn into an absurd, often a nightmarish, world which 

comments obliquely on the -one, we inhabi t ; h i s i s a world 

populated-with oppressors and vic t ims. His s t o r i e s in New 

wri t ing and Daylight usually explore the social s t ruc ture 

allegoricarlly:*they define the problem of the solitary> individual 

faced with other powerful and mdrally ambiguous individuals . 

Lehmann saw in Sansom's s t o r i e s the combination of a r t i s t i c " 

imagination and philosophical disquiet which was lacking.in many 

*of the shorter, pieces he published in New WritlflK and PayUfiht. 

Sansom was a European wr i t e r in the sense tha t Kafka was; he. 

explored modes of perception which were born not tjust from 

p o l i t i c a l sources, but from deeper, more human and perennial 

.ones. -

New tyrlting and Daylight was an ambitious-project from i t s 

/ 
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incep t ion . . Lehmann Increasingly believed i t was es tab l i sh ing 

guidel ines for what should be considered important by such 

recently formed and growing inst i tu t ions as the British Council 

and the Arts Council. The Br i t i sh Council was, founded in 1.934 

and incorporated irt 1940, part ly as a r e s u l t of i t s propaganda 

potential; the Arts .Council was ^originally formed in 1940 under 

the name of the Council for Entertainment, Music and the-Arts 

(C.E.M.A.). Above a l l , he argued in h i s a r t i c l e "In Daylight I I " 

(N.W.D., 7, 1946) that the a r t i s t s financially supported by those 

bodies should be allowed to keep t h e i r c rea t ive independence, 
' . _ - ., » -

rather than have, their subjects or styles suggested or dictated , 
* * 

by these bodies. 'What was rare about New yrjtjng and Daylight 

was i t s at tempt to be as all-encompassing as possible in i t s 

i n t e r e s t in not only l i t e r a t u r e , bu t -ba l le t , pa int ing, film and 

music. These a r t i c les on other a r t forms have not been discussed 

ih the t h e s i s , in any d e t a i l , mainly because they are far more 

technical in their in teres ts and terminology than the essays of 

l i t e ra ry cr i t ic ism. There was also the continuous desire to link 

up the best English a r t i s t s and c r i t i c s with their 'counterparts ' 

across Europe and, af ter 1945, to r e s i s t the fragmentation and 

national cultural competitiveness which were a growing feature of 

post-war Europe. Lehmann discontinued the magazine when he fe l t 

t ha t i t s wartime formula had grown thin.* 2 He chose to become 

increasingly aggressive in his bat t le with those he characterized 

as the phi l is t lnes at home: h i s proud anti-austeri ty production, 

0rDheu?f was far more lav ish in conception and design than i t s 

predecessor, New Writing and Daylight. Lehmann continued to seek 

t 
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out those writers who best resisted' the crippling effects of war 

upon their creative1 powers. "He described their characterist ics 

io h i s a r t i c l e , "In Daylight I I " (N..W.y.r 7," 1946): "Luckily, 

t h e r e t s t i l l are in Europe some a r t i s t s who are determined t o 

remain individuals, who haye hardened the shell of their oreative 

personalities to withstand th,e vicious thrush beaks of our time", 

(p. 12). Only by preserving t he i r ind iv idual i ty , could these 

a r t i s t s provide the "miracles of the .creative imagination" which 

could oppose the threat of a "closed sooiety" already evident in 

the Soviet Union. 

The Contributors to New Writing and Payllfiht escaped the 

worst of the breast-beating, mea culoas and indecision that some 

of the original contributors to New Writing had shown in Folios 
r t 

of New Writing. " New Wrttlflg and Daylight began when the "phoney 
* 4 

war" was already over and a European solut ion to the forces 

released by totali tarianism seemed the only p laus ib le recourse. 

Lehnrann's la ter disappointment with the Phil is t ines at home and 

with the development of post-war French writers was symptomatic 

of t he changes t h a t the war had produced. The European 

c i v i l i z a t i o n he had believed-in was.to be plagued by a u s t e r i t y , 

muted parochialism and nationalism. This was a flight'from the 

European valdes he had championed and searqhed for in the 

l i t e ra tu re o f t h e war .years. 
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Penguin New Writing 

Of a l l John Lehmann's e d i t o r i a l ventures, Penguin {"e.if 

Writing iS "the one t ha t guarantees him a permanent place in 

l i t e r a r y h i s t o r y . His sense of s u r p r i s e d e l a t i o n a t the 

p o p u l a r i t y and r e a d e r s h i p of the magazine i s conspicuous 

throughout his autobiography. Penguin New Writing began in 1940 

when Allen Lane and John Lehmann agreed to make#selections 

avai lable from the o r ig ina l New Writing, in a much'cheaper, 

paperback edition. They both realiza^Bhe enormous potential of 

th is format, and before the f i r s t number had appeared they agreed 

to a new monthly series which was to be composed from New Writing 

material and new stories, poems, ar t ic les and sketches. 

The relationship between Lehmann and Lane was to be far from 

placid over the ten year period they worked together. Lehmann* 

has described in his autobiographyj with his usual f a i r -

mindedness and candour, .the inevitable crises in their venture. 

These crises occurred when Lane changed the frequency with which 

Penguin New Wrjting appeared or attempted to change the material 
* 

conditions of Lehmann's editorship. The fact that these two men 

were .able to resolve their disputes over a ten-year period i s in 

i t s e l f a testament to the importance whioh they both placed on 

i t s ' publication. There were forty volumes of Penguin New Writing 
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published from 1940'to 1950. The scope of Penguin New Writing 

was wider than t h a t of̂  any of Lehmann's o the r magazines; t h e 

s a l e s reached a s t a g g e r i n g 100,000 a t i t s h e i g h t around 1942/3. 

For a s e r i o u s l i t e r a r y magazine t o have th:Ls kind of s a l e was 

phenomenal, and, s ince t he r e a d e r s h i p was many t imes g r e a t e r , 

Lehmann exu-Lted in the knowledge t ha t he was in the posi t ion to 

i n f luence the l i t e r a r y t a s t e of a s u b s t a n t i a l p o r t i o n of the 

popu la t i on . Consequent ly, when h i s s a l e s began t o d e c l i n e 

gradually between 1944 and 1950, h is disappointment was tha t much 

more extreme. 

Penguin New Wri t ing gave Lehmann a con tac t with many 

ord inary c i v i l i a n s and servicemen t h a t h i s o the r p u b l i c a t i o n s 

would never have y i e l d e d , s i hce h i s o the r p u b l i c a t i o n s were 

e i t he r too expensive Or perceived as too highbrow. This contact 

was extensive as many of, the l e t t e r s now in- the possession of the 

Humanities Research Center demc/ i s t ra te . L e t t e r s came ho t only 

,frora wr i t e r s or aspiring" w r i t e r s , but also from people expressing 

the i r g ra t i tude for the magazine, arguing about something in the 

contents , or describing t h e i r own condit ions of work. Lehmann's 

advice and sympathy were frequently sought by w r i t e r s who found 

themse lves imprisoned in uniform and oppressed by bureaucrat ic 

and army r e g u l a t i o n s which r e s t r i c t e d what they were ab le t o 

p r in t about t h e i r conditions of service . Thus Lehmann was pushed 

' into the ro le of advioe-giver;, h is understanding of the red tape 

of army officialdom was expanded by these communications. 'This 

made him doubly conscious of the th rea t to freedom of expression 

produced by the war and caused many of his forewords to Penguin 
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New Writing to be l i t e r a r y broadsides in favour of the w r i t e r s ' 

r igh t to express themselves and the necessi ty tha t they do so. 

There were numerous reviews of Penguin New Writing during 

i t s . t en y e a r s of e x i s t e n c e . After Penguin New Wri t ing had 

es tabl ished i t s e l f as a regular feature of the English l i t e r a r y 

scene , t h e r e was a lmost a tendency to t ake i t s appearance for 

" granted. This i s suggested by the fac t t ha t the Tiges Literary" 

Supplement only saw f i t to review volumes 9, 12, 29 and 31 , and 

these reviews became increasingly shor ter , often only recording 

who the «pbtr ibutors were. I t i s possible tha t t h i s was because 

the reviewers had run out of compliments, or tha t the complaints 

they had had already been voiced. H.E. Bates reviewed the f i r s t 

volume of Penguin New Wr i t i ng , as w e l l , a s the second volume of 

Folios of New Writing, in The Spectator in T940. In t h i s review 

he captures the excitement of the early Penguin New Writing from 

his perspect ive: 

Although you w i l l hear i t said tha t the new wr i t e r s 
• - cannot w r i t e , t h a t the new w r i t i n g l a c k s the human 

touch, and i s , among other things, not i n t e l l i g i b l e , i t 
would be i n t e r e s t i n g t o concoct a-n anthology of, say, 
t h e l a t e - m i d d l e n i n e t e e n t h cen tu ry , t h e era of what 
Mrs. Woolf c a l l s "the steady tower" (when wr i t e r s were. 
w r i t e r s ) , and compare i t , not only for wri t ing but for 
humani ty , fo r i n t e l l i g i b i l i t y , and, above a l l , for a 
record of the t ime in which i t was w r i t t e n , wi th Mr. 
Lehmann's adventurous and now much envied exper iment . 
Today t h a t s teady tower i s rocking , What had i t t o 
contr ibute in the days of seemingly e te rna l s teadiness? 

The tower can crumble; but the most important thing i s 
t h a t new w r i t e r s a r e r e c o r d i n g , p r i n t i n g , f i x i n g , on 
s t ee l - sha rp negatives, without the sepia-softenings or 
the professional touch-up, such l i f e as they know from 
the b a t t l e - g r o u n d s of China t o t h e housing e s t a t e s of 
Birmingham. In such times as these tha t i s important, 
B u t ^ n o t h e r t i m e s , when t h e t o w e r has f i n a l l y 
crumbled, how much more important s t i l l . ' 
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As the succeeding volumes of Penguin New Writing appeared i t 

became d i f f i c u l t for the reviewers, to have a fresh response to 

i t ; they were far too influenced^ by the accumulated weight of the 

previous volumes. Thus, i t i s salutary to turn to ^foreign 

reviewers of the* la te r volumes of Penguin New Writing. Richard 

Watts Jr. reviewed Volume thir ty of. Penguin New Writjng -for the 

New Republic in 1947. This review i s i n t e r e s t i ng in that^.%t 

records the impression Penguin New .Writing was making on the 

American l i te rary scene: 

The l a t e s t number of t h i s fine Br i t i sh e d i t o r i a l 
en t e rp r i s e , now available" in t h i s country, i s in the 
best t radi t ion of i t s predecessors in the series, which 
means for those coming upon i t for the f i r s t time, that 
i t i s a fresh and stimulating collection of new* work in 
the f i e l d s of . f i c t ioh , poetry and c r i t i c i s m . John 
Lehmann, who has been editing Penguin New ..Writing sihce 
the l i v e l y London autumn of 1940, c a l l s the quar ter ly 
he e s t a b l i s h e d a s e r i e s of books r a t h e r than a 
ra-agazine, and he has gathered together for.it-many of 
the mopt s t r ik ing t a l e n t s among the younger English, 
writers. In view of the infinitesimal circulation of 
America's best and most earnest " l i t t l e " magazines, New 
Writing's circulation of'80,000 seems a tr ibute to both 
the' publication and the British reading public.2 

The chorus of dismay tha t came from many quar te r s when Penguin 

New Writing was forced bo cease publication indicates that i t s 

regular appearance had made i t in to an i n s t i t u t i o n of the 

l i terary world. 

The volume and the scope of Penguin New W/rjtlng make i t 

impossible to do fu l l j u s t i c e to everything i t contained, 

although i t i s f a i r to say tha t Lehmann did not miss any major 

l i t e r a r y development in i t s ten years of exis tence . There a re , 

i 
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& „-^ -" ** however, three' "main phases, pf its * puimfett&pn. The f i rs t phase 

- began With Volume 1 and,ended with volume 12, when Lehmann was to 

" ^ concede that Lane would not agree to a monthly format for a 

-variety of reasons. This phase covered the period from the end 

-r of 1940 to the spring of f942%;and reflected the slow change in 
* , ' - * 

at t i tude toward ihe war prevalent'among both writers and the 

^ , * * pop^l^tiOn- whjpe%. attitudes they mirrored* Duripf this, period the 

* - - - in i t ia l bouts of,confusion and dlefliay among the writers gave way 

to a 'des i re to" copd with the war, in the hope that i t had a 

' revolutionary significance and could.be used to transform social 

* * IneqWl-ittes and produce a genuinely egali tarian society. By 
" , - * * * * ' *• 

"~\ ,* *- " ... - v drum e ,12- i t Vitrs c lear t h a t th i s -k ind of confidence was 
' S ' \ \ . *\ i v.'** *~ -
" * mlsplaced,- that • the war had became s> set t led and austere 

*** - ^cofldltioh to"be endured, and th^t class "privilege and many of the 
old snobberies * persisted,/ The second phase of Penguin New 

., , » 

. . - tfr^ingft. covered by volumes 11-26 (1942-1946),/ continued Jto 
* <* „ ' - , -~-

/ ' •" develop*this new sense.pf stoicism; the cohesion of spirit, which 

„„ . * • . . - rhad-largely been evident, in the c iv i l ian contributions to the 
f <J I* J * * 

- . ; \ J- ; .* early numbers of Penguin New Writing was supplemented ey stories 
' _ * , • •? - ^ •- . . . 

• - * - * „ f t - - * i t . . „ , f t - » 

'* -with a more obvidusly military setting and a much greater .tange 

k ' -• '\ * ,* ', of .emotions and attitudes to the predicaments described. 

>, - -• \ y •-"* ' In-the l e s t phase, from the spring of 1946 to 1959, volumes 

" "\ *v'̂ « J^f-40 oonpermsd themselves with retrospective perceptions of the 

„ ,- 'V %*'4wur-f **̂ * ^he: new problems which peace brought, Bri tain 's 
t '•'Vn^i'tl^Nl into a iulturslly impove^shed Welfare State, rather 

- ' than an enlightened new mass society, appal le™ Lehmann and some 
^ , , •-rt*'- \ ; ' o f MV'oontirHDUfcors, who searched for ' the moment When their 
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dreams had been squandered. These phases-are merely convenient 

watersheds in the development of Pengftlfi New WrUiftK,'they do 

suggest the point's at which Lehmann substantial ly changed the 

format of the magazine and mirror Lehmann's stated intentions in 

h is forewords a-nd in his autobiography. None of these phases 

excluded contributions which would have fitted comfortably into 

one of thelothers. The change id tone was both-gradual and 

subtle. , * * , ' , ' 
, ' * *• 

Penguin New. WriUnft was the logical culmination of the work 

Lehmann began in 1936. . In i t he published many proletarian 

writers who had been inspired to write by the dislocation of 

their normal lives;, in addition, be secured a far wider audience 

for; these contributiJtis than he had been able to do with JSLfitt 

Writ.ing. Although there were many* continental contributions 
r- * ' 

reprinted from the early New .Writing, the overall tone of Isngjiin 

New vHrjfeinf> began as -distinctly British. Thia, however, shifted 

aS Pemtuib ..Mifti tor-t^-frr became more esoteric arid i t s format was 

-eltered, paf-lie^l*!*!^ lir the th l r^ phase' of i t s '.existence. 

Almost imperceptibly i t developed t o the-point where I t replaced -
; the gap left by the" disappearance of Aew Writing and, PflyltJt&t in 

• tf46. :Thrmaghe(Ut the warL«hmann r-ggardad Pemehln New yr l t ln j as 
• - - ' * . , ' ' • ' * - * « « , " . • « • 

a: populist .jUni^r p%$th*f M hti«Upib;e.r publications, F^yiios of> 
A . ' ; . ' * /, , . , '•,*.. / * 

flttH V Wilting and llWj Ifrl&lnf .ahd. pavllttht r and be often 
'* . i • ' ft,,f *. * > .",« * - '- •- " "* 

• replenished his dwindling stock of'contributions from* these 
• ; " ' ' , ' * ' - * ; . - - * . , . ' ^ * ' ' • " 

' sources'.'_ , ' - ' , ' . ' " - , _ ; 
, * - * * . - , . f fti* J-

, What is undeniable is that Lehmann's mixture of the best of * 
. » v, - » - * ^ - - .- » 

•» 
A, ' 1 " -

, the past contributions t o ifew t̂tr t̂iftff? brpad discussions of the 

4- i 
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importance Qf a r t and p a r t i c u l a r l y l i t e r a t u r e , a new form of . 

documentary r ea l i sm s u i t e d t o desc r ib ing war cond i t i ons , , and a 

cons t an t stream- of new f i c t i o n a l and poe t i c c o n t r i b u t i o n s -had 

f i n a l l y found the wide and a p p r e c i a t i v e audience* i t deserved. 

Here i s a c h a r a c t e r i s t i c express ion-of the persoha l importance' 

r e a d e r s a t t ached t o Lehmann's magazine; ip a. l e t t e r Lehmann 

received from Eric Hopkins in 1943: 
* 

We, tha t i s my c i r c l e of working c lass and middle "class 
fr iends a l l in t h e i r early twenties , believed tha t here 
was not a new kind but a new use of wri t ing i n which we. 
.and our outlook and our way of l i v ing 'was inc luded . ' . . 
. The general a t t i t ude of New Writing c rys t a l l i s ed our 
thoughts and b e l i e f s : t h e u n r o m a n t i c r e a l i s m of 
"Hatred" and "To The Western Front:" the recognit ion of 
work, unemployment and hunger in "The F i r s t Hunger 
March" and "The Flame:" t h e r e fusa l of the poetry t o 
wear bunt ing and put out t he f l a g s . If we ooul'd he lp 
i t t h i s was go ing t o be an a u s t e r e war from t h e 
beginning. Sjrae of us w e r e , f o o l i s h ; one l ea rned Day 
Lewis'1 "Where a re the War Poets?P and went around 
quot ing i t d e r i s i v e l y a t a l l and sundry, a -ha rd ly > 
j u s t i f i a b l e procedure for an e i g h t e e n - y e a r - o l d wi th 
v i o l e n t l y p a c i f i s t v iews. But i t was our l i t e r a t u r e • 
and we read i t and d i s cus sed i t and one or two wrote 
i t . . . . Before New Wri t ing t h e r e Oannot have been 
such a cheap and widely read p u b l i c a t i o n which made a' 

- success of the gospel of humanism or working men simply 
working.^ 

Although the w r i t e r of t h i s i s p a r t i c u l a r l y a r t i c u l a t e , he i s 

expressing the kind of fervour and championship*'that many other 

l e s s a r t i c u l a t e co r re sponden t s echoed in t h e i r l e t t e r s t o 

Lehmann. *v 

* The f i r s t volume of penguin New Wri t ing was comple te ly 

composed of r ep r in t s from the or iginal New Writing. With volume 

2 , ' £e j ]g j i i j j«Jh_J t r JLt i f lg took on the shape which was t o ' b e 

c h a r a c t e r i s t i c for t he next eleven volumes, i In a d d i t i o n t o K 

' ' ' ' ' I 
f u r t h e r r e p r i n t s from New W r i t i n g i t induced a contr ibut ion 

% 
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from Fanfarlo (George Stonier), the f i r s t in his series UShaving 

through The B l i t z , " a story from Rosamond Lehmann, "A Dream of -

Winter," Rdbert Pagan's (William Plomer's) "You Must Have Two 

Hats," Stephen Spender's "Books and the War," and "The Way We 
« 

f Live Now" by B,L. Coombes. All of these fea tu res were meant to 

appear each issue, and with the exception of Rosamond Lehmann's 

they a lmost i n v a r i a b l y did so. The only o the r r e g u l a r 

contribution to be added to th is l i s t was a poem by C, Day Lewis; 

t h i s began with volume 3. Rosamond Lehmann's Space was often 

f i l led by iepr in ts of Dylan Thomas' short s tor ies from A Portrai t 
* 

of An A r t i s t as A Young Dog or by new" cont r ibu t ions from 

civi l ian or Service writers. 

The extent to which the war was radically changing, c ivi l ian 

employment or expanding i nd iv idua l -wr i t e r s ' knowledge of other 

people's w|(r work was immediately apparent in the s e r i e s of 

cont r ibu t ions e n t i t l e d "The Way We Live foow." Lehmann drew oh 

former con t r ibu to rs t o New Writing and a l so rec ru i ted and 

received other offerings from new sources to produce what rapidly 

became one ,of .the most popular features of Penguin New Writing. 

He intended t h i s s e r i e s to describe what i t was l i k e to be "in 

the thick of i t , " as he suggested in h is .foreword to volume 2. 

These con t r ibu t ions were meant to be ephemeral, i n , t h a t t h e i r • 

major purpose was to capture the essence of the moment as i t was 

experienced by d i f f e r en t ind iv idua l s . Thlnrnftyle of each piece -> 

was as varied as the individual wri ters who produced them. Over 

the eleven volumes in whioh "The Way We Live Now" appeared, 

before Lehmann expanded the original idea and produced a section 
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e n t i t l e d "Report on Today," the . w r i t e r s published were B.L. 

Coombes, Willy Goldman, John Sdmmerfieid, Louis MacNelce, Captain 

, X.Y.Z., V.S. P r i t c h e t t , Gordon Jeffery, Donald Swanson, Leonard 

York, and Keith Vaughan, , Some-of these pieces Were admittedly 

crudely constructed and concentrated on. presenting only the 

surface changes t h a t the war had caused. What they shared in 

common was a mood of qualified acceptance of the "conditions that 

were described. Their overal l tone implied t ha t what s o l d i e r s 

% and civi l ians were doing was often unpleasant, hut that somebody 

had to do i t . This tenacious s p i r i t of r e s i s t ance made l i f e in 

wartime England tolerable. . . •< 
i i 

Willy Goldman's two contributions are charaqterist ic of this 

'• refusal to be ground down by circumstance. 'I-n the f i r s t of 

these , "The WayWe Live, Now I I " (P.N.W., 3 , 194J), he desoribes 

the destruction of large areas of his beloved East End of London 

during the b l i tz and t r i e s to suggest the psychology that allows 
* 4 

the population to "take i t " : * - ^ 

That i s not to say t ha t the new normality i s by any 
means accepted with resignation., Our people remember 

» a l l those things which once helped l i f e — i n s p i t e of 
* i t s irksomeness and, t r ibu la t ions-? - to 'go along, ' and 

merely wait with their t radi t ional Cockney optimism for 
a re tu rn to the jpjjl normali ty. This a t t i t u d e i s 

* c h a r a c t e r i s t i c of both those Who are evacuating and 
those' remaining* 

* The q u a l i f i c a t i o n s of t h i s kind of a t t i t u d e are tha t the 
i 

conditions are abnormal and that , if people are to be expected to 

endure them for the sake of winning the war, they can reasonably 

expect the peace not onlyJto rest.ore the old normali ty, but to 
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improve upon i t . A far more i n t e l l e c t u a l i z e d and aggressive 

expression of what t h i s stoicism deserves occurs at the end of 
>» - ' 

Louis MacNelce's "The Way We Live Now IV" (P.fl.W.j 5, 1941). 

MacNeice i s t rying to explain the nature of his loyal ty to 

England. His descr ipt ion of his return from the U.S.A. must be 

set in the context of the fact that large numbers of politicians 

and journalists had linked him with Auden and Isherwood: he was 

either a coward or a t ra i to r for leaving England to go to America 

j u s t when England most needed i t s wr i t e r s . To MacNeice the 

London of the b l i t z has become more accessible and more human: 

"Because-this great dirty, slovenly, sprawling city Is a visible 

and tangible symbol of freedom; i t has not been centralized„> 

organized, rationalised, dehumanised into a streamlined ad. for 

the cul t of the Sta te . Because there i s j u s t a chance«that the 

other tunnel we are in a t the moment may lead us up in to a more 

concrete kind of socialism . . ." (pp. 13-4). 

This kipd of dedication and communal cohesion was frequently 

being s t ra ined by the conspicuous f a i l u r e s of the wartime 

ministries to keep pace with the sp i r i t of â  people who demanded 

equality of treatment in exchange for the sacrifices being made. 

Gordon Jeffery 's "The Way We Live Now VII" (P.NrW.r 8, 1941), 

describes the dislocation of shipbuilders moved up to Scotland to 

continue their essential war work. Although most of the problems 

about food and housing are ironed out, the main grievance of 

these workers i s the at t i tude exhibited to them by officials, an 
i 

a t t i t u d e which suggests tha t they are ca t t l e . and -no t human * 

beings. The reali ty of this blinkered official at t i tude i s made 
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even more e x p l i c i t in a l e t t e r Jeffery wrote t o Lehmann asking 

for assistance in finding work after the war: \ 

I have learned—unofficially but verMr-eliably—that I 
s h a l l d e f i n i t e l y be in" the f i r a l batch of men 

'discharged after the war from the dockyard*"" *The> reason 
being my^known ' l e f t wing' p o l i t i c a l opinions . ' 
(Apparently in the eyes of the/State i t does not pay to 
have spent nearly three years o r your l i fe in devoting -
every possible minute to fore-warning *£sic] the people 
of the approaching danger of German Fascism and of i t s 
inevitable conclusion in war unless an immediate change 
of Government was effected. And now that war has come 
one i s suspect»for having foretold i t ) , 5 

' 

Part of Penguin New Writing's aim in "The Way We Live Now" was to -

expose those i n s t i t u t i o n s whose social a t t i t u d e s remained 

a n t e d i l u v i a n , and by c r i t i c i s i n g them to i n i t i a t e t h e i r ' 

reformation. ' " v 

Not a l l of "The Way We Live Now" pieces were as earnest and 

Solemn as this would* imply. - There is much incidental humour in 

Donald Swanson's account of l i f e on a tramp ship in volume 9 and 

in Leonard York's presentation of keeping a train running while 

under attack from enemy aircraft. But by far the best example of 

coping with discomfort by .means of comedy occurs in .V.S. 

Pri tchrett 's contribution to "The Way We Live Now" (£*&&.., *7, 

1941). Pritchett switches from his usual galaxy of lower-middle-

c l a s s c lerks and shopkeepers and f ixes his loving eye on the 

iincongruity of the Home Guard. This amateur civilian attempt to 

ape the d i s c i p l i n e of the r egu l a r army natura l ly i n v i t e s 
t 

hilarious comparison with the real thing: 
r r 

Why are we on, duty a l l t h i s winter? . . . My theory i s 
tha t i t i s because we've ho gentlemen in the uni t , no 
retired majors, and we therefore don't know whet to do. 
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eywould hay© sa id , 'Nd. damned sense in i t . ' On the 
other^hand they*would not understand, in thei r drast ic , 
decisive way, that in an awful, lugubrious fashion, we 
l i k e constant ly turning out; Oountry l i ^« i s lonely, 
makes you unimportant. We l i k e to get together . We 
l ike the Importance. There is often resentment that we 
get so l i t t l e d r i l l and few parades. But we l i k e the 
ineff ic iency too. Lord X came down in the early 'days 
arid s a i d , 'You know what to do when vyou see a 
parachutist? Stop shooting one another and run for your 
bloody " l ives . ' Lordy, as they ca l l him, struck the 
r i gh t note there . He's a card (p. 7) . • • 

The ih te rpenet ra t lon , of the c i v i l i a n and mi l i t a ry l i f e was a 

p e r s i s t e n t fea ture of "The Way We Live Now"'series. C iv i l i ans , 

l i k e their counterparts in "the mil i tary, had a duty t a perform in 

the context of t o t a l war, ^however obscure t ha t duty might 

sometimes be. What Pr i tchet t ' s contribution, demonstrates i3 ^bhat 

' 1 ' . 
t he re was no inherent reason why documentary wr i t ing should be 

du l l once i t was informed by the seasoned eye of a f i c t i o n 

writer. Like his character Lordy, -he s t r ikes the r ight note. 

Lehmann was p a r t i c u l a r l y impressed by the l a s t piece he 

published in the series', Keith Vaughan's'The Way We Live Now XI" -

(P.fl.W., 12, 1942), because it.*.suggested how\f lex ib le t h i s 

documentary form could be in capturing the mood of the moment, 

Vaughan was not only an accomplished writer but also one of the-

best war-ar t i s t s . The a r t i f i c i a l dist inctions between reportage • 

and f i c t i pn co l lapse in the face of t h e wr i t e r ' ^ a b i l i t y to 

c r ea t e in tense ly human imagery out *of personal experience. I t 

was t h i s element of in t rospec t ion tha t Lehmann sought l a t e r in 

t hose p i e c e s he was t o pub l i sh in t h e "Report On Today"% 

c o l l e c t i o n s . "The Way* We Live Now" pieces ex i s t as vivid 

recreations "of the mood provdked in c ivi l ians and soldiers by the 
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f i r s t stages of the war. The pieces were popular because they 

delineated a wide range of jobs made crucia l by thje war and 

because they offered, without patronis ing, i h s i g h t i into the 

l i v e s of people undergoing the exigencies of war an^ broader 

speculations that rose out of these experiences. 

An equally popular but' far l e s s varied series is Fanfarlo's 

"Shaving Through*the Blitz." I t s popularity largely rests on the 

fact that ordinary ..readers saw themselves in the ro les of the 

nar ra tor , Bob, a middle-aged wr i t e r , and»his sometimes 

exasRerated g i r l f r i end , L ^ z i e , and took pleasure in watching 

Bob's farcical attempts to adjust to the demands of war. Bob i s 

a superb comic c rea t ion ; he embodies the a t t i t u d e s tha t many 

people have held towards writers^-he i s a dinosaur lef t over from 
* — 

a period when authors could be tolerated by being ignored. Like 

everyone e l s e in h^s community, Bob fee ls bound to help the 

national war effort in whatever humble way he can, and the clash 

between his good in ten t ions and his incapac i t i es cons is tent ly 

creates humour. - ' . ., 

"Shaving Through the Blitz"* was a series which*Remonstrated 

one of Lehmann's most conspicuous, gifts;, his abil i ty to inspire 

fr iends and associa tes to wr i te when they might have given up. 

The debt*that Fanfarlo (Stonier) had to Lehmann was generously 

acknowledged .̂n letters* which they exchanged during the course of 

'the s e r i e s ; these l e t t e r s remind us tha t Lehmann's ro le as an 

editor was, never a passive one: 

You have dug Fanfarlo out pf me as no one e lse could 
have; and apart from other things writing Fanfarlo has 
given me a mental h e a l t h I should have thought 

. - * 
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impossible a year or so a$p. I am very muoh a wr i te r 
. of buried talents , and certainly the good in Fanfarlo, 

the pa r t i cu la r vein, was diseovered'as much by you as 
by me. If you hadn't suggested my writing for Penguin 
N.W, I certainly shouldn't have dreamt of a long flight 
myself, or I might have dreamt i t but I should never 
have carr ied i t through. And damn i t , I nearly gave 
up "the thing in Feb-March (or whenever i t was), I 
should have given i t up but for your firmness and 
tac t . 6 

There is nothing maudlin or obsequious in th is ; i t i s the simple 

expression of gratitude from one professional to another. 

Unlike many of "The Way We Live Now" se r i e s , Fanfarlo's 

contributions have not dated, . since they are informed throughout 

by a chatty personality and a mannered grace of execution. Their 

importance l i e s in the sketchy but compelling p o r t r a i t s of a* 

number of lovable English eccentrics who a l l occupy Herpes St., a 

fictional street closeKto the Tottenham Court Road in London, arid 

provide a. context farTtob's attempts to express bis community's 

wi l l ingness to s ac r i f i c e i t s e l f for the war effor t . Like Bob, 

Captain Spandrill, Mrs. Greenbaum and Jimmy are a l l obsessed by 

fads that have l i t t l e relevance to the war effor t , but they a l l 

must share the communal shelter and tolerate each,other's quirks. 

I t i s on t h i s l e v e l t h a t the a s s e r t i o n of the English 

individualism as a positive and necessary virtue in wartime takes 

Dlace. The war i s being fought to defend the r igh t of these 

people to be charmingly odd, as much as i t i s being fought for 

any other ideological reason. 

One of the few things tha t .knits toge ther - the various 

episodes"of "Shaving Through t h e ' B l i t z " I s Bob's quest for a 

meaningful c o n t r i b u t i o n t o the war., • Although his forays 

\ 
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' demonstrate his own inef fec tua l ly , they also reveal the muddle 

and corruption that exist at other levels of social organization 

which are supposedly efficient. As Bob pursues Mr. Purvis, whom 

he takes to be; a spy, in *Shaving Through the Bl i tz V" (£_JLJk, 

7, 1941), he encounters the notoriously inefficient ^Ministry of 

Information, in which, as a wr i t e r , he expects ,to find the 

niche which will best sui t his talents.. His dealings wi th ' th i s 

Ministry soon expose a layer of Br i t i sh bureaucracy which i s 

determined to obscure the real issues concerned in the fighting 

and the winning of the war. Bob's answer to th is is to propose a 

new formula for Br i t i sh propaganda, h is theory of "optimo-

pessimism," which will take into account both the needs and the 

rea l i t i e s of a population exposed to war: 

, Let us use our pessimism wisely and creatively. At 
present, - through over-emphasis*" of the bright side we 
have everyone walking round a couple of feet above the 
ground, and then l e t them down with a bump. When the 
r ea l ly bad news comes i t j o l t s . How dif ferent i f our 
high s p i r i t s had been tethered to a serious pessimism! 
Then, indeed, we should be able to take i t , being 
already immunised with small doses. . . . Too many 

tm op t imis t s a t large are even more dangerous to our 
% * heal th than ttre pess imis ts . . . By a l l means f ight 

de fea t idm, but sweep t h e s t a b l e s c lean a l s o of 
victorylsm. .' . . What we need most at the present time 
i s a forward and consistent policy of optimo-pessimism 
(p. *9K ' , . 

The exuberance, wit and penetration of Stonier are all, present 

in such passages; Lehmann c lear ly approved of t h i s judicious 

a t t i tude ' towards the war, as the range of moods and tones he 

permitted to appear in Penguin New Writing demonstrates. 

Although the narrator and his friends are eccentric, their 

adjustment t o bl i tz conditions i s that much more convincing and 
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English for being idiosyncratic. Here are the opening few l ines 

from "Shaving Through the Bl i tz I" (fJUL., 2, 1941) which 

express the c h a r a c t e r i s t i c tone of the s e r i e s : " I t was on the 

forty-seventh day of the new razor blade*. Well, one must .start 

somewhere. My drawers are f i l led with old notebooks beginning, 

•Another day has passed,1 or 'Long ago I despaired of finding 

- t r u t h , ' and, there the wr i t ing ends" (p. 30). Bob's des i re to act 

r ightly by his country leads him f i r s t to the Ministry and then 

to night work as a War Reserve Constable—a duty which, he 

performs with ludicrous incapacity as he stumbles around the 

blaoked-out s t reets unsure of what he should be doing. The final* 

cont r ibu t ion to "Shaving Through the B l i t z " (JrLJUL., 12, 1942) 

manages to preserve Bob as an immortal character of the f i r s t 

par t of the war. At the end of the b l i t z he seeks a r e s p i t e by 

the seaside with Lizzie . The loss of h is f a l se t ee th , plus an 

awkward and obscure sense of g u i l t tha t he has not done enough 

for the war efforfc force him into pretending that he i s a Czech 

unable to converse in English, and there he i s l e f t as a r e l i c 

of the f i r s t phase of the war. I t was c lear to .S ton ie r and 

Lehmann t h a t Bob was too much a c rea ture of the b l i t z to be 

e a s i l y t r a n s p o r t e d i n t o a p o s t - b l i t z England. . What 

Fanfarlo/Stonier had done was to create a character who, through 

h i s genial incompetence and h i s cOmic f a m i l i a r i t y with bomb 

s h e l t e r s , n e i g h b o u r l i n e s s , m i n i s t e r i a l s t u p i d i t y and 

indifference, black marketeering and genuine privation, helped 

readers to see the l i g h t e r side of the predicament they shared 

with Bob and his friends. ,* 
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This search for a centre of balance within the conditions of 

the b l i t z was c h a r a c t e r i s t i c of nea r ly a l l the c i v i l i a n 

cont r ibut ions to the early numbers of Penguin New Writing. 

Compared-to the pieces,by Fanfarlo, the contributions of Robert 

Pagan (William Plomer)~ were a l i t t l e b i t more polished, genteel 

and i n i t i a l l y appeared to be redolent of an advanced v i l l a 

Toryism or a progressive, nineteenth-century Liberalism, which the 

writer taiew to be inappropriate to the new demands of total war. 

Pagan's cont r ibut ions ranged from f i c t i t i o u s dialogue in "You 

Must Have Two Hats" (P.N.W., 2, 1941) to ' the conversational and 

• anecdo ta l "Pas Avant" (P.N.W., 5, 19417, each of which 

attempted to express the new perceptions revealed by the war and 

the perennial English beliefs which stubbornly refused to adapt 

to the new s i t ua t i on . There 'is a deceptive t r a n q u i l l i t y about 

everything Plomer wrote which conceals the cut t ing edge of h i s 

•intention. This edge to his writing was most conspicuous in his 

f i r s t contribution, "You Must Have Two Hats," but i t was present 
4 

in everything, he wrote and was only«c on trolled on the insistence 

of Lehmann, who wished to s t ee r h is cont r ibutors away from 
- ' 

anything too sec tar ian or polemical. By adopting the genteel 

tone that he often did, Plomer was ironically commenting on the 

at t i tudes which almost-invariably accompanied this ease of manner 
and harmless leisured speculation, Lehmann showed in a l e t t e r to 

Plomer that he was no longer comfortable with the kind.of overt 

dec la ra t ions of p o l i t i c a l be l ie f which he had accepted in the 

t h i r t i e s : % 

( 
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I have -read Bob Pagan's f i r s t a r t i c l e , and am 
d e l i g h t e d , and f u l l of hope for the way i t w i l l 
p r o g r e s s . I th ink i t i s ex t remely wel l done, 
stimulating, and amusing too. 
,- My c r i t i c i s m s are only on one point; I am inc l ined 

to think i t i s too pol i t ica l ly controversial, fofc even 
though i t Is a dialogue, Pagan gets r ight away with i t 
in h i s advocacy of anarchism. Now I don't think i t ' s -
the province of New Writing to advocate any l ine , of 
p o l i t i c a l thought, par t ly because i t i s a l i t e r a r y 
magazine* but a l s o because by doing so i t . m a y 
antagonise sect ion^ of an audience (which i t wants to 
keep as wide as poss ib le . And when V say advocate, - I 
mean advooate e x p l i c i t l y . I t i s W t t h a t ' I " don't 
admire (and maybe agree with) what Pagah^s-.ays^but I 
feel you should suggest to him that ihfuture~lF1^icles 
he should direct the immense fe r t i l i ty > of his'thought 
and wit to s l i g h t l y l e s s t heo re t i ca l f i e l d s . You 
must nit think that I -say this because I am in the least 
disappointed with a cont r ibut ion t h a t i s so o r ig ina l 
and de l igh t fu l ; i t ' i s simply a matter of thesgeneral 
character and . ' l ine' of Mew -Writing/ . 

pl.ayxr Lehmann i s of course playing a game wi£h Plomer, in that Plomer 

and Pagan are the same person, but„hi's ins i s tence pn- s teer ing 

away from "theoretical" fields i s nonetheless d e a r ' f o r .being put 
t < 

tactfully. > • ' * > , 

• The characterist ic , themes Pagan dealt with in these pieces 

by Plomer were t h e impossibility of returning to old habits and 

prejudices in the post-war world; the constant need to assert the 

primacy of the person ra ther than the concept of personnel; the' 

I l lusions about the nature of happiness cherished by the middle 

c l a s ses ; th* j u s t i f i a b l e suspicion of i n s t i t u t i o n s ' l ike the 

church, All of these themes and more are preMlted in the tone 

of a confiding uncle." Thus in "Pas,Avant".an overheard'remark 

from an anonymous person on a s t reet slyly sums up the continuous 

problem of,the early war years : " 'In t h i s l i f e , ' I heard* the man 

say, ' there's only one thing that matters. ' (I nearly fel l out of 
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... the. window in my anxiety to learn what t h i s might be.) 'Yes, ' 

s a id the man, *only one thing. - Balance and poise, balance and 

poise.} * from the cradle t o the^grave-.' rI hope he has kept h i s 

balance and poise duririg the bl i tz" (p* 91). Pagan's position i s 

c l ea r , as in "A Dodo^In Every Bus," Where he describes the types 

who are. being swept aside by fch.e demands of a new Society and 

the new community s p i r i t made necessary by the war: "They avoid 
4 

change, they shun danger, . they, hate what i s unexpected, 

unfamil iar , or unusual, they wi^h to preserve t h e s t a t u s auo. 

There w-ere signs of a l l t h i s in those who governed us in the 

n ine teen^ th i r t i eS" (pv 94). Despite h i s f ami l i a r tone with the 

. ' reader,, Robert Pagan i s a wr i t e r who i s h o s t i l e to much of the 

past , Since i t is 'hampering the war e f for t and the growth of a 

, new English consciousness. " 
This i s not at* a l l the case wi th ano the r w r i t e r who 

•ft -ir­
r egu la r ly contr ibuted to the ear ly numbers of Penguin New 

Writing, - Rosamond Lehmann. There were two dis t inct ive modes tov 

• * - '*. ' - " ' -- -

the short s t o r i e s she published, but both were rooted in a>nv 

appreciation of past values associated with the liberalism of a 

l-eis\ir*d upper-middle c l a s s v 'In the f i r s t type of story, she 

' relived th% familial security that had appeared permanent in sueh 

' c o n t r i b u t i o n s as "The Red Haired* Miss d a i n t r e y s " ^al ready 
discussed in the chapter On 'FQUPS of tfftw Writing) and "The 

Gypsy's Baby" (fJLiLr ^ 1-r1?* 'J941.). The second type of s t^ry 

-.'-".. explored'Similar communities during war-time, communities whioh 

were removed from the war%experiences, associa ted with l a rge 

, Cit ies aqd the b l i t z , end which yet had to deal with unfamiliar 

•<«... 

. • • . : - ' " ' ^ " 
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s t ra ins and stresses. Those s tor ies which can be grouped in the 

second category Include "A Dream of Winter" (P.N.W., 2 , 1941), 

"When the Waters Come" ( f J U L , 3, -1941), and the much l a t e r 

cont r ibu t ion "Wonderful Holidays" (£JUk» 22-25, 1944-1945). 

"The Gypsy's Baby" i s a story tha t nos t a lg i ca l l y r e c r e a t e s 

and celebrates "the virtues that a child-narrator- detects in her 

upper-middle c l a s s family, v i r t u e s no longer found in the 

present . Above a l l , the character of the fa ther loomls over the 

family, protecting, encouraging and sustaining a benevolence and 

paternal ism, not only to h i s own family, but to the mendicant 

Wyatts a s^we l l . " .The fa ther i s idea l i zed , sO l i b e r a l and 
4 ! 

generous tha t h i s peers think him a soft touch. But to the 
/ 

c h i l d - n a r r a t o r he offers a version of communal s t a b i l i t y and 
. & 

becomes a moral exemplar which i t has become impossible to 

im i t a t e in the present . This kind of l i b e r a l upbringing w*&s of 

course shared Ay a l l of the Lehmann children; i ts trecognit ion and 

i t s passing are the driving forces behind ^ohn Lehmann's search 

for appropriate pol i t ica l action in the thir.t4l.es and for l i te rary 

and human values in the for t ies . 

The power\of Rosamond Lehmann's other s tor ies in the early 

Penguin New Writing i s much harder to define; they describe in a 

. very personal, almost t ragic , way the dislocation caused by the 
4 

\iar to rural set t ings. In both "A Dream of Winter" and "When the" 

Waters Came" the war i s present , but o f f - s t age , and the cen t ra l 

* focus i s on the women Left behind, who must c rea te s t a b i l i t y , 

Adven tu re and beauty for t h e i r ch i ldren . They must do t h i s 

without recourse to any of the old cer ta in t ies , which have been 

4 
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eroded, and in the context of minor but i r r i t a t i n g ma te r i a l 

deprivat ions^ Even such a common occurrence as bees not 

producing enough honey becomes an example of past splendour come 

back to haunt the survivors: 

Jus t as I thought. Another sentimental i l l u s i o n . . 
Schemes to produce food by magic s t rokes of fortune?* 
Life doesn't arrange s t o r i e s with happy endings any 
more, see? Never ag,ain. This source of energy whose 

- l i v ing voice comforted you a t dawn, at dusk-lsaying: 
We work for you. Our surplus i s yours, t h e s e f o r the 
taking—vanished! You"left i t to accumulate, thinking: 
There's t ime; th inking: When 1 w i l l . You l e f t i t too 
l a t e (p. 56). 

The b a t t l e , for such i t i s , is thus waged within the mind of 

the presiding female consciousness of these s tor ies , deprived of 

male companionship, but. burdened with coping with the war for 

the sake of the children. 

In the las t major contribution Rosamond Lehmann made to the 

wartime Penguin New Writing there has been a s l i gh t sh i f t of 

emphasis. The sh i f t occurs r igh t a t the end of "Wonderful 

Holidays," a four-part short story that ran from volume 22 to 25 

of Penguin New Writing. The rural sett ing i s similar to those in 

her other s tor ies , and her characters' preoccupations for most 

of the story range from a school trunk los t in railway confusion 

to the shortages of food and the vil lage theatr ical performance. 

But the sense of fo l ly kept in abeyance, for the most pa r t , 

e rupts towards the end of the s to ry , in Penguin New Writing 25, 

when the female conseiousness, Mrs. Ritchey, admits to the 
f 

deeper anx i e t i e s tha t trouW.e. her. She i s forced to t h i s 

r e a l i z a t i o n by the observation of the-shell-shocked, v i r t u a l l y 
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helpless invalid, Captain Moffatt, and by her conversation with 

the gifted, * if dilettante, adolescent, Roger. When she presses 

him on what career he w i l l pursue, h is excuse for dropping his 

art has a depressing f inal i ty about i t : ' 

'Unfortunately,' said Roger, 'the shades" pf the prison 
house wil l have closed on me by the summer. 1, shall be 
in the Army.* 

'In the Army? As soon as that. I forgot. You're 
eighteen?' 

•Eighteen next month.' 
•Are ..you dreading it?' 
•Oh no,' Me smiled. 'I'm rather, looking fprward to 

i t . ' 
We'would go into the Army, and be dri l led and do 

f a t i g u e s and go on courses , and be sent to h i s 
O.C.T.U. and get his commission, and have embarkation 
leave and vanish from Ehgland under security s i lence 
and . . , come to nothing? 

•Perhaps the war wil l end,' she slsrid (p. 38). 

At the very end of the story When she glances at her 

daughter's l e t t er with the phrase "Wonderful Holidays," the 
* * 

certainty has been kicked out of her. The note-of sadness 

dominates village l i f e and anything she can say lacks conviction. 

By 1945, when th i s was published, the consolation of the past 
4 

embodied in "The Gypsy's Baby" has given way completely to 

exhaustion. 

Rosamond Lehmann's continued presence in the later war-time 

editions of Penguin New Writring was a testament to John Lehmann's. 

intent? to'keep good writing a l ive , even i f her s tor ies did nob 

reflect on the immediate considerations of armed conf l ic t once 

the period of the phoney' war and the b l i t z was over. Other 

frequent short-story contributors were William Sansom and Frank 
* 

Sargeson, both of whom Continued to plough' their own very 
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individual furrows in- the pages pf Penguin New Writing. Such 

pieces as ""The Witnesses" (ZJLW^ 17, 1944) and "The Boiler 

Room" (£JL1L, , 2T,- 1944) showed- Sansom's g i f t for evoking-

pathological emotional conditions, whereas "The Cliff" CLJUJU 

25, 1945) now reads as i f i t were a- pastiche on Sansom's own 

style. "The Cliff" strains too self-consciously after effect and 

shows the dangers inherent in pursuing a particular kind of mood 

without recourse to character development, a danger that Lehmann 

warned Sansom of in the letters they exchanged during the wa|r. 

It was, however, in the new feature, "Report On Today," 

the expanded Book Front s ec t i on , the new photographic 

illustrations, and the increasing number of articles devoted to 

visual art, dance, theatre and cinema that volumes 13-26 of 

Penguin New Writing differed most from the preceding volumes. 

Fanfarlo disappeared, Robert Pagan appeared very infrequently, *" 

and their places were partially fil led by Joseph Gurnard, a new 

pseudonym for George Stonier, and Jaek Marlowe^ a further 

metamorphosis of John Lehmann. As the volumes developed, less 

space was taken up by s tor ies or a r t i c l e s reprinted from the 

other New Writing magazines; the gap was f i l l e d by original 

contributions. This increasingly brought Penguin New Writing on 

a parallel course with Mew .Writing and, Daylight, although . 

Penguin Mew * Writing retained its, deliberately British flavour 

throughout. It was to Lehmann's lasting' credit that he regarded ; • 

discussions of such neglected writers as George Crabbe, .and 

Stephen Spender's frequent excursions into speCtrla.tion -abo.ufc 

twentieth-century poetry and the novel, as essential elements in 
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the overall purpose of Penguin New* Writing. 

Lehmann's l o y a l t y to the brand of r e a l i s t i c w r i t i n g 

practised by Sommerfield w*as challenged by some readers: "In No. 

26, I was fed up with the realism of John Sommerfield (who 

appears t o have a l i f e contract with you—and a l i t t l e of t h i s 

smelly s t inking realism goes a long way t o a sehs i t ive nose).,"^ 

This kind of attack ignores the substantial changes in form that 

Soinmerfield 's prose had gone through s ince h i s I n i t i a l 

appearances in New- Writing. These changes had made Sommerfield 
i 

i n to .one of the foremost wr i t e r s in the forces. Neither was 

Stephen Spender immune from the a t t acks made by readers who 
v disliked the direction Penguin Hew Writing was taking: 

The Penguin -New Writing, does not approach the original 
scheme. S t i l l , anything is better than nothing. I am 
appalled by your constancy to Stephen Spender, tie' 
appears to me as a man possessed of the Liberal mind— 
small and without thought. I suppose we must bear with 
these things. Much water has flowed since you wrote a 
long a r t i c l e in International Literature; i t would seem 
that many changes have taken place since theft, too. I 
wonder if you would write the same today. 

Naturally, i t would not be right of me to develop 
« polemic at- th is stage of our association, but I must 
i n s i s t tha t the war has probed our l i t e r a r y movement 
and has burst -a few—I vfill not say reputations. 10 

Clearly this- kind of response was coming from a man s t i l l 

» enmeshed Ith the left-wing ideological hope.s which New Writing had 

begun with.', I t i s more a comment on the personal p o l i t i c s of 

;> - Lehmann "and "Spender than on the substance of t he i r wr i t ing . 

Lehflfann'S .pnly recorded response to t h i s i s pencilled*on the 
v Yet'ter i t se l f : "0 dear, 0 dearl" * 

' Some of the best pieces in volumes Tf-26^of Penguin New 

** 



Writing were produced in direqt response to participation in the 

f o r c e s . Unlike the e a r l i e r wa r - t ime s t o r i e s which Were 

frequently claustrophobic in t h e i r general sent iments , these 

l a t e r pieces showed an expansion of mater ia l brought on by the 

postings overseas, the need to accommodate to the demands of a 

new group, and the actual experience of bat t le . The most common 

of these experiences were presented in the s tories that explored 

the a l i ena t ion , occasionally rel ieved by f lashes of genuine 

comradeship, or the aloofness born of insecurity which the new 
j * f> 

communal condi t ions produced, Lehmann quotes extensively from 
the correspondence he exchanged with Alun Lewis in 1 ' Am -. MV 

Brotherf an exchange which i l lu s t r a t e s Lewis's tendency towards 
* 

morbidity and moralizing. Lewis seems from his correspondence to 

be a c h a r a c t e r s u b j e c t t o r a p i d l y changlng{ moods, too 

consciously aware of his own importance, and yet a b r i l l i an t ly 
4* 

gifted writer who was only just beginning to find his mfitlex at 

the time of his death. His t rue t a l e n t as a shor t - s to ry wr i t e r 

only gradually emerged from his uneven performances as a poet. 

In the "Farewell Binge* (JLJUL, 5, 1941) and more espec ia l ly 

"Ward 03B" (£JUL, 18, 1943), the s a t i r i c yet warm human being 
a 

who had been hidden in the correspondence and frustrated in khaki 
moved more fully to the front. /.. '' 

-*y « , 

.Lesl ie Halward was a far more r ep resen ta t ive , i f l e s s 

talented, writer; he summed up his dilemma in ^letter*.bo Lehmann 

at the end of .the wapj discussing a story Lehmann .rejected: 
. » ' * ., - - . • ' 

• ."V*' - < • 
I'd l ike to see the story in print, because i t gives a 

» pi.otHre.jof a type t h a t ' s a l l * too common. -" I t ' s ' 
uncomplimentary to the ga l l an t lads who've helped t o . 

«. 

# ' 

http://pi.otHre.jof
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win the war with Germany, but why should that matter? 
. . . I'm brassed to t ea r s with nothing to read, worth 
reading, nothing to do, worth doing. . . . I 'd l i ke a 
story in New Writing again. But if, because of the 
circumstances I work in, I can't write one that 's good 
enough for you—well, we can't do anything about i t , 
can we? You've probably gathered tha t I've had a few 
beers tonight. ' • 

Such complaints about the conditions in which the soldiers were 

t ry ing to wr i te were typica l of the correspondence Lehmann 

received. Lehmann, of course, did not mind how uncomplimentary 

some of the s t o r i e s ' were, provided they avoided the greater 

dangers of cliche*or sentimentality. I t was for this reason that 

Lewis's "Ward 03B" was such a refreshing change from the majority 

.of manuscripts Lehmann received. < 

The in tens i ty of the d i s l i ke tha t some held for t h e i r new 
ft 

circumstanoes can be gauged from William Chappell. His f i r s t 

piece published in Penguin New Writing was 'en t i t l ed "The Sky 

Make's Me Hate I t " ( f JLJk , 13, )942) . The f i r s t - p e r s o n 

narrator a t ta ins something pf the subjective element that Lehmann 

was searching for in the reportage he published. But t h i s 

sub jec t iv i ty i s achieved by a complete se l f -absorpt ion which 

merges on misanthropy. At times the prose becomes a stream 

consciousness, c r i t i c a l of the outside environment without 

ac tua l ly describing i t , and tor tuous in i t s expression. The 

de l i ca te ly control led and f rus t ra ted romantic feel ings are 

changed i n t o a hatred for everything tha t 4 s present in the 

na r r a to r ' s mi l ieu: "No onfc can be* genuinely happy at t h i s t ime. 

War, as i t w^^ds^hep>iyjle of,a nation together , makes every 

l i f e an i s o l a t e d l i f e . Everyone i s lone-ty" (p. 14). In-

am Q-Fj 

v X 
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C h a p p e l l ' s case t h e r e i s no c o n s o l a t i o n t o ' b e found in 

f r iendship, since fr iendship i s impossible in the a r t i f i c i a l 

environment tha t war has created for him. Yet h i s published 

writing only scratches the surface of his dis i l lusion and black 

moods, as h is correspondence with Lehmann demonstrates. His 

a t t i t u d e t o his fellow conscr ip t s i s s ta rk , uncompromising and 
i 

excessive in a*letter he sent to Lehmann in 1943: 
•>, 

There are a l l s o r t s of oddnesses about s tandards of 
1 w i t , , , t a s t e , and the question of what i s and what i s 

I k not vulgar*-which I find p re t ty fasc ina t ing and so i t 
' goes on—And in between vague ecstasies over the beauty 

of the h i l l s and the sk ies , and not so vague horrors 
over o f f i c e r s iri t he maa'-s—and in f a c t s t i n k i n g 
humanity in the mass, the contemplation of which makes 
me s l i gh t l y sour at^times—in* between a l l these , I 
think, when I dare l e t myself—of London, and my 
friends and the time when»I'll get back to being alive 
again.1 2 " - m 

\ 

Chappell, embedded in h i s memories of the a r t i s t i c c i r c l e s in 

London, responded bm; lashing out a t h i s fellow s o l d i e r s who 

offered him no substi tute to the .life he had, known. He had been 

a bal let dancer before he was conscripted; he had not. been one of 

- the t h i r t i e s writers. In his . second contribution, "Words 'frora A 
m • • 

*» Stranger" (£JLiL, 19, 1944), he achieves a t l e a s t a t e n t a t i v e 

understanding of his own emptiness, . even if th is understanding 

i s fa r from f l a t t e r i n g t d hi.s_sp««e of self.." This occurs when*, 

some Arab chi ldren t r e a t him as* a symbol of B r i t i s h so ld ie r s i 

everywhere, and follow him with c r i e s of ""Johh-neeel—John-neee 

Biskurt!" (p. 40) . , - ' -. ' ' 

A somejWfthat analogous way of responding to the new demands of 
v - * V ' » * » 

service l i f e i s contained in .Richard NUgentJs (Richard Rumbeld's) ' 

' / 

-ftj* 



* iJ .-

276 

"From A P i l o t ' s Diary" (XJLlk, 13, 1942). - Expl ic i t in t h i s 

account of air-iforce l i f e i s the sensation of detachment from 

worldly things, akin to the "lonely impulse of delighj;" as Yeats 

much earl ier phrased i t . The general loathing of service l i f e i s 

mit igated in an a i r c r a f t by the physical as well as s p i r i t u a l 

soaring away* from the e'arth. Nugent obviously de l igh t s in the 

escapism of t h i s and begins to e r ec t a mystique of super io r i ty 

around the in t imate r e l a t ionsh ip fighter pi lots establish with 

t h e i r machines . This romant ic ism based on the i n t e n s e 

concentration, and other-worldliness of the fighter pilot brought 

swift 'protest from another writer ana" painter who "was revolted 

by the social at t i tudes ' this suggested to him: 

This a i r mystique, this completely manufactured sense 
of o t h e r w o r l d l i n e s s - - d e t a c h m e n t - - a l o o f n e s s - - • 
superiority--demanding no'personal Inner effort, . . . 

v That sort-of cheaply, bought salvation is far too easy— 
too bogus. Of course i t produces " e x q u i s i t e 
sensations" so does masturbation, and both are equally 

* ft> barren. I think t h i s so r t of th ing, of which we are 
ge t t ing more and more, i s dangerous and "pernicious 
nonse.nse. I t i s dangerous to any hope^of post war 
society to have l o t s of pseudo-promethean,.young men 
with their mystic superiority and aloofness,1* 

• - • • • ' " ' " • ' ! * 

. Nugenfs piece was the c loses t Lehmann ever came to publishing 

.* .and crea t ing the kind of hero which the more conservative 

' elements pf Br i t i sh society hoped would emerge in l i t e r a t u r e . 
T % 0Lts sentiments were s imi l a r to thOse -expressed in Richard 

4 
« - , » . . 

, Hillary's The Last Enemy, published tin 194$. Usually Lehmann was 

more cautious about encouraging such conventional postures. He 

defended Nugent in \ Am My Brother on bhctfrounds t ha t this .was 
m>" * • • . / '> ' 

-s. * it - ' / 1*11 

" arn a t t i t u d e adopted to conceal-a far more complex char-aeter,. 
r ' » • 
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In h.t>s foreword to Penguin New Writing 19 he discusses t h i s 

prqblenr-of an appropriate myth; he d i f ferent ia tes 'be tween the 

stoicism of 1944 and the more op t imi s t i c sense of social 

cohesion that appeared fleetingly in 1940: 

The sense of division and loneliness, which the poem 
and the story can most powerfully reveal, and which are 
thus themselves with extreme sharpness divided from the 
pep-reports and grin-records of so much of the reading 
matter supplied by the popular press', emerges more and 
more, as the war goes on, as one of the most acute 

"symptoms of the sickness of Our time. These s t o r i e s 
show us tha t i t i s from the absence of a generally 
accepted myth or system of be l i e f s tha t i t a r i s e s ; a 
myth whose wholeness would heal the wound between war 
and peace-time occupation, between the past and 
present , between one c lass and another; a myth which 
we in England f e l t we were about to recapture for one 
moment of as tonishing in tens i ty in"1940. . . (p". 7 ) . 

To avoid the pep-reports was no' small problem.. Many of the 

wr i t e r s who contributed to Penguin New Writing unconsciously 

allowed t h i s kind of a t t i t u d e to ' seep in to t he i r s t o r i e s and 

reportage, either by stereotyped characterisation or ready-made 

phrases. 

The growing s t a t u s of John Sommerfield as a w r i t e r 

contradicted this general trend. Sommerfield was lucky in that 

his participation in the'Spanish Civil War and h i s attempts to 

capture t h i s in prose had already taught him something of the 

p i t f a l l s of polemical language. His f i r s t contr ibut ion to 

•Report On Today," ."The Worm's-Eye View" CEJL1L., 17, 1943), 

plaeed him squarely in the camp of those who real ized tha t , 

except in unusual circumstances, history, refuses to distinguish 
' r * 

between individuals. >or him the problem was t o understand when 
\ 

the worm's-eye view of history became the concentrated mass-will, 

\ 
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a c t u a l l y capable of shaping h i s t o r y . He and h i s R.A.F. 

, companions had to focus on such concepts as "home" and,"before-

the-war" and make sure that the post-war world would be a genuine 

i n t e r p r e t a t i o n of t h e i r needs, as opposed to the romanticized 
4 , 

pic ture they created of pre-Second World War socie ty . In "The . 

Worm's-Eye View" he captures "the endless introspection produoed , 

by desolate a i r - s t r ips ah*! the' further j o l t given to established 

modes of thinking when his squadron i s removed to a new location 

in the desert: Fjor us l i f e was a perpetual s t ruggle against the 
sand. I t insinuated i t s e l f into our ears and nos t r i l s 
and eyes, food and drink, into the ha i r and under the 
finger nai ls ; the most hidden and delicate parts of the 
a i r c r a f t on which we worked were attacked by i t . . 
Equally ubiquitous were f l i es , the smell of camels, and 
a flavour of chloride of lime (p. 29). 

The all-encompassing seemingly all-powerful "they," alluded 

to in Sommerf'ield^s "The Worm's-Eye View," come a l ive in t h e i r 

brutal i ty- and s t up id i t y in J. Maclaren Ross's cont r ibut ions to 

Penguin New Writing, "* List" (£JUU 15, 1942), and "The 

Swag, The Spy and The Soldier" (fJLJL, 26, 1945). "They" are , 

of course, the military leaders, usually supported by an equally 

obtuse c i v i l i a n bureaucracy. Maclaren Ross was one of those 

w r i t e r s who was miserable in the forces; he was eventually 

released from ac t ive seff ice under the guise of i l l - h e a l t h , , 

although he was/actually,cashiered. ' The "Y List" Is an extremely 

jaundieed account of h is i l l n e s s and trea'tment by h i s army 

superiors. I t was faom such people as Maclaren Ross that Lehmann 

leanhed.of the extent to which mi l i t a ry suppression could 
•" ' 4 • 
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function in the array of a democracy: 

I am now recommended for my discharge from the army, 
but instead of th is there may be an attempt to certify 
raeinsane! Can they ce r t i fy you i f you've never done 
anything more abnormal than .go absent from the army or 
wr i t e 17 shor t s t o r i e s in 2 months. I am t e l l i n g 
everyone about t h i s j u s t now, as I don't think I 

'if. should l e t t h i s sor t of attempt pass without ra i s ing 
hell about it. / , ;> 

Apparently, by the time Maclaren Ross wrote "The Swag, The Spy 

and* The Soldier" he was more able to see absurdity ra ther than 

malice in h i s army super iors . In what i s one of the best short 

s t o r i e s to emerge a t the end of the war, a so ld ie r i s being 

court-martialled for writing down military secrets. The soldier 

i s in fact a writer gathering material for his autobiography and 

his short s tor ies: 

Did' I r ea l ly consider i t possible tha t a boy l ike 
O'Connor, ' without—ahem—the advantages of education, 
could ever become an author? Surely i t was necessary 
to have some—ahem—knowledge of grammatical ru les 

' " before authorship could be embarked upon? I asked him 
s te rn ly whether he had ever heard of the p ro le ta r ian 
school of l i t e r a t u r e . He had not. He said was i t a 

'correspondence school? I put him right on th is point. 
. . i Was i t t rue , -he asked the Prosecuting Officer, 

- that the notes on bombed British factories made by the 
accused had. previously been printed .as commdn knowledge 
in the daily press? The prosecuting officer coughed 
and said he now understood that to be the case. He sat 
down deflated (p. 57). 

% 
• •» 

The s to ry makes fun of t h e a t t empt t o w r i t e p r o l e t a r i a n 

litera/ture, but i t asserts that such ' l i terature i s necessary when 
. i t i s virtually impossible to find time for the more'polished ar t 

v-
forms. ' * . 

For most people .caught up in the services it was the 
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occasional experience of t r a n q u i l l i t y or "normal i ty which 

i l luminated exactly what they were missing by being in the 

for-ces. This produced a variety of moods, ranging from nostalgia 

to incongruity-or intense frustration. A classic example of. th,e 

f i r s t of these i s Alan Wykes's "A Loaf of 'Bread" (fJLJL, '19, 

1944), in which a young pr iva te searches for something'to do 

with h is few hours of leave other than to get drunk or chase 

women like his less choosy companions. He finds i t in observing 
1 * • . ' » 

a young couple., in l ove , c a r r y i n g a l'oaf of bread h'ome. 
' * 

Surprisingly, this very simple event avoids bedoming mawkish ^in 

Wykes's narration, and the private moment only gains credibil i ty 

set- in the context of the debauchery and drunkenness of the other 

soldiers. In Anthony Verney's "The Cat and the S"oldler"^(P.N.W.f 

16, 1943), the in i t i a l mood of depression established throughout 

the description of the soldiers ' training i s teasingly sabotaged 

and mitigated by the s ight of a ca t s t ick ing out i t s tongue a t 

the protagonis t ' s would-be g i r l f r i end . Such incongrui t ies 

restore the narrator to a perverse sense of equilibrium. * 

The serviceman's inner secur i ty was j u s t as frequently 

challenged by the exposure t ° new cu l tu res , geographical 

locations and nat ionali t ies . For most of the servicemen, the war 

was t h e i r f i r s t departure/from) Engl and, and t h e i r encounters 

with foreign places and people brought out the best and worst in 

t h e Br i t i sh temperament. In R.H. Martin's "After Bombardment" 

(P.N.W.f 25, 1946)* a t r i o of English so ld i e r s huddle together 

in the back of a lorry and discuss the endless escapades of their 

fr iends back home, scarcely not ic ing the presence of the 
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battered and helpless French refugees who occupy the same lorry." 

Their i n t e r e s t in t h e i r fellow passengers i s confined to a few 

casual remarks about the ch i ldren , "poor l i t t l e buggers," and 

- automatic xenophobia and condescension: 

'Never could get on with Froggies, ' said the l i t t l e 
f a t ' man from the middle of the t ruck. ' I t ' s t ha t 
blasted language that gets me. Just a l o t of gabble.' 

'Remember old Bill learning#French?' said one of the 
other men. 'Remember how he s t a r t ed ge t t ing off with 
the farmer's wife?' 

•Yeh, bloody larf that was!' 
'Somebody wanted some milk and asked old 'Bil l to get 

i t for him—what was i t he asked her?* . . . . 
'He said "Got any l a i t , ma?" he sa id ' (p. 170). 

The na r ra to r , on the other hand, i s shocked by the smile of 

greeting on the face of the l i t t l e g i r l with her hands blown off. 

Similar experiences of a mixture of incomprehension and sympathy 

are recorded in Eric de Mauny's "A Night in the Country" (P.fi.W,, 

24, 1945) and "In Trans i t " (P.N.W., 18, 1944). 

In the former a corporal plans to s leep with an a t t r a c t i v e 

I t a l i a n woman, a r e s iden t of the farmhouse h i s uni t has camped 

a t . As he s t a l k s through thV-night he encounters h is sergeant 
M 

in tent on exactly the safaie thing. This meeting s t r ips away the 

romantic i l l u s i o n s with which he has chosen to ve i l h i s Lust 

towards the I t a l i a n and teaches him to regard the woman as a 

person in her own r i g h t , r a the r than simply an exot ic foreign 

conquest. The sketch, "In Trans i t , " records the meeting of 

another British soldier with a downtrodden Arab who i s suffering 

from innumerable fears in a dusty remote array depot somewhere in 

the Middle East. The s o l d i e r , out of a mixture of boredom and 
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pi ty, l i s t e n s to the Arab's meandering t a l e of imagined and r ea l 

suffering^? and f i n a l l y ga ins something in r e t u r n — a <sense of 
44-

communication with another human being, something he had missed 

in the army without even being aware of i t : 

f 
'Thar/k you fo r hea r ing me. God be wi th you.1 

B e n n e t t winked a t t h e sent j ry , who winked 
conf ident ia l ly back and queried: 

'He's a b i t balmy?' 
Bennett nodded, grinning. But an ins t an t l a t e r on 

the open road, wi th the day of sun and b l ind ing blue 
whelming down from the bar ren h i l l s , h i s face became 
s e t and he was not so su re . The ep isode might a v a i l 
him nothing, but i t suddenly seemed l i k e an oasis in a 
l o n e l y , bar ren p l a i n (p . 14). 

In such ske tches as t he se the p a r t i c i p a n t s l e a r n something or 

change as a r e s u l t of the encoun te r s , whereas in o the r s t o r i e s 

the focus i s on the refusal by indrviduals to be modified one j o t 

-by t h e i r new conditions. . One of the most pos i t ive aff irmations 

of t h i s pa r t i cu la r kind of Br i t i sh imperviousness occurs in A.W. 

Ba i rd ' s "Spiv on the Steppe" (fJLJL., 23 , 1945), in which a 

Bethnal Green slum ,boy i s in t roduced t o a number of Arab 

d i g n i t a r i e s . " With out rageous d i s r e g a r d for t r u t h , he i n v e n t s 

f i c t i t i o u s s tab les arma lands in England with which t o impress h is 

hos ts and persuades them to t oas t h is mother as if she were the 
4 

ar is tocracy. This kind of bluff i s approved of by the nar ra tor , 
/ 

who r e g a r d s t h e S p i v ' s p e r f o r m a n c e a s a K i p l l n g e s q u e 

demonstration of I j r i t i sh bravado. 

John Sommerfield's "Above The Clouds" (P.N.W., 21, 1945) i s 

by f a r the most amb i t i ous and one of the most success fu l of the 

s t o r i e s and sketches from army l i f e with a foreign backdrop. For 

once.Sommerfield leaves h i s subject matter of the lower ranks of 
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the a i r force and hazards some descr ip t ions of antedi luvian 

colonia ls perched securely in the Himalayan mountain regions, 
ft * 

c 

apparently unmoved and unchanged by what goes on beneath them. 

Included in this panoramic view of humanity and the Indian sub­

continent i s some of the finest prose-poetry^Sommerfield was ever 

able to wri te : 
4 ^ 

They were too hungry* to l ive on any terms for anything 
to be able to exterminate them; a stream of l i f e , out-
dating knowledge and ou t las t ing the charteing face of 
the land, flowed through their flesh, - immortal as those 
water molecules drawn from-the sea by sun and wind and 

. . returned by rain and rivers. 
And watching them, thinking of the blind hope and 

fortitude by which they were upheld, I was moved with a 
s t e r i l e , useless ^mingling of pity and admiration, for 
them, for theirMnypiad ances tors , and the i r ,myr iad 
brothers in'every land. Thus ran the stream of l i f e , 
sometimes l i k e a smooth-flowing r ive r , sometimes a 
th in , starved t r i c k l e , but never blocked and never 
drying up. I thought of those crowded pla ins below 
where i t ran so "powerfully, a vast unquenchable flood. 
Even from the isolation of a railway compartment-it had 

> been possible t o get a sort of smelly a breath of this 
in tens i ty of l i v i n g , as i f from the surface of i t s 
dark, invisible stream some moist exhalation d i s t i l l ed 
i t s e l f "into the s t i f l i n g a i r (p. 37). 

This was c lea r ly a new departure for Sommerfield, one whose 

sentiments strongly dhallengfp'the more antagonistic viewpoints 

adopted from d i f fe ren t perspect ives by the ao lonia ls in the 

mountains or by William Chappell in his correspondence and 

sketches. 

By far the g rea tes t d i f f i cu l ty for those w r i t e r s in the 

services was to describe the actual experiences of bat t le with a 

fresh eye, and Without recourse to the exhausted language of the 

j o u r n a l i s t s , or the a t t i t u d e s of Rupert Brook^, which' had been 
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bastardized and appropriated by j i ngo i s t i c^ c i v i l i a n bureaucrats . 

I t was in t h i s regard t h a t John Lehmann in h i s persona of Jack 

Marlowe often bemoaned the paucity of mater ia l in e i the r prose or" 

poetry t ha t ac tua l ly achieved t h i s . In p a r t i c u l a r , character was 

d e l i b e r a t e l y s a a r i f i c e d to p r e s e n t n o t i o n s of what servicemen 

should be, r a t h e r than what they were. Marlowe's (Lehmann's) * « 

i complaint about Kersh's They p i e With Thei r Boots Clean <?anx^be * 

attached to many of the sketches Lehmann himself published. In * 

"A Reader ' s N o t e b o o k - I l l " (P.N.W., 15 , 1942), Marlowe d e s c r i b e s 

the Coldstream Guards created by Gerald Kersh: JTheyMIrink, they _ 

gamble, they swear , they scrounge and they s q r a p ; and 'ye t they 

don ' t manage t o be a l t o g e t h e r r e a l , . . - . Sure ly , one says t o 

oneself, human pe t t i ne s s and self-seeking comes in a l i t t l e more 

than t h i s ; surely personal jealousy and b i t t e r n e s s i s secreted in 

the b r e a s t s of t h e s e s u p e r - s o l d i e r s " (p . ,152). A case in po in t 

i s R.D. M a r s h a l l ' s "A Wris t Watch and Some Ants? (.fcJLJL.', 2 1 , 

1944) which Lehmann p r a i s e d in I Am My Brother J ° The main 

p r o t a g o n i s t in t h i s l s t o ry i s j u s t a l i t t l e too poised^ and 

c o n t e m p l a t i v e to' be c r e d i b l e , a s he obse rves h i s arm and 

wristwateh 'which haver-'j
vust been "blown off. This s tory, however, 

i s nowhere near as cliphed and ohvlous as such t a l e s of wounding 

and heroism as J.E. Morpurgo's "The P ipes" (P.N.W., 22, 1945). 

Lehmann's judgment on sketches concerned with the navy was 

f a r more- s e c u r e than on those which d e a l t wi th t he o t h e r 

se rv ices , as can be seen from h i s publ icat ion of, Dennis Glover's 

" I t Was D-Day" ( £ J U L M 23 , 1945) and "Convoy Conversa t ion" 

(UklL . , 16, 1943) and F.J. S a l f i e l d ' s "Fear of Death" (ZJUL., 

• ' f 
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17, 1943). This is probably because service in the„navy foroed 

"Che ' sailqrs* to crea te a genui-he Community because of the i r 
<f ^ • 

constant proximity. to each other. Consequently, 'the s t o r i e s 

£ which caraeJ from s a i l o r s were often be t t e r able to describe 

- violence as an interruption of normality. "Convoy Conversation* 

is particularly successful in treating the batt le that erupts as 

a predictable and, i rr i ta t ing interruption to the banal story that 

Geordie is tel l ing about his girl-friend back home. The men deal 

with the dive-bomb at tack by a v i s ib l e bracing of wi l l which 

evaporates as soon as the need for i t i s gone, and then they 

return to being vulnerable, i r a s c i b l e individuals . Here i s 

Glover's description of the immediate aftermath; i t presents the" 

.schizophrenic existence such sa i l o r s were forced to l ive and „ 

suggests with marvellous economy how they -were able to do'so: 

The l i t t l e rescue ships hunted fussi ly around them 
among the wreckage and the r a f t s . There were heads 
bobbing in the icy water, l i t t l e figures clinging to a 
raf t , ' or a bat tered boatj sometimes a sol i ta ry hand 
waving. The morse lamps winked and fl ickered busily 
from one destroyer to another. ' 

'All r igh t , re lax , ' cal led the f i r s t lieutenajnt. 
'Tea i n t e rva l . ' 

. 'Jesus, ' grumbled Geordie, 'gimme a smoke, someone' 
(P. 20). 

Glover at tempts Jto achieve the same realism on a much broader 

scale in another contr ibut ion, "I t was D-Day." At f i r s t s ight 

t h i s piece appears to share some of the worst aspects of paper-

thin heroic postures. But the posturing of the f i r s t -person 

narra tor i s set in the context of a prose which de l ibera te ly 

o s c i l l a t e s between journalese, i t a l i c s r e f l ec t ing a growing 

hys te r ia on the par t of the narra tor , and the more calculated 
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prose which sugges t s a n a r r a t o r d e l i b e r a t e l y t r y i n g t o s t e e l 

h imse l f t o be th*Jh«ro he i s supposed t o be. The rapid chapges 

between the threm'different kinds of prose giv-e a very impressive 

d e p i c t i o n of the p r e s s u r e s involved in such a b a t t l e . Such * 

pieces also suggest why Individuals attempt to mould "themselves 

in to stereotypes in order to survive extreme s t r e s s . 

One of the l a s t p ieces t h a t Lehmann publ i shed in t h i s vein f 

was Alec Guinness ' s "Money for Jam" (JUkiL^ 26 , 1946). What 

p reven ts t h i s fr'om being a t a l e of s imple h e r o i c s i s the 

suggestion of a supernatural element—an en t i ty tha t appears and stf -t 

'warns the nar ra tor with, a s ingle word "Tomorrow." The narrator 

and h i s companions are involved "in a shipwreck the following day, 

from whioh they barely escape w i t h ' t h e i r l i v e s , and during which 

they are each purged of a pa r t i cu la r fear or vice. This story, i s 

very much an oddity in a l l the war s t o r i e s Lehmann published and 

i s taken out of the realm of l i t e r a r y c r i t i c i s m i n t o that- of ' t 

quas i - re l ig ious speculation by the crypt ic note which apr)ears on 

the page, "About New C o n t r i b u t o r s . " "'Money For-Jam' i s t he 

I i 
f i r s t s t o ry he has had publ i shed and i t was founded on persona l * 

exper ience" (p . 2 ) . 

In publishing many of his war s t o r i e s Lehmann always had tp 

keep an eye over h i s shoulder in case h i s s t o r i e s gave away 

m i l i t a r y in fo rmat ion or expressed an o f fens ive view of the 

s e r v i c e s which the censors would not accep t . I t i s c l e a r from 

h i s e d i t o r i a l choices, forewords and a r t i c l e s under the gfuise of 

Jack Marlowe t h a t Lehmann was deeply d i s tu rbed by.the p o s s i b l e 

intrusion of s t a t e doctr ines I n t o pr ivate wr i t ings . This i s why 

r - ' 
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he objected cons i s ten t ly to any wri t ing which smacked of 

unthinking perpetuation of s tereotypic responses and why» he 

campaigned 36 'hard ito recrui t -as diverse a collection of writing 

a-s possible for Penguin New Writing. , He was deeply concerned «by 

the assumption amongst some journal is ts and military and civilian 

bureaucrats that writers should write solely for the war effort, 

r progressed, he became increasingly worried by. s t a t e 

intrusion' lrTbo the-ar ts generally and decided to indul^Lin some1 

pyrotechnics a t the expense of" the Russians, who had already 

imposed the orthodoxy of "Soc ia l i s t Realism" on their , wr i t e r s . 
J r -

f " S t a t e Art and Scepticism" (P.N.W.., 24, 1945), was 

as much an attack against*suspected tendencies in England as i t 

was an accurate account of' the hopeless impasse many Soviet 

wr i t e r s were in. That Lehmann was moving towards "a public 

argument about these lssues.oan be seen in a" l e t t e r he sent to 

' t h e Central Office of Information", Soviet Relations Division, 

British Intelligence, when he refused to make bis "London Letter" 

more* acceptable to his Russian* audience: 
* 

One t h i n g , however, I f e e l I must say: I am not 
prepared to give a' marxist i n t e rp re t a t i on , to begin 
with because I do not qonsider i t '•arPtJdequate approach 
to l i t e r a t u r e myself, but even more be.o«use 'marxist ' 
philosophy i s only a minority -philosophy ih t h i s 
country,' and to a.ttempt to c r i t i c i z e a bpok as the 
Russians themselves might c r i t i c i z e \ i t would be to give 
a very wrong Adea of the way people approach and judge 
cultural matters in the British intel lectual world. 

In "State Art and Scepticism-" Lehmann i s far l e s s solemn than 
v 

t h i s l e t t e r would ind ica te , since he knew ins t inc t ive ly that 

t
K humour was a far more damaging vehicle for at tacking the 
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.. developments he feared. . i# 

^ Lehmann's view was t h a t any w r i t e r who submit ted 

v f o r m a l i s t i c not ion of how he qhould w r i t e was a l lowing the 

sp r ings of c r e a t i v i t y to be dr ied up. He poured scorn on those 

forcing 3oviet wr i t e r s to c a p i t u l a t e by drawing p a r a l l e l s wi th 

the work of contemporary B r i t i s h - w r i t e r s and suggesting tha t i t 
v 

was in the i r he re t i ca l addiction to wri t ing what they f e l t l i ke 

that true, salvat ion l a y : . ^ 

/ 
What was J.B. P r i e s t l y doing to pre tend , in Black QMt 
in Gretle 'y, t h a t England was r i d d l e d with F i f t h / 
Columnists? And Henry Green, in Calight, t o s u g g e s t ' 
t h a t the N.F.S. was addic ted to the foul oa th , the 
french l e t t e r , ,and the whisky bot t le? Ais for Maclaren 
Ross: the l e s s said' the bet ter . His work can only s t ink 
in the n o s t r i l s of anyone who recogniz.es, as Tikhonov 
says the Sovie t au thor must r ecogn ize , t h a t the only 
p e r m i s s i b l e task of the author in wart ime i s t o 

5** * de sc r i be in l i t e r a t u r e more and more of ' t he sp lend id 
people around' and ' d e p i c t the heroes of our t ime in 
f u l l s t a tu re» (p.'164*). 

. i 
,If Lehmann thought t h a t t h i s kind of ch id ing would have a 

reforming e f f e c t on the Sovie t e s t a b l i s h m e n t , he was Sore ly ' 
t 

disappointed; he was also somewhat naive in not ant ic ipa t ing the 

storm "of vi tuperat ion with which his s a t i r e would be greeted in 

the Soviet Union. The demands ow patr iot ism in wartime were so 

overwhelming t h a t even Lehmann succumbed, o c c a s i o n a l l y , t o 

wri t ing journalese which smacked of the kind .of propaganda he'was'i, 

uneasy with: "The hard-working populat ion of London, deprived of 

t he i r usual seaside' holidays, have flocked to tyve concerts which 

have been Ijlven by many of the bes t m i l i t a r y bands under t he 

shade of th^J t rees , and to the open-air performances given by the 

http://recogniz.es
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Sadler 's Wells Bal le t in Victor ia Park,- and by other companies in , 

Other parks."1** More char i tably t h i s might be .chalked' up to the 

exc i t ement Lehmann f e l t a t the a r t i s t i c r e n a i s s a n c e in London, 

•pa r t i cu la r ly in b a l l e t and music. . * 

By the spring of 1946 Lehmann was. ready to acknowledge tha t 

a new phase of Penguin New, Writing was necessary and des i rable . 

In bidding f a r e w e l l t o what he* termed the " c h r y s a l i s s t a g e " in 

h is fqeeword to Penguin New Writing ^ ^ e ^announced changes in 

format , typography, p i c t u r e cover and co lour i n s e t . The more 

in t e r e s t i ng quest ion was what kind of l i t e r a r y and social t rends 

Lehmann \lould perceive as giving shape to Penguin Mew Writing. % 

Clear ly t h e r e would s t i l l be r e t r o s p e c t i v e accounts of war 

experiences, but these werevfar l e s s important than ' the a t t i t u d e s 

W r i t e r s p resen ted t o the pos t -war world. Once "The Living 

Moment" s e r i e s was e l i m i n a t e d in 1948 (Vol> 35) , these war t ime 

reminiscences were v i r t u a l l y removed. Lehmann in h is forewords' 

pinpointed a number of developments he considered t o be of major 

impor tance . These inc luded h i s con t inu ing fea r of unnecessaS-y 

government i n t e r v e n t i o n and c o n t r o l of the a r t s ; t he i n s i d i o u s 

lu r . e jo f the American l i t e r a r y market and i t 3 emphasis on 

sa lesmanship r a t h e r than a r t i s t i c achievement ; t he need for 

Br i t i sh people to sample and understand the cont inental frame of , • 

mind, so tha t Br i ta in could make an appropr ia te contr ibution t o 

post-Ha»* Europe; , the changes irj d i c t i o n and t h e rhythms of the 

English language prec ip i ta ted by American influences; and, above 

a l l , the lack of comic wr i t ing in the contr ibut ions he r e v i v e d . 

I t was t h i s .element, the lack of comic wr i t ing , which gave a 

. • 
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negative cohesion to volumes 27-40 of Penguin New Writing. Apart 

from the sense, tha t there was l i t t l e to laugh about in post-war 
•ft/ 

England, t h e r e was no evidence of a shared mood or a growing 

l i t e r a ry movement among the'young wr i t e r s Lehmann could locate . 

Much ;of the,©est wri t ing Lehmann received was from established 

w r i t e r s l i k e Sansom,* Sargeson, Edith S i t w e l l and MacNeice. I t 

appeared that the wr i t e r s who had"sharftJ& a common vision during 

th-e phases of _the.war had diminished in the grey peace which . 

follbwed i t . The growing problem for Lehmann was t h a t h i s 

r eadersh ip of Penguin N̂ew Wri t ing had a l s o peaked and was 
. \ 

dec l in ing from the heady h e i g h t s of TOO,000 t o a d i sappo in t ing 
40,000 a t the magazine's end in 1950. One senses from Lehmann's^, 

" '-'I ' 
autobiography and from his forewords a feeling of loss that Jfche 
communality experienced during the war had offered so"much and 

» i. \ 

the a l l i e d f e e l i n g t h a t i t s slow d i s s i p a t i o n was unforg ivab le . 
* 

At the same time there i s almost a querulous note in the foreword 

t o Penguin &ejtf Wri t ing 39 (1950),' in 'which ,he d i scusses .the 

future of serious l i t e r a r y magazines: N 

Would even the toughest,, thelaost inventive newcomer be 
a b l e t o overcome -the g r a d u a l s e e p i n g .away of 
s u b s c r i p t i o n s amid the usual chorus of p o l i t e but 
s t e r i l e p r a i s e? Would one be dr iven t o in t roduce a 
Woman's page, a Week-end Gardening Talk, and a Film 
Star Competition? Wo u l d ** need—most t e r r i b l e thought 
of a l}--a new war to revive in t e re s t in the b a t t l e s of 

* the s p i r i t , the a r t s of peace? 
Or i s i t merely tha t an al tered s i tua t ion , a changed 

mixture of feeling and thought, i s wait ing, as so often 
before , f^r a new c a t a l y s t , a new formula, a new 
innovator or^genius to lead the dance of our to-morroWK 
(P. 8 ) . ' * ^ . 

This i s no doubt wri t ten with a ful l knowledge of the impending 
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dem%e of- Penguin HfiW Writing. Lehmann;was unable ^ d e t e r m i n e 

why the s u b s c r i p t i o n s were d e c l i n i n g or why the people who had 
/ 

•bought and read Petfguin New gritirfg during the war had stopped 

reading i t . < 
v 

I t ^ i s wor^th remembering tha t some of the most v i t a l w r i t i n g ' 

of t h e p e r i o d , t h a t of Camus and S a r t r e , Lehmann found 

a n t i t h e t i c a l to his t a s t e . Moreover, t h i s might be a product of 

the same s e p a r a t i o n which Lehmann was a t t e m p t i n g to br idge—a 

separation engendered by the very d i f ferent experience of being 

occupied or c o l l a b o r a t i n g wi th a Vichy government . ' Such an 

exper ience was a l i e n t o Lehmann, however much hevmight t ry t o 

narrow the gap by imaginative sympathy; thus he could not share 

in t h e c o n c l u s i o n s of what he r e g a r d e d a s e s s e n t i a l l y 

" n i h i l i s t i c " and "ant i -humanis t ic" w r i t i n g . ^ ' Although Lehmann 

d i s l i k e d the p h i l o s o p h i c a l ' conclus ions drawn by S a r t r e , he was 

one of the f i r s t Engl ish e d i t o r s t o introduce* S a r t r e ' s work 

thr*bug4 h i s p u b l i c a t i o n of "The Room" (HJ(L, n . s . , 2 , 1939) and 

"The Wall" (JLJLJLL, 7 , 1941). Lehmann was impressed by S a r t r e 

but alarmed "by the I m p l i c a t i o n s of S a r t r e ' s work. In one sense 

the per iod between 1946 and 1950 involved a very d i f f e r e n t 

ga the r ing storm from the one exper ienced by Lehmann and o t h e r s 

dur ing the t h i r t i e s . The r e s u l t s of t h i s would be seen in 
• * 

l i t e r a r y c i r c l e s in t he angry young men of the 1950's , who f e l t ., 
ft 

diminished ancPbetrayed by the r ea l i za t ion of the Welfare State , 
* » 
Lehmann d e s c r i b e s s i m i l a r f e e l i n g s in h i s autobiography, 
d i s c u s s i n g the w i n t e r of 1946-7 and the con t inu ing fuel c u t s , 

ra t ion cards and queue forming: 

/ 

\ 
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Worse s t i l l , to my inc r ea s ing ly d i s i l l u s i o n e d eye, 
was t h e k ind of mean p u r i t a n i s m t h a t t h e newly 
triumphant Labour MP's and the i r o f f i c i a l s appeared to 
haye decided was the proper wear of the day. Too many 
of them seemed to% t h ink t h a t t h e r e was a v i r t u e i-n 
aus te r i ty and shabbiness, in controls and r e s t r i c t i o n s ; 
to d e l i g h t in . c u t t i n g one-off from fore ign , t r a v e l , 

e s p e c i a l l y in view of the assumption t h a t i t was only 
the p a r a s i t i c - a n d u n p a t r i o t i c r l ah . who would want t o 
spend t he i r money in the contaminated countr ies beyond 
the English channel. 

• • * . . . . . . . . . . . . . . . . . . . . . . . . . . 

Above a l l - i f one had f e l t , as I had, t h a t the n a t i o n a l 
un i ty of the war was a deeply moving expe r i ence , t he 
r e v i v a l of crude c l a s s h o s t i l i t y and demogogy, in t he 
midst of the building of a welfare s t a t e tha t had been 
agreed by a l l under Churchil l ' s wartime adminis t ra t ion, 
was j u s t plain nas.ty. And tha t , in sp i t e of my sincere 
admiration for many of the things the Labour Party was 
t r y i n g t o do, and my kindly rft.spe.ct for many, of the 
leaders , such a s John Strachey. " 

Despite these sentiments, there was l i t t l e in the l a t e r volumes 

of Penguin New Writing exploring t h i s phenomenon. I t was almost 

as i f the p o t e n t i a l gene ra t i on of B r i t i s h w r i t e r s exper i enc ing 

these c o n d i t i o n s were numb and unable t o communicate t h e i r 

f e e l i n g s . Hqrlzcn, l i k e Penguin New Writlng f succumbed to the 

unfavourable economic c o n d i t i o n s and d e c l i n i n g r e a d e r s h i p , and 

ceased publicat ion 1 , in 1950. Nei ther of t he se magazines seemed 

ab le t o a t t r a c t the fo l lowing they had once enjoyed. I t was as 

kfa+jghe l a t e f o r t i e s and e a r l y f i f t i e s were a p e r i o d of 

i n t e l l e c t u a l exhaus t ion . In abandoning "The Living Moment" 

s e r i e s Lehmann t a c i t l y concurs wi th such an a n a l y s i s of the 

dilemma. In h i s foreword t o Penguin "New Wri t iqg -37 in 1948 he 

commented: "Perhaps .we have a l l had enough of the moment we l i v e 

in for a wh i l e?" (p . 7 ) . Yet i t was p r e c i s e l y t h i s kind o 

documentary wri t ing which Lehmann had championed throughout the 

http://rft.spe.ct
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various manifestat ions of New Wri t ing . When he abandoned "The 

Living Moment" s e r i e s he acknowledged that' .English realism had 

temporarily fa l len out o f ' l i t e r a r y fashion. 

While ttoere was a sense of interregnum in Br i t i sh wri t ing, 

t h e r e were c l e a r l y new depa r tu re s being explored in American 

wri t ing. There was a much higher proportion of American wr i t e r s 

pub l i shed in volumes 27-40 than had p rev ious ly been the case ; 

^ these included such j u s t l y c e l e b r a t e d f i g u r e s as Saul Bellow, 

Tennessee Williams, Lionel T r i l l i n g , Paul Bowles, Nelson Algren 

and Eudora Welty. This was arguably the r e su l t of the Americans' 

* a b i l i t y to express themselves in an' idiom which had not y e t 

become overused. Since the English language was being influenced 

by American d i c t i o n , p a r t i c u l a r l y t h a t p resen ted in t he f i l m s 

from Hollywood of the 1 930s and 1940s, ^.t was only n a t u r a l t h a t 

Lehmann would welcome worthy submissions from tha t quarter in the 

.. aSsence of competing claims from .suff ic ient numbers of ta lented 

new British, wr i t e r s . 

This i s not t o say t h a t the l a t e r volumes of Pepguin New 

Writing showed any decline in qual i ty . Rather, i t indica tes t ha t 

what Lehmann had hoped would be a permanent cond i t i on pay we l l 

have been a temporary f lower ing c rea ted by s o c i a l upheaval and 

'war. ThJBte was no longer a shared mood or tone to the individual 

contr ibut ions to Penguin New Writing; they were ind iv idua l i s t i c 

and e c l e c t i c , and t h e k ind of connec t i -ons be tween t h e 

contr ibut ions which Lehmann defined in h i s forewords were more 

tenuous than convincing^ I t may be, as w e l l , t h a t Lehmann was 

being exhausted in his b a t t l e to e s t ab l i sh a publishing company 
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in his own r igh t , continue with his journalism, represent the r> 

British Council in Czechoslovakia, Austria; Greece and Italy, «arjd ' 

convince Allen Lane, to publish Penguin New Writing-more regularly * f. 

than Penguin was prepared to do. While one can readily agree 

with Lehmann's asser t ion tha t h"e handly missed any l i t e r a r y 
* 

development of significan-ce. during these years, itjnay also be 
i 

true to say tha t l i t t l e of -significance was happening with any . 
new British writers, despite occasional polished performarices, in 

Penguin New Writing. * v * . 

One feature that some of the retrospeoiive accounts of the j t ^ 

•war'shared %ras a massive r e l i e f , adulterated oy>the sense tha t 

peace was not actually achieved by the form.al ending of the war. 

The survivors bore too many psychic scars to accept peace as a 

real condition. Some stories like Norman Swallow's "All That i s 

Ended" (ZMJUL., 27, 1946) asserted tha t many of the deaths ha*~ 

been ttte result of fut i le , meaningless engagements, however.,-m'uch 

they were glossed over: "'Hold fas t un t i l the -end,' they 'had 

said, ill blown to bloody pieces for democracy. An<J nrhy not? 

i. The batt le was going well elsewhere: i t was just your own l i t t l e -
V , * - • * 
bit that was rotten" (p. 182). ' While this stoicism may have been 
logical and necessary military thinking, wz-iters began to express 

4 

t h i s re luc tan t s e l f -d i s c ip l i ne as .a bad dream that many-bad 

shared. Even more*savage were the stories l ike James Stern's "A 
( 

Peaceful Place" (SJJUX*, 29, 1947), in which the first-person 

narrator can only find "peace" in Europe in a U.S. military 

cemetery. This message IS made even more bitter by the gentle 

atmosphere sustained throughout the visit to the cemetery, and • 

? 
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the rattle of trucks and troop cars^ outside in occupied Germany. 
i 

A further twist to th is problem occurs in Clifford Hornby's "the 

Tin BoxWp.,N.W.f 28, 1946), in which a prisoner of war released 

from a Japanese pamp has honed down his desires to something as 

simple as a t i n box—an a r t i c l e which eludes him a t the end of 

the s tory . The t i n box r ep re sen t s a l l the unimportant th ings 

which kept him a l i v e . . I t i s in «such apparent ly t r i v i a l i t ems 

that faith in survival has been invested. 

While the surviving and returning soldier i s one aspect <of 

the future problem, the traumas experienced by the women and 

chi ldren l e f t behind i s the substance of many other p ieces in 

Penguin New Wri t ing. Jocelyn Brooke's "Blackthorn Winter" 

(P.N.W., 3 1 , 1947) i s a s e n s i t i v e and i m p a r t i a l por t raya l of a 

p r i v a t e s o l d i e r ' s wife l i v i n g in a small v i l l a g e , eking out an 

isolated existence and clinging to respectabi l i ty l ike a shroud. 

The arrival of soldiers at a nearby camp and her contact with one 

of them reminds her of what she i s missing. She i s torn between 

experiencing companionship and perhaps love and her fear of what 

the neighbours wil l think and t e l l her returning husband: 

I t seemed funny to have a man in the house again:- the 
whole place seemed suddenly more alive. She had slaved 
to keep i t clean and t i d y : p a r t l y from sheer hab i t , 
pa r t l y from a sense of duty to Jim. But the very 
t i d i n e s s in which she took so much pride had seemed 
empty and,meaningless as a background for her lonely 
existence. There seemed no point in tidying-up without 
anybody to tidy-up after (p. 176). 

y r^ 
I t i s agains t such homely backgrounds t h a t other b a t t l e s a re 

fought on the home-front, Brooke's s tory manages to avoid 

sentimentality and pathos by leaving the resolution in doubt, as 
i 

* 
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the soldier i s whisked away before the woman can make a decision^ 

There i s a similar intensity in Nigel 0Hesel\;ine's "Break Away If 

You Can" (P.N.W., 28, 1946), in which a young woman has been 

prematurely aged and broken down by the fai lure of her boyfriend 

to re turn from war. In t h i s case the f r u s t r a t i o n and neurosis 

are des t ruc t ive ly re-enacted between the young woman and the 

mother, whom she obscurely blames for her shattered hopes of the 

future. 

The notion of peace necessar i ly includes a s e t t l e d , happy 

and deve loping c o n d i t i o n as a reward for t h e s u f f e r i n g 

experienced during wartime. I t was prec ise ly t h i s broader 

de f in i t ion of peace which was being eroded by the post-war 

experiences. Many of the w r i t e r s focused on apparently banal 

occurrences to express t h i s . Such i s the cage with Dorothy 

Baker's "A L i t t l e White Cat"\(£JULt, 31 , 1947), in which a 

l i t t l e boy seeks h i s l o s t pet only to encounter the jocular and 

unin tent ional c rue l ty of a group of s o l d i e r s a t the barracks. 

This s tory i s s u r p r i s i n g l y e f f e c t i v e in e s t a b l i s h i n g the 

soldiers ' brutali ty and in invoking the boy's alienation from an 

inst i tu t ion (the Army) for which he has a naive hero-worship at 

the beginning of the s to ry . Perhaps one of the most powerful 

explorations of th is theme occurs in William Sansom's "How Claeys 

Died" (£JLJLv, 27, 1968). If the re was to be a genuine peace in 

Europe and a new beginning, then the old an imos i t i e s had to be 

se t a s ide , yet t h i s des i r e for a new s t a r t had to take* in to 

account the victims of a l l nat ional i t ies of World War two whose 

hatred for t h e i r oppressors might begin the cycle of conf l i c t 
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again. Sansom abandons his usual a l legor ica l s ty le in favour of 

a more r e a l i s t i c account of a t r a g i c meeting between a~Belgian 

c iv i l i an , Claeys, working for the Army and a group of expatr ia te 

Poles , Ukranians, Czechs ahd Russians . The e x p a t r i a t e s a re 

inmates of a camp waiting to be released and reestabl ished in a 

normal l i f e . On h i s way to meet these inmates Claeys ponders the 

apparent order in nature, which has reasserted i t s e l f and which 

c o n t r a s t s s t rong ly with the d i so rde r of the war and with the 

remaining camp of ten thousand homeless individuals who must be 

found a place in the post-war reconstruction: 

On the face of i t , these seemed to represent disorder, 
ojr a t most a residue of disorder. But was t h i s rea l ly 
so? Would such disorder not have appeared elsewhere, 
in s i m i l a r quan t i t y and under cond i t i ons of apparent 
order? Were they, perhaps, not anything more than 
stonygrounders—the disfavoured residue of an anarchic 
nature never governed d i rec t ly , only impalpably "guided 
by more general and l e s s concerned governments? Was i t 
r igh t to r a t iona l i ze , to impose order on such seed, was 
i t r ight—or a t l e a s t , was i t sensible? I t was r ight , 
obviously—for a brain made to reason i s i t s e l f a part 
of na tu re and i t would be wrong to d i v e r t i t from i t s 

« necessitous reasoning (p. 13). 

Before he can apply the -product of t h i s l a b y r i n t h i n e 

reasoning he has to find a common language to express h is views 

of f r a t e r n i t y and e q u a l i t y . In success ion he t r i e s Engl ish , 

French and Dutch, ^only to be greeted with blank incomprehension 

and growing anger; when he begins t o speak in German t h e 

expat r ia tes demonstrate open h o s t i l i t y . His f ina l attempt a t a 

g e s t u r e of f r i e n d s h i p , a r a i s ed hand, i s mistaken for a Nazi 

s a l u t e and the crowd—for such they have become?-ki l l him 

i n s t a n t l y . For once Sansom achieves a s u b s t a n t i a l a l l e g o r i c a l 

I 
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effect without recourse to the a l l egor ica l machinery he so often 

•uhs runs t h e r i s k of misus ing . The e x p a t r i a t e s in the s to ry a re a 

# f o r c e t h a t t h e f u t u r e r e c o n s t r u c t i o n of Europe has to 'come t'o 

terms wi th . I t i s suggested in Sansom's s to ry t h a t the old 

shibboleths of f r a t e rn i ty and equality have been" so abused tha f 

Europeans i n t e n t on r e c o n s t r u c t i o n must f ind a new way of 

express ing t h e s e concepts and of convincing the v i c t i m s of the 

30f£and the war, who have every reason .to be suspicious of them. 

Lehmann's view of t h i s problem is' bes t expressed in h i s 

a r t i c l e "The Search for a Myth" (£*&3L., 30 , 1947), in which he 

a s s e r t s the necessi ty for the creat ion of new symbols: ' 

¥ e crave symbols so much, tha t i f we are not presented 
wi th symbols of beauty and t r u t h by ' those who oan see 
more c lea r ly into the mysteries of exis tence, we w i l l 
take symbols of what i s r ea l ly ev i l , ./that lu re us—with 
t h e promise of escape from h a t e f u l and inadequate 
symbols—to our d e s t r u c t i o n . That i s su re ly what 
happened to a whole generation tha t followed the fa l se 
symbols of fascism, the evi l myth tha t has la id Europe 

, in r u i n s (p. 157)*^. , \ 

His expression of the problem shares much with the conclusions to 

be drawn from many of Sansom's s t o r i e s . Yet t h e r e were few 

c o n t r i b u t o r s t o t he l a s t phase of Penguin New Wri t ing who 

achieved any a r t i s t i c s o l u t i o n s t o t h i s problem. The.symbolic 
4 

mode which came readi ly enough to Sansom, who continued t o pour 

ou t s t o r i e s of s e e d i n e s s , v i o l e n c e and p s y c h o l o g i c a l 

maladjus tment in such c o n t r i b u t i o n s as "Murder" (P.N.W., 29, 

1947), "Various Tempta t ions" (£JLJL, 31', 1947), "A Wedding" 

CLJUJL, 39 , 1950), and " Impat ience" ( Z J L M M 40, 1950), r a r e l y 

came eas i ly t o other Br i t i sh wr i t e r s . Those foreign wr i t e r s who 
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iiid pur sue ' i t , l i k e Noel Devaulx, fohnd that symbols of horror 

were far e a s i e r to create than those of beauty. Noel Devaulx's 

"The Tai lor ' s Cake" (£JLJLM 29, 1947), which was t rans la ted by 

Betty Askwith, can be viewed as., an important l i terary statement 

of the,dangers imp l i c i t in the post-war reconstruct ion. I t 

portrays a ci ty which has solved i t s social problems by the 

establishment of a hierarchy which i s d i s t i n c t l y feudal arid 

perceived by the inhabitants as the epitome of respectability and 
< 

majesty. The town/o^ty i s v i r t u a l l y s t i t ched together by the 
f 

dignity o£ the ta i lors and exudes an unctuous humility which is 

reinforced by the uniform drabness of clothing—the higheat 

v i r tue the townsfolk cefebrate. Devaulx's allegory reveals 

s imi lar i n t e r e s t s to George Orwell 's 1Q84, in tha t i t explores 

how^material( deprivation can be used, paradoxically, to bindt 

people to a to ta l i ta r ian regime. With the exception of work by 

Sansom there was l i t t l e comparable British writing published in 

the la te r issues of Penguin New Kritlng. 

Equally alarming and prophetic was the New Zealander Anna 

Kavan's "The Red Dogs" (JLJLJL, 37, 1949), which was a clever 

allegory of Soviet expansionism and the " t ruth" of Russian 

communism. The ravaging and dominating red dogs are accepted 

f a t a l i s t i c a l l y by a l l but the na r ra to r , whose only rebel l ious 

symptom i s hope. I t i s hard not to conclude tha t Lehmann would 

have shied away from publishing this in 1936 or in the war years, 

had i t been wr i t ten then. This, however, was t h e i s t a r t of the 

cold war, and Lehmann's respect for the Soviet Union had long 

since vanished. 
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Another tendency which was to be of increasing i n t e r e s t t o 

t h e B r i t i s h w r i t e r s of t h e 1950 ' s was t h e . i m p a c t of t h e 

u n i v e r s i t i e s in reshaping c l a s s d i v i s i o n s and in providing a 

c r i t i que of the society tha t sustained them. This idea was f i r s t 

p resen ted in Lionel T r i l l i n g ' s "Of t h i s Time, Of t h a t P lace" 

(•LJUBL, 33 , 1948). The sub jec t of t h i s s to ry i s a young 

American professor and poet who i s torn between the demands*riiade 

on him by two d i a m e t r i c a l l y opposed s t u d e n t s . One o f . t h e 

s tudents , Tertan, i s a poor, aberrant , socia l ly offensive genius 

and the other i s a wealthy, p o l i t i c a l l y as tu te , social-cl imbing 

id io t* Blackburn, who has c u l t i v a t e d the approval of the Dean. 

These two s t u d e n t s r e p r e s e n t the warr ing s i d e s of Howe.'s own" 

personal i ty , and h is absorption into the academic system can .only 

be achieved by abandoning-Tertan and being symbol ica l ly l inked 

wi th Blackburn in a g radua t ion photograph. Howe s.uccumbs, in 

contrast to Jim of Kingsley Amis' Lucky Jim, for in Howe's story 

there i s no deus ex machina1 to come to the rescue, and the choice 

i s s ta rk ly put as one between academic and social acceptance or 

banishment beyond the pale of academia. 

I t i s intr iguing tha t the l a s t phase of Penguin Hew Writing 

should ^demonstrate tha t foreign w r i t e r s had more of a grasp than 

the B r i t i s h ones of what the new l i t e r a r y myths of the 1950's. 

might be. The l i t e r a r y heroes t h a t V.S. P r i t c h e t t ges tured 

toward were t o be very d i f f e r e n t from the s e l f - c o n s c i o u s 

i n t e l l e c t u a l s of the 30's, . s t r i v ing to be men of act ion, who were 

paraded by Auden and Isherwood, or indeed the beleagured so ld ie r s 

and airmen l i k e Alun Lewis, Keith Douglas, and Richard H i l l a r y . 
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They would partake more of the frustrated anger and comedy of the 

narrator^ of William Sansom's ""On Stony Ground" (ZJLJBL, 36, 
a 

1949),.who fa i l s miserably to get the w-pman he wants. This story 

is an unusual departure for Sansom, who parodies/the over-blown 

' language of lov*e in the narrator's courtship of the cashier of a 

plant department, from whom the narrator buys endless seeds and 

instruments for a garden that does not exist. More chillingly, 
t 

t - the protagonis ts of one strand of wri t ing ip the 50*s would be 

the Borstal boys, a l ienated adolescents and young adul ts with 

nothing to lose , who would be s imi la r to those succinctly 

captured irf the s-rWt s t o r i e s of the Americah Nelspn Algren in 

"The Children" (£JUL., 35, 1948)- and "A Lot You Got To Holler" 

(£JLJL.; 36, 1949). 

Despite these developments there were s t i l l some writers who 

ably pursued the i ronic revelation'Of character which had been 

^yGh% of the strongest elements in Pr i tchet t ' s stories of the 30's 

and 40's. J. Maclaren Ross's "Monsieur Felix" (JEJLiL., 3-Q, 1947) 

is a rare example of a short story that succeeds in grieving the 

passing of a tradit ion, the Guignol puppet theatre of Mr. Felix, 

while retaining the psychological verity of an event seen through 

a ch i ld ' s eyes. On a darker note there i s the black comedy of 

"Johnny Tlje Rag" (fJLM-., 32, 1947J, by the i r r e p r e s s i b l e Jim 

Phelan, whose cont r ibut ions to the ear ly New Writing were far 

superior to those of many of the drab proletarian writers of the 

t h i r t i e s . Johnny, as r evea led by the n a r r a t o r , i s an 

anachronis t ic aging sponge*; with the murderous cunning to pay 

back those who have cheated him. Michael Nelson's "The Chest" 

<> 
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(P.N.W., 36, 1949) explores a dif ferent kind of f i d e l i t y , which 

is incomprehensible and infuHrating to the young couple who take 

in an old nurse, a r e l i c of the woman's childhood, as a nanny to 

the i r children. Their "generosity" i s more than tarnished by 

the i r expectation that they wi l l i nhe r i t her supposed fortune, 

'only to find that she has donated her wages for forty, years to a 
« -. 

Hospital for In fan t i l e Para lys i s , in memory of the f i r s t child 
' % 

she nursed. I t is easy to agree with Lehmann's i n i t i a l response 

to ^the story as evidenced by his gentle criticism to Nelson: "The 

best , to my mind, i s The Chest, and I'd def in i te ly l ike to 

publish i t . I'm sending i t back with the others just in case you 

want to give i t another run through the press; the end seems to 

me j u s t a t r i f l e s l i ck , might have been subt le*^.but I'm not 

insisting."21 I t is impossible to t e l l how much Nelson revised 

the story on the basis of th is , but what the le t te r does show is 

the extraordinary length of time which sometimes t ranspired 

between Lehmann's receiving a story and publishing i t during this 

period. The le t te r was sent in 1947 and the story was published 

in 1949. * * 

The las t volumes of Penguin New Writing continued to contain 

the best Lehmann could find, while he waited for a major shift in 

the mood and s ty l e of his cont r ibutors . The totems of the 

forthcoming generation of wr i t e r s are only hinted a t and 

p a r t i a l l y revealed in John Wain's c r i t i c a l a r t i c l e ort William 

Empson, "Arabiguotflpifts" (£JL2Lt 40, 1950). ' I n i t he argues 

for the renewed consideration of Empson as a major poet of the 

th i r t i e s , and, in passing, 'has a few quick jabs at other poets of 
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the period—jabs which may be taken to embrace many of the short 

story wr i t e r s j too : ' 

—y - ' » . 
I t i s t r u e t h a t Messrs. Spender, Auden, Day Lewis and 
MacNeice are s t i l l more or l e s s firmly in possession of 
t h e p u b l i c e a r , bu t t h a t i s r e a l l y due t o t h e 
mediocrity of the younger poetic getieration; they are 
l ike ly to stay, in fashion, -however l r b t l e they have to 
say, simply because t h e i r j u n i o r s have even l e s s . 
S t i l l , i t i s depress ing t o see poets ca r ry ing on from 

•sheer force 'of habi t , and one^of the reassuring things 
abou t Empson i s t h a t , heaving produced two very 
remarkable volumes before the rot se t in , he has since 
had the wisdom to hold h i s peace . . . (p. 117). 

Th is ) i s , of course, somewhat uncharitable to MacNeice and Auden. 

Nevertheless., i t does reveal how the coining movement would'regard 

i t s immediate predecessors. 

Pengujn New Wr i t i ng ' s l a s t phaSe* f a i l e d t o achieve the 

cu l tura l consehsus for which Lehmann was s t r iv ing . Nonetheless, 

the t e n - y e a r p r o j e c t had made an inescapab le mark on i t s 

c o n t r i b u t o r s and readers . . I t s pass ing was regarded by many 

contemporary c r i t i c s as a c a t a s t r o p h e for English l i t e r a t u r e , 

pa r t i cu l a r ly since Horizon had a l ready vanished. Penguin New 

Wri t ing was -unique in t he ex ten t of i t s c i r c u l a t i o n and the 

i n t e r e s t i t had generated in "non-l i terary" people, par t icu lar ly 

during the war years . There have been few l i t e r a ry publications 

in England that have generated the amount of popular a t ten t ion i t 

achieved. Consequently, John Lehmann and h i s c lose a s s o c i a t e s 

claimed by the force of the i r imaginations a permanent place in 

l i t e r a r y h i s t o r y . T h e r e / a r e m a n y v s h o r t s t o r i e s Lehmann 

published, now largely forgotten, which compare favourably with 

what i s being current ly achieved in f ic t ion . Simultaneous with 

ft 
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the l a s t few volumes of Pengujn f New», Writing Lehmann attempted a 

further projeot in the shape of Orpheus, the subject of the l a s t 

chapter. One element of a l l the New Writing ventures not as yet 

su f f i c i en t ly discussed i s Lehmann's-special interest in poetry, 

which ran parallel to and, if anything, exceeded his in teres t , in 

prose and cr i t ic ism.-

,s 

4tMC 

* 
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dohn Lehmann and Poetry ' V i f 

#-. Despite Lehmann's consistent in te res t , in imaginative prose 

and criticism', his'mps't passionate, devotion throughout his, career 
m *.' m 

as an editor and publisher was t o poetry. He,was" a poet himself, 
% - - * * • * . . 

but one who frequently wondered w.hether,he"had betrayed h is 

her i tage by concentrating so much of his time and energy on the 

Hogarth Press, hia journalism, Wis -own p-Jflishing house and his 

New Writing editorships. Time and. again ir> bid autobiography he 

returns to .the vexing question of whether, he was eight to devote 

himself to the work of others rather than his own work. I t i s 

t h i s dilemma tha t gives a tension to Lehmann's l i f e as he 
.> 

describes it In his autobiography and provides a rationale for " 

s ' 

the painstaking approach he took to a l l those with whom he „ 
". I. 

communicated on th.e subject of poetry., 6ne cannot read hiS) 
aceount of his correspondence with Julian Bell without "Wondering I 

i f f e 

articular, and the thirties in ,.% a n £ .-
for channeling what might have 

whether the Spanish Civil War 

general, were largely responsi! 

been two impressive*and promising pdetic careers toward other 

des t in i e s . This i s pot to suggest tha t Lehmann did not wr i te 

some very innovative prose-poems* in the th i r t i e s and produce some 

fine pieces of l y r i c poetry which were tinged with melancholy; 

merely that there, might have been so much more. 
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Lelimann's e d i t o r i a l career i s marked throughout oy the 

i n t e n s e In te res t he expended on thoSe poets who showed Promise. 
' * ,. » , 

and his generally courteous treatment of those who "showed none. 

Of those 1'etters in*the possession of the Humanities Research 

Center,-a much larger proportion make specific suggestions to the 

fledfciing poets than to prose wr i t e r s . He ofte-n discusses 
technical devices, symbol, d ic t ion^ , rhythm and emotional 

* - . : . • " - " ^ 

s ince r i ty , with his would-be contr ibutors and receives t he i r 

tha.|ks for his valuable advice. When one considers the volume Of 

offerings e l i c i t e d by his magazines, particularly Penguin New 

W-niting, t h i s amounts to a considerable e f f o r t , t o guide and 

improve British poetry. ... 

In answer to a questi-onaire circulated by Nikos Kazantzakis 

(Chairman of. the Authors' Association dWereece) in 1946,"Mtehmann 

provided an ins ight int-o why he considered Br i t i sh poetry 

preeminently Important to European culture: 
» -v «• 

f ' 
British thought and art,# and above a l l British poetry, 

aoffer the^ W-orld a* s p i r i t u a l l i f e that i s re l ig ious in 
»-„ • ' t h e deepest"* sense of the wordt i t I s steeped in the 

oelief- that l i f e i s a mystery' greater* than any logical 
system can ever define, t ha t no nran has the r ight to 
come between the individual spul and the source of that 

1 > mystery, arid that the reali ty of death demands that we 
\$hpuld l i v e In our l i ve s inspired by the Christ ian 

0 idSsfcl̂ s of. love, forgiveness, and respect for our 
neighbour.1 - * -

Although t h i s may seem a l i t t l e grandiloquent.in comparison to 

some of Lehmann's other wr i t ings , i t c lear ly shows Lehmann's 

pe r s i s t en t determination to r,elejpe"llterature to human values. 
o * 

Beyond t h i s , 'ifc*continues a theme which Lehmann sounded many 

times in his forewords to Penguin New^Writ/ng and in hi? a r t ic les 
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under, the guise of Jack Marlowe, Unfortunately, t h i s kind of 

* poetry was not manifested as often as he*would have wished in the 

poets of the t h i r t i e s and f o r t i e s . Lehmann, of cpurse, had his 
* 

favouri tes among h is contemporaries in the t h i r t i e s , but h is 

pract ice as arf ed i tor was to expand his knowledge of B r i t i s h , ' 

European and American .poeti-to the p'oint where he could jus t ly be 

r ega rdeoas an interna t ional . author i ty . During h i s e d i t o r i a l 

career he showed an in sa t i ab l e appet i te for new poets from any 

source; he constantly travelled in search of them except when the 

"""' war madfc this* impossible. Some of* the pqeis he was enthusiastic 
*# * 

about,, especial ly the modern Greek poets he celebrated, .never 

attracted the kind of widespread' interest be fel t they deserved. * 

• Nor have such wr i t e r s as Terenejs t i l l e r , Peter Yatfes arid" David 
4 ^ * 4 

Gascoyne achieved the c r i t l c s l t i i s c u s s i o n and acclainr Lehmann 

seemed to an t i c ipa t e for them in the f o r t i e s . - Nevertheless 

Lehmann's outstanding feature during the war was his defence 'of 
0 

those poets who refused.to", wear, bunting. 
The poetry Lehmann published In a l l his New Wrjting ventures 

• * 

does not f i t as easily or conveniently into movements or shared 

/" moods as doesauch of th.e prose. .This i s as i t should be, since 

individual poems can far more easily be products of aberrant or 

spontaneous moods than the kind of prose Lehmann published. Yet 

th i s spontaneity often i s the excuse for technical sloppln'ess or 

slick sentimentality, two things whioh Lehnjann abhorred in his 

potent ia l cont r ibutors . There were many contr ibut ions which 

rLehmana returned, particularly ih the war years, t o writers who eonfuseds-s*mpIe redords of feeling with poetry. As Lehmann was 

w 
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at great pains to discover and point out in h is c r i t i c i s m , the 

genuine a r t i c l e was f a r r a r e r than many people believed. 

Precisely because Lehmann judged things from the perspective of 

the English poetic tradit ion, his appraisal of his fellow poets* 

work was a t a l l times r igorous. Such an approach did not 

guarantee tha t Lehmann's judgment would be perfect on a l l 

occasions, but i t did make him an unremitt ing opponent of any 

".poetry" which abandoned verse forms solely for the sake of 

ry»*#lty and an exponent of sincerity on all occasions. Too many 

poets, as far as Lehmann was concerned, were more eager to parade 

t he i r own f a i l u r e s in the i n t e r e s t of climbing on an emotional 

bandwagon than to perfect their own unique gi f ts , however small 

they might, be. Lehmann leve l led t h i s accusation j u s t as 

vigorously at the Auden imi t a to r s of the t h i r t i e s as a t the 

Apocalyptics or the j ingois ts of the-war years. 

Lehmann began his own poetic career with the publication of 

a volume of poems in 1931. Shortly after this he was contacted by 

Michael Roberts and invited to participate in the project which 

became New Signatures. Whatever the es t imates of successive 

decades, Lehmann makes i t c lea r tha t the pa r t i c ipan t s in New 

Signatures and New Country were nowhere-near as homogeneous as 

they have been portrayed.2 This i s asserted *n his autobiography 

and also ih his c r i t i ca l work New Writing in Europe, published in 

1940. .The d ive r s i ty of* the t h i r t i e s ' poets, despi te t h e i r 

apparent consensus, i s a theme he often returned to in his 

crit icism of the war years. He goes to great lengths to deny the 

s ingleness of a t t i t u d e s which, un t i l the publ icat ion of Samuel 
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Hynes's The Auden Generation, has been a c r i t i ca l commonplace in 

describing the wr i t e r s of the t h i r t i e s . Instead, he . s t r e s se s 

that the'early poetry was not so mifbh concerned with the imagery 

of the industrial scene_4s_with the concept that society needed a 
4 

renewal. In dealing with^tke issue that the contributors to New 

Country were a l l b l a t an t ly communist in t h e i r wr i t ing and 

a t t i t u d e to life^/tTehmann f i r s t quotes some of the more 

i n t r a n s i g e n t , pugnacious passages from Michael Roberts 's 

in t roduct ion and goes on to make the d i s t i n c t i o n s which were 

e s sen t i a l features* of^the e d i t o r i a l policy he would pursue 
through the various manifestations of New Writing: I 

The writers as a whole were by no means as pol i t ical ly 
decided as he [Roberts] implied, and there i s a note of 
s t r a i n and impatience, almost of hys te r ia a t t imes, 
about the urgency of the revolut ionary s i t ua t ion a l l 
through New Country, Which was to abate in the 
subsequent work of the chief con t r ibu to r s . Two or 
three year's la ter , the real significance of poets l i k e \ J 
Auden, Spender and Day Lewis was to become much ^ 
clearer. And one of t he ' f i r s t facts to emerge, though 
popular misconception and the hasty assumption^ Of 
those who had not studied t h e i r works very careful ly 
was s t i l l to blur i t , was tha t they were not simply 
"Communist" poets as so many had assumed. Marxist 
ideas and revolut ionary events play, indeed, a very 
la rge and important par t in t h e i r poetry, but the 
moment you try and s t i ck the label on, you wi l l see 
they are something l e s s than t ha t (no s t r i c t party 
propagandist would think i t a t a l l safe t o recommend 
thei r work), and something more interesting as well,-?, 
something much more represen ta t ive of the complex 
t h i n k i n g and f e e l i n g t h a t . h a s permeated western 
c i v i l i z a t i o n s i n c e 1918. Their more obvious 

.revolutionary poems are seldom, their best; they are apt 
to be truculent and hectoring.^ 

* 

I t was th is "more interesting" part of their work which Lehmann 

was to seek out for New Writing w,hen he began i t in 1 93*0. His 

« 
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wa r - t ime assessment of t h e i r s i g n i f i c a n c e has to be s e t in the 

context of Auden's pre-war departure for America and the bel ief 

by some t h a t the t h i r t i e s poe ts had shot t h e i r b o l t before t he 

war began. Notwithstanding t h i s , many people could be forgiven 

fo r r e g a r d i n g Auden, Day Lewis and Spender a t t h e i r own 

evaluation, since par t of the "myth" of the poets of the t h i r t i e s 

was the r e s u l t of t h e i r own propaganda. What t h i s passage 

indica tes ' i s tha t Lehmann was as prepared to be c r i t i c a l of what 

he regarded as the s t y l i s t i c excesses of his contemporaries and 

f r i e n d s as he was t o p r a i s e t h e i r work. Al though t h i s 

descr ipt ion was wr i t t en in 1940, there i s Sufficient evidence in 

Lehmann's e a r l y correspondence with h is contr ibutors to suggest 

tha t he was c r i t i c a l of t he i r work. 

In h is explanation of why the early volumes of New Writing 

contained so l i t t l e poetry Lehmann p rov ides two c o n s i d e r a t i o n s . 

The f i r s t was the d i f f i cu l ty of poetry be^ng compatible with the 

, s o c i a l purpose of the prose Lehmann pub l i shed , t h a t of "'an' 

e f f e c t i v e brotherhood born between v i c t i m s of oppress ion ' and 

' the sense of broader comradeships,*"^ while the second was the 

pragmat ic c o n s i d e r a t i o n of the e x i s t e n c e of Geoffrey Gr igson ' s 

New Versef which, a t l e a s t i n i t i a l l y , »published many poets who 

would l a t e r regard New. Writing as a more congenial home for t h e i r 

work. Lehmann suggested tha t English poetry in 1936 was a l i t t l e 

vtoo complex to be widely understood; i t was heavily influenced by 

the work of Eliot* Hopkins and Rilke. New Writing's character or 

t one , which might now seem i n e v i t a b l e y was a m a t t e r of some 

s p e c u l a t i d f l M ^ i l i t had e s t a b l i s h e d i t s e l f . Once i t had 
J004W V 

»v - * 

\ 



) 

313 

achieved a health* c r i t i ca l reputation, many of those poets who 

had been involved with e i t he r Michael. Roberts' or Geoffrey 

Grigson's publ ica t ions began to see New Writing as a mpre 

conducive r a l l y ing point from which to a s sau l t /the social 

structures they despised. 

The only poems m>the f i r s t two volumes of New Writing are 

Alex Brown's t r a n s l a t i o n s of P a s t e r n a k ' s "1905," Stephen 

Spender's th ree t r a n s l a t i o n s from Holder l in ' s poetry and one 

original poem by Spender, "The Sad Standards." Although th is may 

seem a paltry indication of what was to come, there are elements *• 

. in a l l of% these poems which are consistent with the best poetry 

Lehmann published in New Writing. Despite the problems of 

translation^ Pasternak's poem captures th.e terror , confusion and 

heroism of the 1905 Russian r e v o l u t i o n t h a t f a i l e d . I t 

succeeds—in i so la t ed fragments—in providing a touchstone by 

which the poets and a c t i v i s t s of the Spanish Civil War could 

judge themselves. Lehmann's readiness to publish foreign poetry 

was a' clear sign that the international side of New-Writing would 

not be neglected, even if a t times much was los t in translation. 

There were to be some more a t tempts , p a r t i c u l a r l y in the poems * 

from Spain, to overcome th is barrier. 

Stephen Spender's poem, "The Sad Standards" (JUL., 1, 1936), 

i s i l lus t ra t ive of the dilemma facing the l i t e ra ry generation of 

the t h i r t i e s ; it^ contains within i t se l f many of the strengths and 

weaknesses that were shared in varying degrees by Auden and Day 

Lewis. I t begins with a grippipg image of' the compulsion many of 

the poets shared: "Alas for the sad standards/In the eyes of the 
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/ old masters/Sprouting through glaze of their pictures" (p. 113). 

Yet th is fine beginning i s "wasted by Spender in his presentation 

of the perceived pressure of h i s to ry , "running t ime," and soon 

los t m*the obsession with propellors and airmen who intrude upon 

tlje psychological landscape. The poem i s c h a r a c t e r i s t i c of a 

mood of violence and c r i s i s which was evident in the New Country 
* V 

volume. Yet i t also i l l u s t r a t e s the side of Spender tha t saved 

him as a human being and condemned him as a communist, h i s 

squeamishness at the sight of death. The young dead in the poem 

are "sprawled in the mud of b a t t l e " : they are not heroic , and 

their glazed eyes dream of what they have los t . As in his "Port 

Bou" poem discussed in chapter three, Spender demonstrates that 

he is poles apart from the kind of faith evidenced in Gornford's 

poems. This reticence was typical of the Auden group, who could 

applaud the courage of those a c t i v e l y engaged, but were 

ultimately shocked by the human cost of war. I t was this kind of 

s e n s i t i v i t y that no doubt prompted Orwell' to accuse Auden of 

being a "gut less Kipling,"5 but by the f i r s t appearance/ofdtew 

Writing many of the poets f i r s t associated with New Signatures 

were already moving out of t h e i r b e l l i g e r e n t l y "revolut ionary" 

phase, despi te the temporary hope tha t Spain provided. The 

revolutionary and the romantic were always at war within Spender. 

Sometimes t h i s gave r i s e to slipshod gushings in which hard 

imagery was sacr i f i ced to dream-fulfilment or the plethora of 

modern things was too much of a burden for the poem to bear. 

Occasionally he produced poemsvof lyrical beauty and intel lectual 

power from this clash. , 
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Apart from the poems d i r e c t l y concerned wi th Spain, which 

consumed a l a r g e p ropor t i on of the space devoted t o poetry in 

volumes 3-7 of New Writing.. Lehmann was singularly fortunate in 

pub l i sh ing many i n d i v i d u a l poems by such w r i t e r s as Auden, 

Barker, Brecht , Day Lewis, MaclTeice, H. Ma l l a l i eu , Plomer and 

A.S.J. Tessimond. In volumes 3-6 these were interspersed between 

„the prose t o getvaway from the not ion t h a t poetry should be 

tucked away in a corner . La te r , however, Lehmann changed the 

format and concen t ra t ed « o s t o f - the poet ry in s e c t i o n s . His 

inclusion of Barker in the l a s t volume was s igni f icant , • in that' 

Barker ' s s t y l e of poet ry was very much a t odds wi th what i s 

conven t iona l ly regarded as the c h a r a c t e r i s t i c mode of the 

t h i r t i e s . Barker's early meditat ive s ty l e was as much a reaction 

to T.S. E l i o t as was the work of Auden, but Barker by and l a r g e 

eschewed 'the' d i r ec t commentary on social issues tha t most of the 
v . 

other poets embraced. Barker's overriding weakness, however, i s 

his addiction to words for words' sake, an uncontrolled verbosity 

which deadens t he r i c h n e s s of h i s imagery b y ' o v e r k i l l in 

a l l i t e r a t i o n . One hor r ib le example of t h i s occurs in the f i r s t 

of h i s "Four E l eg i e s " (JUL., n . s . , 3 , 1939): 

The honeysuckle embroiders space through which I 
Sidle and i d l e ; 

Spain and Abyssinia l i f t bloodshot eyes as I go by 
Trai l ing l i ke f ish the fan of Time's backward b r id le . 

. The Imperial Lion and Unicorn of England and Russia 
Clash l i k e Gibra l t a r ahead but my minnow passes. 

I carry fuschia 
- To/ blaze on the North" Pole over our common d i sas te r . 

The ra in i s r i t u a l I wander through for ca thars i s , (p. 
41) 
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It is difficult to imagine what Lehmann saw in this poetry, 
V t 

beyond the obvious energy and verba l i nven t ivenes s t h a t run 

rampant in Barker ' s e l e g i e s . Such* poems as Barker ' s a r e very 

, much oddi t ies in the l a s t few volumes of New Wrjting. Although 

many of the poems in New Writing are concerned with Spain, there 

were some genera l t r e n d s becoming e v i d e n t in the work of the 

wr i t e r s who vcould be regarded as more establ ished than the other 

cont r ibutors . 

The t r a n s i t i o n a l phase of Auden's work between 1936 and 

1939, which i s c lear in re t rospec t , was acted out in the pages of 

New Writing. Lehmann published a number of Auden's poems tha t 

are s t i l l regarded a s among the f i n e s t he ever wro te . These 

included "Lay Your Sleeping Head" (N.W.., 3 , 1937), " P a l a i s des 

Beaux Ar ts" 6 and "The Cap i t a l " (JUL., n . s . , Z, 1939) and "In 

Memoriam Ernst T o l l e r " (N.W., n . s . , 3 , 1939), as we l l as many 

-o the r s t h a t demonstrated the range and the i m p e r f e c t i o n s of 

Auden's g i f t l i k e "A.E. Housman" (N.W., n . s . , 2 , 1939) and 

" V i c t o r " and "Miss Gee" (JLJL., 4 , 1937) . What "Lay Your 

Sleeping Head" demonstrates i s tha t Auden was perfectly capable 

of wri t ing beautiful l y r i c a l poetry. Auden's poetic g i f t s were 

immense, yet he was often prodigal with them. Much of his poetry 

i s concerned wi th h i s t o r y ; i r o n i c a l l y , i t was Engl i sh h i s t o r y 

t h a t ne l e f t when he moved to America. Auden was beginning the 

person\|l_and p o e t i c journey t h a t would t ake him t o America; .he 

was being d r iven back i n t o h imsel f by the f a i l u r e of h i s v i s i o n 

for a healed s o c i e t y . Desp i te the temporary f lower ing of hope 

t h a t Spain seemed t o p rov ide , the con f iden t , b a n t e r i n g Auden 
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persona evaporates in the face of the poet 's f a i lu re t o mend the 

o u t s i d e world. I n s t e a d he o f f e r s a temporary and cunningly 

wrought refuge from the b u f f e t s of the world. In t h i s poem, as 

in "Palais des Beaux Arts ," Auden i s s t i l l f u l f i l l i ng h i s ro le as* 

olympian a r t i f i c e r , but the deeper sense of t ragedy adds an 

element tha t i s ra re ly seen in h is e a r l i e r poetry: * 

About suffering they were never wrong 
The Old Masters: how well they understood 
I t s human posit ion; 'how i t takes place 
While someone e l s e i s e a t i n g or opening a window or 

j u s t walking dully along; (p. 2) 
4 ) * 

The o ther s i de of Auden, the Auden who could not t e l l a p r i v a t e 

joke or a s i ck j o k e from a shared one, was s t i l l present^ iri 

"Victor" and "Miss Gee," but the j»erformance in these bal lads i s 

almost achieved as a parody of Auden's r ich g i f t s . 

There were some who attempted poetry which ran pa ra l l e l to 

the concerns of t he r e p o r t a g e of New W r i t i n g , an example being 

C l i f fo rd Dyment in "Labour Exchange" (N.W., n . s . , 2 , 1939), and 

others l i ke Charles Madge who extended reportage to I t s logica l 

conc lus ion in "Mass Observa t ion" and "Drinking in Bolton" (N.W., 

n . s , , 1, 1938). Most of the p o e t s , however, c o n c e n t r a t e d on 

p u t t i n g t h e i r own emot ional houses in o rde r . The sense~bf 

optimism, the p o s s i b i l i t y of change, was rare ly see»r as a tenable 

pos i t ion from 1937 onwards. There were productions reminiscent 

of t he e a r l y 3 0 ' s , l i k e Randall Swing le r ' s "Acres of Power" 

(N.W., 5 , 1938'), b u t t h e c o n v e n t i o n a l i m p o s i t i o n of 

social is t /communist ideol-ogy on the cyc l ica l process of nature no 

longer seems imaginatively apt or s t a r t l i n g . Instead the imagery 

seems tawdry, over-used and, in the c i r cums tances of 1938, f a r 
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more e s c a p i s t than the hones t l y s u b j e c t i v e and n o s t a l g i c poems 

which did not seek t o masquerade as any th ing e l s e . From t h i s 

s t a n d p o i n t poems l i k e Kenneth A l l o t t ' s "Never and Ever" and 

"Lovers We Need" (iLMx, 5, 1938) could f i n d a comfor tab le home 

in t he l a t e r New Wri t ing volumes. Although A l l o t t did not 

publish any poetry a f te r the war, he showed a f a c i l i t y with words 

and a sense of humour which were l a c k i n g in the work of some of 

h is mOre famous contemporaries: 

Lovers s a i l in to heaven l i k e the p i c tu r e -b l e s t , 
Indi f ferent if a l l the wheels s top , and the red hands 
Like a sp i r a t e s are scandalously dropped. •» 

Choosing a road to-day, them I prefer 
To the anxious boys* in t h e i r rooms ta lk ing messiah 
Like., the useless pa t t e r of the bad conjuror 

L e t ' t h e n i n n i e s be .quiet l i k e t h e much-played-wi th 
,- - d o l l , 

,yBe ser ious as lovers but as indecorous. 
/ ' Lovers we need a t t h e i r queer c i v i l wars, (p . 116) 

/ 

Poets l i ke Al lo t t did not qu i t e f i t anywhere, borrowing whatever 

images, s u b j e c t s or s t y l e s they naeded from any of t h e i r 

con t empora r i e s . There were a number ..of i n d i v i d u a l poe t s t h a t 

Lehmann pub l i shed in New Wri t ing who never achieved p o e t i c 

careers since they lacked the pers is tence and t a l e n t . 

One of t he f e a t u r e s t h a t New Wri t jng brought t o l i g h t was 

the increasing i n t e r e s t in the ballad form, which in a f l ex ib le 

p o e t ' s hands couid be put t o many s u r p r i s i n g u s e s . Will iam 

Plomer, whose usual medium was p rose , found t h i s a s u i t a b l e 

vehicle for h is comic inventiveness. * Although many of his best 

achievements came l a t e r in the 40s, there I s One del ight ful poem 
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"French L i s e t t e " (N.W., n . s . , 3 , 1939), m which h i s racy fou r -

l i n e s t a n z a s admirably convey the sense of exc i t ement and t h e 
F- *• 

s leaz iness of h is chosen t a rge t . 

Dear s i r , beware! for sex i s a snare 
And a l l i s not t rue tha t a l l u r e s . 
Good s i r , come off i t . She means to p ro f i t ^ 
By t h i s l i t t l e weakness of yours: (p. 77) *^ 

The reader i s drawn as i r r e s i s t i b l y to L i s e t t e as- the mug i s , and 

experiences the same sense of exhi la ra t ion and embarrassment as 

t he f a l l i n g of h i s pan t s ends t h e poem a b r u p t l y . Many of 

Plomer 's b a l l a d s have mora l s ; they are s i m i l a r t o e i g h t e e n t h -

cen tury nove l s l i k e F i e l d i n g ' s Tom, Jones where bawdmess and 

v i o l e n c e a re common, but a re used fo r moral purposes . Plomer 's 

c h a r a c t e r s a r e a lmost wi thou t excep t ion q u i r k i s h and i n v e s t e d 

w i t h Plomer ' s own exuberance. "French L i s e t t e " i s very much an 

excep t ion t o t he t o r t u r e d and unhappy poems which make up the 
4 

majority of the contr ibut ions in the l a s t volume .of New Writing, 

a volume t h a t was published when war had#already begun. 

By the Spring volume of New Writing in 1938 i t was a common 

concern among most of the poets t ha t war was inev i t ab le , and in 

d i f fe ren t ways they t r i ed to absorb t h i s fac t . Some, l i k e Albert 

c, Brown, who was perhaps the only t rue working-class poet published 

in Ney W r i t i n g , r e v i l e d t h e "democrat" and i n e p t l e a d e r s l i k e 

Chamberlain who had brought B r i t a i n "to t h i s pass in d i r e c t , 

s imple v e r s e s l i k e "They Don't Know" (N.W., n . s . , 1, 1938) or in 

the s l i gh t l y more subt le "The Ancient So l i c i to r " (N.W., n.s,, 1, 

1938). In t h e l a t t e r , the members of the r u l i n g e l i t e a r e 

charac ter ized as conniving opportunis ts l i v ing off the confusion 

'A 
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of the people they r u l e ; they are anc ien t s o l i c i t o r s who a t tend 

and profi t a t the funerals of others. The poem, i t s e l f ends with 

a warning note: 

But we are hard to please 
And d i f f icu l t to be won; 
Besides your other disease, 
You're old and your day i s done. (p. 194) 

This kind of invective, however, was unusual. 

One poet who seems to have benefited aes thet ica l ly from the 

events of the l a s t years of the t h i r t i e s i s Louis MacNeice. 

Never quite easy with the propaganda poems of his friends Auden 

and Spender, MacNeice found the years 1937-9 ideal for enshrining 

in often complex m e t r i c a l forms h i s own sense of a r r e s t ed 

happiness , a happiness which was being eroded as the na t ions 

moved to war. "June Thunder" (JLJL., 4, 1937), "When Clerks and 

N a v i e s Fondle" (N.W,, n .s . , 1, 1938), "Prognosis ," "Novelet te" 

and "Meeting Point" (N..W.T n . s . , 3 , 1939) were among the poems 

t h a t Lehmann r ead i l y accepted for the l a t e r volumes of New 

Wri t ing. In a l l of these.poems the re i s a c o n f l i c t between the 

i n d i v i d u a l ' s d e s i r e for happiness or peace and the rush of 

ex te rna l events . On the one hand t h e r e i s the poet consciously 

c o n t r o l l i n g and shaping h i s m a t e r i a l ; on the other the re i s the r 

man fu l l of fear and a n t i c i p a t i o n , expect ing the e x t i n c t i o n of 

the old se l f , the old love or the old b e l i e f . I9 a poem l i k e 

"June Thunder" t h e r e i s a grandeur to the r u t h l e s s honesty with 

which he would sweep away the accumulated debris of the t h i r t i e s 

suggested by the voluptuous na tu ra l landscape. I t i s the 
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"maturer moods" t h a t MacNeice i s seeking i n the c a t h a r t i c 

thunder. With "When-Clerks and Navvies Fondle" we see MacNeice 

sha r ing wi th t he r e s t of o rd inary humanity the e g a l i t a r i a n 

sen t imen t of a love about t o be l o s t . There i s no d i s t i n c t i o n ' 

between h i s f e a r s and t h e i r s , trie j aun ty music of t h i s poem, 

l i k e t h a t Used in ' 'P rognos i s , " only enhances the impending 

t ragedy by r e f u s i n g to be p r e t e n t i o u s . Above a l l , MacNeice's 

triumphs m t h i s period were achieved by the freezing of time in 

an image r e d o l e n t of eve ry th ing about to be swept away by the 

war. This was most successfully accomplished in poems l i ke "The 

Sunlight on the Garden," which did not appear in flew Writing, and 

"Meeting Point" which did. 

In "Meeting P o i n t , " t h e persona l tra£fmy of a l o s t love i s 

converted in to a co l lec t ion of t r i v i a l d e t a i l s of a coffee shop, 

a l l of which add up to an Aladdin ' s cave of g e s t u r e s and t h i n g s 

for the memory to r e c a l l and give solace to the poet. MacNeice's 

a u t o b i o g r a p h y , The S t r i n g s Are F a l s e , p u b l i s h e d in 1965, 

d e s c r i b e s t h i s per iod of h i s l i f e as a very unhappy one due t o 

t he break-up of h i s mar r i age . In "Meeting Po in t" he i s alble t o 

shrug t h i s mood off and c e l e b r a t e moments of personal p l e a s u r e 

rescued and preserved from the chaos of external events: 

Time was away and somewhere e l se . 

Her f ingers f l icked away the ash 
That bloomed again in t ropic t r e e s : 
Not caring i f the markets crash "" 
When they had fores t s such as these , 
Her f ingers f l icked away the aSh. (p. 80) 

MacNeice's sense of impending doom i s a common theme among the 
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poets in New Writipg; his solution of introspective withdrawal, 

of the creat ion af p r iva te moments from pr iva te thoughts in 

t ight , musical poetry, was rarely possible for most of the other 

contributors. Many shared "MacNeice's sense of helplessness, like 

Day Lewis in his "Addresses to Death" (ty.W., 5, 1938), but in 

Day Lewis 's case the convers ion in^o poetry was l e s s 

s a t i s f ac to ry . W>hile "Addresses to Death" c h a r a c t e r i s t i c a l l y ' 

e s t ab l i shes a gloomy atmosphere, the argumentative side of Day 
4 ' 

\ 
Lewis is never far from the forefront, breaking out into 

it 

ineffectual and sometimes absurd accusations. However, the glib 

certainty of his earlier, hectoring, ideological, poems seems to 
0 A 

have vanished. Like Auden, MacNeice and Spender, Day Lewis was 

beginning a transit ional process which would make him one of the 

few poetic survivors of the Second World War. 

One poem tha t Lehmann published, twhich began a mutual 

admiration t^hat was to extend for years , was David Gascoyne's 

"Snow in Europe" (JsUJiLu n.s. , 2, 1938). Lehnfann ind ica tes in 

h i s autobiography his own d i s t a s t e fer most of**the French 

surreal is t writing of the period, which Gascoyne was interested 

in, but saw in th is short poem "a beautiful and imaginative piece 
4 

of work, but which only f a in t l y foreshadowed the philosophical 

and mystical preocdupations t ha t were to give his- poetry i t s 

,extremely rare and Individual flavour."? Certainly "Snow in 

Europe" i s much l e s s forbidding than the bulk of the poetry 

Gascoyne produced during the war* I t shares with the other * 

poetry in New Writing a sense of an uneasy peace in Europe,, one 

about to be engulfed by the melting snow, the central metaphor of 
i 

\ 
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the poem: 

The warr ing f l a g s hang c o l o u r l e s s a while; 
Now midnight's icy zero feigns a truce 

X . Between the signs and seasons, and fades out 
All shots and cries. But when the great thaw comes, 
How red shall be the melting snow,, how loud the drumsl 
(p. 175) 

The f inal word on what Auden l a t e r characterized as the 

"d ishones t decade"" 'be longs to A.S.J. Tessimond, who i s 

character ized by Lehmann as one of the f ines t " i n t e l l e c t u a l " 

poets among his contemporaries.^ Te'ssimond's "England" (1LJL., 

n.s . , 3, 1939) presents the paradox in the mixture of v i r tue and 
.f 

vice which i s England's heritage: 

England of rebels—Blake and Shelley'; 
England where freedom's sometimes won, 

Where Jew and Negro needn't fear yet 
Lynch-law and pogrom, whip and gun. 

England of cant and smug discretion; „ 
England of wagecut-sweatshop-knight,' 

Of sportsman-churchman-sium-exploiter, 
m Of puritan grown sour with spite. 

4 England of clever fool;' mad genius, 
Timorous lion and arrogant sheep, 

Half-hearted snob and shamefaced bully, 
' - Of hands tha t wake and eyes that sleep . . . . 
England the sna i l t h a t ' s shod wjth l ightning . . . . 

! Shall we laugh or shall we weep? (p. 84) 

> - ' . ' ' 

"this, ultimately, was the paradox for a l l the poli t ical poets of 

i the t h i r t i e s , sprung as they"were from privileged family 

backgrounds. The singular lack of working-class poets *|.n New 

Writing t e s t i f i e s to the difficulty of encouraging nascent talent 

in hostile environments. I t i s with great surprise and delight, 

therefore, that Lehmann must have greeted the humble manuscripts 
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that poured in to h i s office once Penguin, New Writing began. 

N e v e r t h e l e s s , AJ. i s d i f f i c u l t n o t t o a g r e e w i t h A.T. 

Tolley's f inal assessment of the poetic content of New Writing: 

The fact t h a t many poets were represented by one or 
two poems in t he whole e i g h t i s s u e s , coupled wi th the 
fact t ha t each half-yearly volume contained perhaps a 
dozen poems in a l l (and sometimes l e s s ) , meant tha t JSJeji 
W r i t i n g cou ld no t \be an i m p o r t a n t f o r c e i n t h e 
development of poetryHn the l a t e t h i r t i e s , because i t 
could not e s t a b l i s h an image of the type of poetry i t 
stood f o r , even though poe ts may have been eager for 
t h e s o r t n o f r e c o g n i t i o n t h a t i n c l u s i o n in i t s pages 
implied.1 U 

4 * 

What Tolley u n d e r e s t i m a t e s , however, i s the co lour ing t h a t the 

i n d i v i d u a l poems took from being placed bes ide the prose 

c o n t r i b u t i o n s t o New W r i t i n g . The lack of a c l e a r l y defined 

"poetic" was as much a function of the t r ans i t i ona l nature of the 

major poe t s ' work (Auden, MacNeice, Spender) as i t was of the 

r a r i t y of p o e t i c t a l e n t o u t s i d e t h e s e i n d i v i d u a l s . In t h i s 

r e s p e c t Lehmann was a t the mercy of the c o n t r i b u t i o n s he 

received; there were poets l i k e Graves, I^acDiarraid and Betjeman 

who would have been useful addit ions to New Writing. They were 

not publishe#p?n*Pwever, because Lehmann received no contr ibut ions 

from them, though Graves was l a t e r t o be p u b l i s h e d in 

Penguin New Writing and New Writing and Daylight. Lehmann had no 

choice but t o publ i sh the bes t he could f ind , whatever the 

"school" of . the w r i t e r . Any a t t empt to do o the rwi se r i sked the 

ugly duckling syndrome of New Verge, which Tolley himself refers 

t o : the ug ly -duck l ing f a i l s to grow i n t o a swan. The l o s s of 

/ a i t h in s o c i a l change, and perhaps the l o s s of face too , were 

e s s e n t i a l l y products of the h i s t o r i c a l f o r ce s t h a t many of the 
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poe t s of t he t h i r t i e s had t r i e d t o i n f luence e a r l i e r i n ' t h e 

d e c a d e . T o l l e y a l s o i g n o r e s t h e common t r e n d t oward 

•introspection, to pr ivate ra ther than public wr i t ing , which.was 

evident in the best poetry of Auden, MacNeice and Spender. This 

had begun before the outbreak of war^and was recorded in the 

pages of New. Writing. 

When Lehmann re tu rned t o h i s t a sk and began p u b l i s h i n g 

Folios of New Writing In 1940, h e d i d - s o conscious of the immense 

change in s e n s i b i l i t y c r ea t ed by 'the war and of h i s d e s i r e .to 

protect good wri t ing from ext inct ior i . in war time, f o l i o s of New 

Writing's content 'was an uneasy t r a n s i t i o n Irftween the wri t ing of 

the t h i r t i e s and the w r i t i n g soon t o emerge in Pengujh Mew 

Wr i t ing . In t he new environmentM-cl^ated by Dunkirk and the 

b l i t z , the poets struggled <to„find something significant* to say, 
4 

t o c r e a t e a new poe t i c t h a t - c o u l d , e n c a p s u l a t e the enormity of 
r 

what had happened. Some, l ike MacNeice, Spender and Day Lewis, 

continued with the poetic processlthey had already be"gun in New 

Wri t ing ; o t h e r s l i k e Laur ie Lee, Maurice James Craig, Terence 

T i l l e r and Nicholas Moore were newcomers to New Writing and were 

voices of a new generation. Lehmann attempted to analyse some of 

these trends in "Looking Back and Forward" (£JL1L* 4, 1941), in 

which he suggests that the poets of the t h i r t i e s were natural ly 

s u s p i c i o u s of coopera t ing wholehear tedly with the appeasers of 

MtiN-Ch and noted t h a t they were always looking over t h e i r 

shoulders to the fa te of Wilfred Owen. They were afraid tha t any 

idealism on ' t he i r par t would be misused by the m i l i t a r i s t s : 
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Orie f i nds tha t - they admit doubt , r e g r e t , paradox, t h e 
shock of agony; and yet r e ta in beneath a l l t h i s a basic 
acceptance of our predicament , a knowledge—always 
imp l i c i t though seldom expressed in so many words—that 
the war which we hate apd did not want must be fought, 
and ended. Above a l l , *I b e l i e v e t he se w r i t e r s have ^ 
f e l t tha t one of the most urgent tasks has been to keep 
a l i v e an unders tanding of the human aspec t of war. . . 
( p . 8 ) . 

N e c e s s a r i l y , d e s p i t e t h i s d e s i r e l ! ^ keep the "human aspec t " a t 

the^forefront, there was no immediate consensus on what stance i t 

-would be f i t t i n g to adopt toward the war. 

Many of the poems in F o l i o s of New Wri t ing complete ly 

avoided the sub jec t of war. This i s t r u e in d i f f e r e n t ways of 

Wil l iam Plomer 's con t inu ing b a l l a d s "The Widow's P lo t" (JEJkSL., 

1, 1940) and "Pen Fr i ends" (ZJUU, 4 , 1941), Rex Warner 's "Four 

Sonnets" (F.N.W., 4, ,1941), which were devoted to the b i r th of a 

c h i l d , Edward Lowbury's "The Towing Path" (£JLJL., 4, 1941) and 

Goronwy Rees' "A G i r l Speaks" (EJUL., 1, 1940). For o t h e r s , 

the impact of the war produced agonizing int rospect ion presented 

in v i o l e n t imagery. With the except ion of Robert Wal l e r ' s "No 

Use Pretending" CL1UL, 4, 1941), there were no d i rec t accounts 

of what i t was l i ke to be in uniform or to f ight . To most of the 

wr i te rs , the,war provided an abs t rac t frame of reference on which 

to hang, wi th va r ious degrees of s u c c e s s , a pe rsona l account of 

t he fundamental wrongness in human and, by i n f e r e n c e , n a t i o n a l 

r e la t ionsh ips . Other exceptions to these categories include the 

small number of poems coming primari ly from foreign w r i t e r s , the 

Greeks and more p a r t i c u l a r l y t h e New Zealand poe t s . With the 

except ion of two t r a n s l a t i o n s from Jean Jouve ' s work, and Yura 

Sofyer ' s "Song of the Aus t r i ans in Dd'chau" (ZJLM*., 1, 1940), 
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t he r e was no other poetry from foreign w r i t e r s in Folios 

of New Writing. 

If some of the cont r ibu tors to Fol ios of New Writing were 

confused as to what the war was about, Yura Sofyer's posthumous 

missive from a concentrat ion camp, which Lehmann himself 

translated in 1940, was a timely reminder and one which many of 

the other poets were slow to absorb in to t h e i r work. "Song of 

the Austrians in Dachau" i s a moving human message, i t s diction 

hardened and cauter ized by experience; the i n s i s t e n t rhythm 

running through the e i g h t - l i n e s tanzas i s pulled up sharply by 

the ironic chorus. I t takes as i t s s tar t ing point "Arbeit Macht 

F re i , " which was wr i t t en over the entrance to Dachau. Much of 

the poem*s impact i s achieved by the jaunty metre, which i s 

contrasted t o the grisly subject matter: 

PITILESS the barbed wir'e dealing 
Death, that round our prison runs, 
And a sky that knows no feeling 
Sends us i ce and burning suns; 
Lost to us the world of laughter, . 
Lost our loves, our homes,/<>Hr a l l ; * 
Through the dawn our thousands muster, 
To their.work in silence f a l l . . i p . 80) 

Unlike this depiction of real suffering, lack of experience was 

evident in much of the poetry in Folios^ of New Writing and made \ 

i t s imagery appear thought rather than f e l t and thought. With a 

poet l ike Nicholas Moore, the translation of genuine indignation 

and alarm into poetry only took place on occasion; usually he was 

too sat isf ied with conventional statements which* could have been 

made in prose. Thus he s t a t e s in "Poem I" (F.N.W., 1, 1940): 
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£ Man must s t ruggle agains t h i s masters . J 
Fear and fury and war, a l l the d isas t rous 

v Days of t h i s age and the past 
Are to be worked out and made 
Into something grea ter and l e s s afraid, (p. 46)4 

Far worse i f we take i t l i t e r a l l y Is h i s c o n t e n t i o n , in 

"Poem IV" <F.N.W., 1, 1940), "That e v i l men in a f renzy / Have 

broug.ht t h e wor ld t o war" (p . 4 7 ) , which i s a g r o s s 

s i m p l i f i c a t i o n of what had happened in the t h i r t i e s . Out of 

f a i r n e s s to Nicholas Moore and o t h e r s , i t should 'be remembered 

tha t even t h i s kind of a t t i t u d e was not a t a l l , what was .expected 

of the new poets from those who awaited romantic young war-heroes 

l i k e Rupert Brooke. In h i s forewords to Penguin New Writing, 

Lehmann frequently referred to the j o u r n a l i s t s , generals , c i v i l 

servants and p o l i t i c i a n s who demanded such mar t ia l poets. Almost 

invar iably such people sneered a t Auden and Isherwood,' since they 

regarded them as dese r t e r s or t r a i t o r s . 1 ' Certainly the temper 

of Moore and h i s contemporaries was a n t i t h e t i c a l to " the 'hero of 
» 

another show" (p. 47), with whom they were soon to be compared. , 

In some o f ' t h e e s t a b l i s h e d w r i t e r s l i k e Spender, Gascoyne 

and M a l l a l i e u - t h e r e was an exp re s s ion of ba f f l ed h e l p l e s s n e s s , 

* -sometimes even g u i l t , as i f they f e l t responsible for the war or 

regarded t he i r w r i t e r ' s c r a f t as in s ign i f i can t in comparison with , 

* t h a t of p rev ious w r i t e r s or epochs. Th is , of c o u r s e , i s a pose" 

which i s not new, but one which held considerable sway over some 

of t he e a r l y w a r - p o e t s . David Gascoyne's "The W r i t e r ' s Hand" 

(lUL-fcL, 1, 1940) i s a c l e v e r example of m a r t i a l d i c t i o n 

employed by a wr i te r claiming possession of his own domain: 
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You never l i s t e n , d i s i l l u s i o n s dumb 
To your unheeding ear. But see my hand, 
The only army to enforce your claim , 
Upon l i f e ' s hos t i l e land: f ive pale, effete 
Aesthetic-looking" f ingers , whose,chief feat 

* Is to t race l ines l ike these across a page: 
r , What small r e l i e f can they br ing to your s i ege , (p. 

1201 

There i s a g r e a t deal of d i f f e r ence between t h i s kind of 

defiance, and the more pathet ic stance of H.B. Mallalieu^s "Poem 

I" (F.N.WM 1, 1940): 

Accept a t once my fa i lure tha t I wr i te , 
Who cannot overthrow St. Pauls or take 
Ci t ies by siege, or bring the bomber home. (p. 126) 

In comparison t o Gascoyne, Mal la l i eu p r e sen t s h imsel f as made 

f l a t and l i f e l e s s by the outbreak of war, and the poetry does not 

avoid the fate of i t s maker. 

Day Lewis 's so le c o n t r i b u t i o n to FQUQS of New Writing, 

"P(oem" (F.N.W.. 2, 1940), sugges t s the new f o r t i t u d e which was 

created by the war, together with a l ibe ra t ion of t he imagination 

which resul ted from evaluating what now seemed the- best and worst 

of h is wri t ing in the t h i r t i e s : 

For me there i s no dismay 
.Though i l l s enough impend. 
I have learned to count each day 
Minute by breathing minute— (p. 34) 

Despi te t h i s f irm opening, t h e r e a r e moments of romant ic 

indulgence which he s t i l l had to sweep out of his wri t ing before 

he was able* to produce h i s bes t work in the middle of the war 

y e a r s . This s to i c i sm s t i l l had t o contend wi th the equal ly 
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p o w e r f u l - f e e l i n g of b e t r a y a l , t h e w i d e s p r e a d p r e - D u n k i r k 
9 

sentiment which had toppled the old appeasers l i k e Chamberlain in 

favour of Churchill . These sentiments are dis turbingly presented 

in the r e s o l u t i o n t o Stephen Spender ' s "June 1940" (JLJLJLL, 4, 

1941), in which the young dead sigh: 
t * 
t 

I lay down dead l i k e a world alone ••* 
In a sky without f a i t h or aim 
And nothing to bel ieve in, 
Yet an e n d l e s s need to a t o n e , (p . 34) 

s 

Spender i s prepared to acknowledge tha t the Al l ies and the Axis -

powers share the g u i l t for the war, even i f the grea ter wrong had 

, produced Fets-cism and must' be defea ted . His d e s c r i p t i o n of the 

s o l d i e r ' s a t t i t u d e runs p a r a l l e l w i th Lehmann's f e a r , which he 

recorded in h i s autobiography, tha t the new generation of poets 

were dangerously empty of bel ief in anything, a condition which 

shocked him: 

Maurice Craig's generation (though of course there were 
individual exceptions) s t ruck me as being without any 
f a i t h or s p i r i t u a l impulse. Deep down, I began to feel 
wi th i n c r e a s i n g dismay, t h e r e was an empt iness t h a t 

' reminded me of the Germans of the same generation I had 
known before the war broke out. . 

4* 

There was a considerable amount of introspection in the New 

Zealand poets Lehmann published in Folios of New Writing, 

although m their case this development was manifested in the 

need to understand and recreate the discovery and settlement of 

their country* By coming to terms with their own history they 

were seeking to interpret themselves. In the poems of Charles 

Brasch, Allen Curnow and A.R.D. Fairburn the remoteness of New 
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Zealand i s seen as a pos i t ive value, for i t enables the s e t t l e r s 

to c r e a t e a gradual and t h e r e f o r e more s o l i d and permanent 

r e l a t i o n s h i p w i th the land. This i s expressed in Charles 

Braseh 's "The S i l e n t Land" (£JLJL., 2 , 1940): 

Man must l i e wi th the gaunt h i l l s l i k e a l o v e r , 
Earning t he i r intimacy in the calm sigh 
Of a century of quiet and ass idui ty , 
Discovering what sol i tude has meant 

Before our headlong time broke on these waters , > 
And in himself uni te t ime's dual order; 
For he to both the swift and slow belongs, 
Formed for a hard and complex h is tory , (p. 7-1) 

Splendid and soothing as some of t he i r imagery was, these poets 

were far removed from the f r a n t i c and sometimes v i o l e n t sou l -

sea rch ing of t h e B r i t i s h poe t s Lehmann pub l i shed . The New 

Zea landers ' innocence had not yet been as rudely shaken. One 

a spec t of the New Zea landers ' w r i t i n g was' t he f r e shnes s wi th 

which they perceived the natural landscape, a freshness which had 

been l o s t to many of the younger Br i t i sh poets. This was par t ly 

because the poets in uniform were experiencing new landscapes as 

b a t t l e f i e l d s , and p a r t l y because the c e l e b r a t i o n of na tu re was 

associated with the Georgian poets who had temporarily fal len out 

of l i t e r a r y fashion. 

The a b i l i t y t o immerse onese l f in f a m i l i a r and a l i e n 

environments produced some very beautiful poetry in the work of 

Laurie Lee, who was one of the f ines t new poets Lehmann a t t rac ted 

to the pages of Folios of New Writing. Unlike many of the other 

e a r l y war poe t s , Lee had exper ienced a sensory a p p r e n t i c e s h i p 

wandering in Spain in the t h i r t i e s before the Civil War, and t h i s 
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gave his poetry an authori ty and s ince r i ty only occasionally 

glimpsed in the work of others. Lee was no stranger to hardship, 

since he had supported himself in Spain by playing his violin for 

food in small v i l l ages , and reading his poetry one immediately 

senses that t h i s understanding of suffer ing was actual and not 

t h e o r e t i c a l , physical and not metaphysical. This difference 

would la ter be demonstrated in the poets in Penguin New Writing, 

but i t was a r a r i t y in Folios of New Writing. In describing 

Lee's empathy with genuine pr iva t ions and hi3 feel ings for the 

Spanish people, Lehmann offers the following comments in his 1941 

radio script , "Turning Over a New Leaf, 4": 

And he knew about them as a countryman, not as an 
i n t e l l e c t u a l or worker of the towns where the great 
con f l i c t s of our time have t h e i r centre and or igin . 
This has given his work a remarkable equilibrium^ one 
f ee l s in i t a d i r ec t , unforced response to natuns, to 
love and b i r th and death, which shows up a ' l i t e r a r y ' 
t a i n t , a kind of second-hand-ness in many wr i t e r s of 
more varied gifts and wider intel lectual experience. ^ 

How hard Lehmann and Lee worked at preserving t h i s "freshness" 

can be gleaned*from the i r correspondence in 1941, in which 

Lehmann cr i t ic ised some of Lee's diction and images and received 

the following reply: "Your cri t icisms were most useful and more 

than welcome; they are just the sort of danger signals I need and 

I must say I agree with them almost completely. 'Anatomies of 

despair* makes me blush, ' f a t a l i t i e s ' i s certainly weak, though I 

thought ' jungle of emergency' ra ther described the, sor t of 

howling chaos we're in"11* 

Som,e of Lee's poems during t h i s period are de l ibe ra te ly , 

romantio and evocative recreations of particular scenes in nature 
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nature i s juxtaposed with the violent, purposes to which man's 

ingenuity, h is own innate c r e a t i v i t y , can be applied. These 

l a t e r poems use nature as a moral exemplar against which man's 

f a l l can be measured, as in "Paem I I I " (F.N.W., 3, 1941): 
f 

Look into w_ombs and factories and behold 
nat iv i t ies unblessed by hopeful s tars , 
the sleek machine of flesh, 
the chubby bomh, 
lying together in one dreadful cradle, (p. 20) 

I t i s , however, c lear from these l i n e s tha t Lee was far from 

comfortable with such subject matter, and less able to convert i t 

into poetry. ^ ir 

Maurice Craig was one of the bes t ' o f the new group of 

undergraduate poets. His i n i t i a l poems in Folios of New Writing 

contrasted strongly with Laurie Lee's, because at t he i r centre 

was a dis turbing f a t a l i t y and despair* Unlike Lee, he saw the 

war as a natural extension of man's des i res ra ther than an ugly 

aber ra t ion . This i s pa r t i cu la r ly evident in "Song" (LJMJiL, 3, 

1941), a poem which expresses a deeply-rooted malaise without 

apparen t r e l i e f . "Song" i s a f o u r t e e n - l i n e unpunctuated 

statement with no clausal escapes from the insistent gloom of the 

message: 

* Under the sycamores of Sind 
Listening to the wailing wind 
I heard the c<$?ras in a row 
Sing of where the monkeys go 
When"they feel their feline paws 
Change tentacular to claws 
And dark within them rises lust 
To scrab'ble in the burning dust 
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To dig t he i r parents ' graves and wait 
Tensely in the jungle s t a t e 
For the family to pass 
While they l i e hidden in the grass 
And oiled by ju ice of f a l l i n g f r u i t s 
Sharpen t h e i r teeth on mangrove roots , (p. 84) 

Compressed and macabre poetry l i k e t h i s was typica l of a mood, i f 

not typica l of the technical and emotional cont ro l , found m many 

of the new cont r ibutors to F o l i o s of New Wri t jng . After poems 

l i k e t h i s , one r eads Wil l iam Plomer ' s new moral b a l l a d s , "The 

Widow's P lo t" (EJLJL., 1, 1940) and "Pen F r i e n d s " (£JLJL., 4, 

1 9 4 1 ) , w i t h immense r e l i e f . "Pen F r i e n d s , " p a r t i c u l a r l y , 

r e f l e c t s the good-natured seediness of the t h i r t i e s , which was a 

lost>world to many of the new war poets. 

The only poem t h a t g ives any sense of the mood of the new 

army comes in the l a s t volume of Fol ios of New Writing, Robert 

^Waller's "No Use Pretending." Unfo r tuna te ly W a l l e r ' s i n v e c t i v e 

directed a t h is o f f ice rs has ne i ther the b i t t e r humour of some of 

the F i r s t World War pro tes t songs l i k e " I t Was Christmas Day in 

thus Workhouse,""nor the subt le ty of some of the poetry to follow; 

l J B much early war poetry, i t might have been more successful as 

p rose . What i t does show i s how d i f f i c u l t i t was t o t r ansmute 

i n d i g n a t i o n i n t o poet ry w i thou t s l i p p i n g i n t o m o r a l i z i n g . For 

many of the poets featured in Fol ios of* New Writing a c r i s i s had 

occur red ; they f e l t be t rayed by c i r c u m s t a n c e s and people ; they 

were a t t he same t ime being asked t o l eap t o t he defence of 

p r i n c i p l e s t h a t were n o t y e t f u l l y a r t i c u l a t e d . Not 

s u r p r i s i n g l y , much of the poe t ry in F o l i o s of New Wri t ing how 

seems i n d e c i s i v e , because nobody had s e t t l e d on an a p p r o p r i a t e 
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mood. Those that did exercise their poetic imaginations dtd so 

more successfully in imagery and scenes drawn from peace. 

Once FoliQS Of New Writing joined Daylight to become JifiM 

Writing and Daylight, there was a noticeable shift in i t s poetic 

mood. This was mainly because of the new magazine's increased 

in te rna t iona l content' and the existence of the simultaneous 

s i s t e r publ ica t ion, Penguin New Writing. Although many of the 

poems from New Writjng and Daylight were l a t e r republished in 

Penguin New Writing, the poems in New Writing and Daylight were 

longer and often more i n t e l l e c t u a l l y demanding than those 

published in the la t t e r . In his series of c r i t i ca l ar t ic les "The 

Armoured Winter," Lehmann considered the trends of the wartime 

poetry he favoured and noted that i t was developing in to two 

streams, short lyr ics and longer pieces, often monologues steeped 

in classical allusions or with c lass ica l , in teres ts . He commented 

on t h i s in "The Armoured Writer - V" (1L1U1.., 5, 1944): 

t 
The dangerous word ' c lass ic i sm' r i s e s to one's l i p s , 
when one sees how. a l l these poets have rejected any 
extreme experimentation in form, and have so c lear ly 
wished to draw the i r s trength from the soi l of the . 
past; one can indeed descry the out l ines of a new -
c lass ic ism, but not only in t h i s aspect of poetry to ­
day, an aspect which by i t se l f would hardly deserve the 
name. Classicism, i f i t i s to be a r e a l i t y i-n our 
future, surely implies not merely a respect for the 
experience of the past and for the de l i ca te evolution 
of meaning in words and symbols, but also a new 
integration, an attempt to map some system of thought 
and feeling wide enough and deep enough for our culture 
to ex i s t in (p. 171). v ^ 

In the case of Henry Reed and W. M. Stewart the urge toward 

classicism took the form of the recreation of classical figures 

in the persons of Telemachus, Chrysothemls and Philoctetes; these 

> 
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. are flrargihal characters in Greek tragedies and epics who cast an 

alienated glance on their own worlds! They are ajsp individuals 

, who display an a t t i t u d e to t h e i r own predicament which can be 

* compared to that of some of the war poets. Despite a tendency to 

ramble in these monologues, some superb passages capture the 

agony of another age and the s p i r i t of the war, pa r t i cu l a r ly in 

Henry Reed'a »Chrvsofchemis'HN.Wr,D,. 2, 1943): 

- * " 
A I t I s my house now, decaying but never dying, * 

The soul's museum, preserving and embalming 
The shutterjed rooms, the amulets, the pictures, 
The doorways.waiting for perennial surprises," 
The chi ldren sleeping under the heat o f summer, (p. 
5S> / - ' ' * 

Poems such a*s these enriched the stock, of images available to the 

war poets and a t the same time demanded" a d i s c ip l ine and 

sustained concentrat ion which was part icularly diff icul t for a 

writer in uniform, 

A similar interest in drawing On mythology, whether pagan or 

Christian, was evinced by such diverse wri ters as Terence Til ler , 

t d t t h S5.twell arid Norman Nicholson, together wi£h many of the 

Czech and Greek poets. Edith Sitwell 's invocation" (JULfi*, 4, 

1943) demonstrated a t ight control of .allusion within a complex 

poet ic s t ruc tu re , something far beyond the.,capacity of most of 

the younger war poets. . Terence Ti l ler used Christian paral le ls 

in "The Birth "of Chr.tst» (JULS*/iff 1943) t 'bat , l i k e many of the 

younger war poets he was overwhelmed by the imagery he used. In 

' the works of some of the Czeoh and Greek poetipthe imagery, was 
t * V « - 4 

far more absorbed in to the poems, even when the translations were 

h «, 

> « 
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unable to do full jus t ice to the worth of- their poetry. Nezval's 

. "Hi s to r i ca l Picture" (N.W.D., 3 , 1943), which i s t r ans la ted by 

Norman Cameron and J i r i Mucha, i s an example of a poem which 

draws upon h i s t o r i c a l a l lus ions to reinforce the- sense of 

hopelessness and betrayal with which the Czech nation greeted 

Munich and the subsequent occupation of Czechoslovakia. The 

three-line stanzas -sustain the burden of the poem's message, the 

uncontrol lable rush of events by which the Czechs became 

demoralized. Lehmann was delighted to publish such foreign 

contributions whenever he could, because he fe l t that the cross-
4* 

fer t i l iza t ion produced by this communication of myths, images and 

h i s t o r i c a l a l lus ions was contr ibut ing to the European frame of 

mind which he thought would emerge after the war. Unfortunately, 

many of the Gre"ek poem»s he published in New Writing and DflVlifiht 

failed to convey their value in translat ion, despite the obvious 

beauty of individual passages. . , . 

If, on the whole, the -ass imi la t ion of \myth i n t o poetry in 

New .. Writing and bavljght was a h i t r or -m4ss a f f a i r , the other 
* * * i . 

aspect ,of "classicism" which Lehmamuriotfes, "the searoh for a new 

integration and the ab&i' ty ' tp tmesV'tradltlenal rhythmic?forms 

with new l ife,- was car r ied on by.soiWQf the*B*?i?Uah'po£ts.v At 

t imes the i n t e l l e c t u a l power of'; some of the poe ts was only 

imperfectly contained w}th"in,the verse fo>iks tT&y.u^ed*-' Of these 
* ' i " *• - * 

poets, one of the m$% Consistently diffioult, and good was Peter 
" ' ~ , \ : , - ' - - ' -: ' - - ' 

Yates (William Long), wh«tf Lehmann celebrated as one of the great 

d iscover ies of the war .^ fa tes ' s^ ropk , however, i s very much a 

minority t a s t e ; hk i s a poet 's ^oet who was never qu i t e able to 

file:///myth
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add " lucidi ty" to h is poetry without losing h is "personali ty," as 

one of Lehmann's read ing s t a f f c o m p l a i n e d . ^ Lehmann's own 

re la t ionsh ip with Yates and h is poetry often bears the marks of 

s t r e s s , as can be seen from the i r correspondence: "I thought i t a 

very remarkable p iece of work and was^moved by. the i m a g i n a t i v e * 

force of a g r e a t deal of i t . Equal ly , I was d i s t r e s s e d t o f ind 

how forbidding your wr i t ing remains, and how obscure to a simple 
* 

i n t e l l i g e n c e l i k e mine. I wish you would give me a key to t h i s 

poem. I get the d r i f t , but I don't feel I have properly followed 

the s t eps in t he a r g u m e n t . " ^ Never the le s s , in such poems as 

"The Motionless Dancer" (JLJLJL., 3 , 1943) the pass ion wi th which 

the argument and conceits are presented inveigh the reader in to 

accepting concepts be may not fully understand or approve of: 

Brushing the foam of the clouds, 
Releasing an inward storm, 
His pure symbolical form 
Stands over the curving world. 
Dying i n t e r p r e t s h is face; 
S t i l l i t s in f lex ib le grace 
Prope ls t he shivering crowds, (p.99) 

Such a w r i t e r was f a r too complex and too " p o e t i c " to desc r ibe 

the changing moods exper ienced by the average serviceman in a 

form that was access ible to many of the l e s s " l i t e r a ry" readers 

Of Penguin New Writing; t h i s i s why he appeared more often in flew. 

Writing and Daylight. 

Many of the contr ibutors to New Writing and Daylight w e r e 

poets in uniform. One of the most consis tent ly in te res t ing was 

Roy F u l l e r , whose metamorphosis i n t o one of the bes t war poets 

wa^ s u r p r i s i n g , given h i s un insp i r ed performances in t he l a t e 
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t h i r t i e ' s . F u l l e r was able to convey the mixture of wry 

detachment and genuine' i n d i g n a t i o n t h a t many^fel t when 

transplanted from England to-a new s e t t i n g . In poems l ike 

"Spring 1942" (JUjLiL, 1) he voiced the a t t i t u d e s of those who 

were prepared to fight, but who refused to put up with any of the 

cant-that others tr ied to assuage their gui l t with: 
> « 

Once as we were s i t t ing by 
The falling sun, the thickening a i r , 
The chaplain came against the sky 
And Quietly took a vacant chair. 

* 
And under the tobacco smoke: 
'Freedom,' he said, and 'Good' and 'Duty.' 
We stared, as though a savage spoke. 
The scene took on a singular beauty, (p. 15) 

•» Fu l l e r ' s l a t e r poems from East Africa show the impact.an al ien 

continent can have on a sens i t ive person. In Fu l l e r ' s case the 

experience of Africa was sufficiently dislocating to force him to 

abandon many of his previous assumptions and to give him new 

imagery in which to express his deepening poetic understanding. 

Ful ler was not the kind of war poet Flee t S t r ee t expected on 

wanted, and i t was not without i t s i ron ies tha t another, more 

-famous", contr ibutor to New Writing and Daylight shared many of 

_his sentiments. Robert Graves' "Satires and Grotesques" (JjJiJk, 
* 

3, 1943) include such debunking poems as "The Persian Version" 

and "The Oldest Soldier ," both of which are clever s a t i r e s on 

tendencies apparent in the conduct of the war and on the^kind pf 

heroes expected. The former i s a cu t t ing examination of the 

practice of fabricating war communiques, the l a t t e r a look at a 

f ic t i t ious , malingering sol'dier from the Fi rs t World War. 
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Many of the other contributors were not as sophisticated or 

polished as Ful le r or Graves, but they did succeed in capturing 

genuine emotion in i so la ted passages, even if t h e i r l y r i c s as a 

whole were marred by a ce r t a in r e p e t i t i v e n e s s of imagery or by 

too great an imi ta t ion of other poets . Such poets as Norman 

Hampson, Hamish Henderson, John Heath Stubbs, Laurence L i t t l e , 

Oliv.er Low, L.J. Yates, Dan Davin, Francis Tolfree and* B.J. 

Brooke made only occasional appearances in New Writing and 

Daylight, supplementing the work of those l i k e Fu l l e r , -Reed, 

Ti l ler and Peter Yates, which was exhibited far more frequently. 
•v 

The mixture of ser iousness and l e v i t y with which the former 

adapted to the demands of war produced an at t i tude which was far 

more complex than that seen in most of the poets of the F i r s t 

World War. This was masked in the best poetry by a reluctance to 

show excessive concern, combined with a determination to at least 

r ecord a few hones t remarks , as in Laurence L i t t l e ' s 

"Embarkation" (JLJLJk, 1, 1942)« 

Squirrel , 
You have your brothers: 
I saw one's heart get los t in furry shivers. 
These boys had soldiering on paper, 
Only a sp i t and polish blimpery; 
Now a corroding death for 'them, too serious a caper, 
Soughs over the rasping sea, 
And no leafy and close-at-hand tree 
Waits and delivers, (p. 45) 

I t i s the phrase "too ser ious a caper" which preserves the 

ambiguity ever present, in the fee l ings of many of the "young 

generation" of war-poets as they struggled to express their own 

necessar i ly l im i t ed view of the c r i s i s they were f a c i n g . 

-V 
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Occasionally, the i r poetry achieved a t en t a t i ve resolut ion of the 

demands of the s t a t e and the des i re of the individual . But each 

i n d i v i d u a l had t o work toward t h i s r e c o n c i l i a t i o n from an 

unders tanding of h i s own i s o l a t e d and i l l - i n f o r m e d p o s i t i o n . 

This -ISB t he essence of Norman Hampson's "Convoy" (iLJLJi,., 1, 

1942), which somewhat redeems i t s e l f from a f a i r ly conventional 

choice of d i c t i o n and imagery, s e t w i t h i n s i x - and e i g h t - l i n e 

s t a n z a s , by a f i n a l phrase which c a p t u r e s t he mood of many: "We 

keep/ The t r u e s t b o u r s e by t h e b e s t l i g h t we know" (p. 130). 

Such a "course ," though, included an a p p r e c i a t i o n by Hampson of 

Wilfred.Owen's permanent contribution to war poetry: 

Only by pi ty , the obst inate hear t 
" That dares to be human, mav-we hope to clean - , , 

Some blood from our red f i n g e r s ; murderers a l l , (p. 
130) - * 

i 

Pity was important, but i t did not necessari ly take anything' 

away from the unders tand ing ' t h a t i f the job .of war was to be 

completed, i t should best be done quickly and wel l . In some war 

w r i t e r s l i k e K e i t h Douglas I t was p e r f e c t l y p o s s i b l e t o 

unders tand the p i t y , wi thout being sentimental*, and t o have a 

pride in f ight ing e f f i c ien t ly . Hamish Henderson's "Fragment\Of 

An Elegy" (JSLJLJLL,, 4, 1943) s t r i k e s a similar" no te , when the 

poet r e fuses to d i s t i n g u i s h between the a l l i e d dead and the 

"enemy" dead, y e t one s t i l l senses a man making d i s t i n c t i o n s 

between men: s 

There were our own, there were the others . 
Their deaths were l i ke the i r l i v e s , human and animal. 
There were no gods and precious few heroes. 
What they r e g r e t t e d when they died had nothing to do 
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with 
race and leader, realm indivisible, 

laboured Augustan speeches or vague imperial heritage, 
(p. 139) 

How one faces this tes t of self is far more^lmportant; Henderson 

appears to advocate a personal toughness which does not o b v i a ^ ^ 

the need for pi ty. Yet, in poems l ike L.J. Yates' "frozen Army" 

(N.W.P., 2, 1943), even t h i s pos s ib i l i t y of pity seems to have 

been hardened into a single resolve to survive, a resolve that is 

as b r i t t l e as the body that supports i t . Yates seems to enjoy 

the stark and bi t te r landscapes<his imagination creates: 
* * 

... 
, In skeietonic whiteness, limbs and arms 

Our" crepitating figures stalk the shore 
And watch that lasting enigma, the .sea. (p. 144) N ' 

This pe r s i s t en t f l i r t a t i o n with "nothing l e f t to believe" 

continued in s*ome of the war poets Lehmann published; the search 

for integration was an intensely painful experience to those who 

pursued I t vigorously. The most t r ag i c of these for Lehmann 

included Alun Lewis and Demetrios Capetanakis. 

Lehmann*quotes extensively from hi3 correspondence with Alun 

Lewis in h is autobiography. I t i s c lear from Lewis's poetry, 

short s t o r i e s and l e t t e r s tha t he found his time in ,the army a 

b i t t e r experience. Although Lewis had a capacity for self-

*" dramatizat ion, there can be l i t t l e doubt as to the s incer i ty of 

his emotional turmoil and his mounting sense of desperation as he -

arrived in India. In a sense the Indian sub-continent worked on 

Lewis j u s t as Africa affected Ful le r ; but, whereas. Ful ler 

- accepted the' strangeness of his new environment and found i t s 
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beauty s t imula t ing , Lewis responded with horror and wrote one of 

t he f i n e s t ' poems of t he war y e a r s , "The Jung le" (ILiLIL.,. 5, 
IT 

1944): 

The act sus ta ins ; there i s no consequence. 
Only aloneness, swinging slowly * - • 
Down the cold o rb i t of an older- world 
Than any they predicted in the schools, (p. 9) 

• v.* ' 

Such' a "sense" of l o n e l i n e s s marked Lewis ' s work whether he was 

w r i t i n g from the b a r r a c k s , on a boat or in I n d i a ; but in "The 

Jung le" t h e i n t e n s i t y has grown unbearab le . The edge of h i s 

anx i e ty i s made even c l e a r e r in one of h i s l a s t l e t t e r s t o 

Lehmann, yhich r e f l e c t s h i s transformation frrom a proselyt is ing 

Welsh s o c i a l i s t to a war poet whose convictions have been'forged 

by experience: 

L i f e f o l l o w s Hobbes ' s d e s c r i p t i o n : e x c e s s i v e l y 
s t r enuous and b r u t i s h . There are"however f r i e n d s and 
sometimes a gramophorfe and I f ind a s o l i d b a s i s for 
myself in the Welsh c o l l i e r s of my regiment*. In many 
ways I'm glad I'm not in England. I'm sure I can see 
s t r a i g h t e r h e r e . Human behaviour i s as c l e a r as the 
lucid c l imate , and as hard and immutable. Change seems 
l e s s s imple than i t did a t home. Everything was 
p o s s i b l e then. 1 ' 

Lehmann frequently ind ica tes , convincingly, in h is a r t i c l e s and 

autobiography t h a t Lewis seemed d e s t i n e d t o finer h i s me t i e r in 

p r o s e , but t h a t i t was one of t he i r o n i e s of war t h a t Lewis 

became one of the safely celebrated war-poets short ly af ter h is 

d e a t h . Much of Lewis ' work i s marked by the sense of l o s t 

p o s s i b i l i t i e s which were wiped out by the war, by the d i s t a n c e 

from home, and by the reve la t ions of human nature glimpsed from 

his 'exposure to the army machine and the Indian sub-continent,! 

i 
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Capetanakis' dark vision and l i t e r a r y journey can be traced 

through the c r i t i c a l a r t i c l e s he published in New Writing and 

Dayl igh t , but a l s o in the poems he pub l i shed , which inc luded 

"Cambridge Bar M.editation,» "A Sa in t in P i c a d i l l y " (JLJLIk, 1, 

1942) and "EmiiLy Dickinson" (N.W.D.T 4 , 1943). In the l a s t of 

t h e s e , d e s p i t e t he eve r -p r e sen t l i t e r a r y t e a s i n g , one senses an 

imagination which has so empathized with the morbid b r i l l i a n c e of 

i t s subject tha t i t succumbs to s imi la r tensions. 

I stand l i k e a deserted church 
That would much ra ther be 
A garden with a hopping b i rd , 
Or with a humming bee. 

I did not want e t e r n i t y , 
I only begged for time: 
In the trim head of chas t i ty 
The be l l s of madness chime. 

My nights are haunted c i rcuses 
Where deadly freaks perform 
The t r i c k of stabbed e t e r n i t y , 
The triumph of the worm. (p . 97) 

- Only in some of Auden's poems does one see a s i m i l a r a b i l i t y t o 

get completely ins ide the psyche as well as the s ty l e of another 

poet. This i s a l l the more extraordinary when one remembers tha t 

Capetanakis i s working w i t h i n a f o r e i g n language . Indeed, 

Capetanakis played a c e n t r a l r o l e in t h e i n i t i a l concep t ion of 

J * 
New Writing and Daylight and was pa r t i cu l a r ly instrumental in 

- c u l t i v a t i n g Lehmann's t a s t e for Greek poetry and communicating 

wi th the Greek poe t s Lehmann p u b l i s h e d , a l though none of t h e s e 

poets took t h e i r her i tage to the mournful and dis turbing extremes 
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that Capetanakis did. The major lure of the Greek poets was 

the exotic quality of their European experience of war, the 

feeling that such things had to be set in the context of 

thousands of years of triumph and suffering. There were parallel 

developments taking place m another cradle of civilization, 

Egypt, where a group of British writers including Terence Tiller, 

Laurence Durrell and Bernard Spencer were assembled. Tiller was 

the one Lehmann published most frequently, but only in his 

shorter pieces does Tiller begin to approach the kind of literary 
0 

significance Lehmann f e l t he was bound to achieve. This was most 

t r u e of the ex t remely sensuous "Egyptian Dancer" (N.W.P., 2 , 

1943), m which T i l l e r ' s ex t ravagan t use of e r o t i c imagery and 

b i z a r r e rhythms found a s u b j e c t ab le t o j u s t i f y h i s i n t e n s e l y 

i n t e l l e c t u a l approach to poetry: ^ 

* Slowly the insidious unison sucks her in , 
and the rhythm "of the drums, 

the mournful f e l i ne quavering whose pulse 
runs through her limbs; shivering l i ke a bride 
she l i f t s her arms in to a l y r e ; there comes 

a sense of nakedness (p . 87) 

For many of the poe ts i n New Wri t ing and Dayl ight the s e c r e t of 

success lay in honing much narrower fragments of experience than 

Ti l le r .explored in h is poetry. The dangers impl i c i t in h is s ty le 

were an undiges ted i n t e l l e c t u a l i s m and an a r i d , bookish use of 

metaphor. There, were some poe ts whose work was flawed by the 

i m i t a t i o n of too demanding models , as i s t he case with F.T. 

P r i n c e ' s c o n t r i b u t i o n "Three Poems" (JLJLPJ. , 4, 1944); P r ince 
*•* y 

suffered from his over^admiration for John Donne in these poems. 

One of Lehmann's enthusiasms was for John Heath-Stubbs, who, 
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l i ke many young war poets, suffered the contemporary neglect tha t 

the succes s fu l , canonized and sa fe ly dead Keith Douglas, Alun 

Lewis and Sidney Keyes avoided. Heath-Stubbs ' s "Concerning the 

Ancient Fables" (N.W.P., 5 , 1944) demons t r a t e s some of the 

v i r t u e s and v i ces t y p i c a l of the bes t poe t s of h i s gene ra t i on , 

whi l e l eav ing the impress ion t h a t , with t ime , he might develop 

in to an impressive t a l en t . Lehmann's correspondence with Heath-

Stubbs on the sub jec t of an unnamed poem i s i n d i c a t i v e of h i s 

d e s i r e t o g ive c r e d i t where i t i s due , b u t t o push h i s 

contr ibutors to greater heights: 

I p a r t i c u l a r l y l i k e - t h e movement and music of i t . My 
c r i t i c i s m i s t h a t too many of the e p i t h e t s are drawn 
and images a re taken f r o m ^ h e usual romant ic s tock . 
They are not new nor shaflB.y enough imagined. The 
r e s u l t i s t h a t though t h e ^ ^ n e r a l e f f e c t i s p l eas ing 
and sens i t ive , the impact i s not as strong as i t should 
be. I should say t h a t the f u t u r e of your work depends 

v on k e e p i n g your i m a g i n a t i o n a t a r a t h e r h i g h e r 
temperature. 

« 

Yet consis tent ly achieving t h i s higher temperature was d i f f i cu l t 

w i thou t the l e i s u r e to c u l t i v a t e imag ina t ion , as many of t he 

l e t t e r s to Lehmann complained. I ron ica l ly , one of Lehmann's ra re 

poetic contr ibut ions to New Writing and Daylight suffered from a 

s i m i l a r f a i l u r e . "The Ballad of Jack At The World's End" 

(N.W.P., 4 , 1943) I s an e x p l o r a t i o n of a young s a i l o r ' s mind 

which concludes wi th an i n a p p r o p r i a t e ending, a warning which 

would have been more a t home in the poetry of the t h i r t i e s : 

They were drowning, young airmen, and sighing 
' 0 , save, for our hear t s grow cold!4 ' 

And a poet cried from his darkness 
' I t i s death! But t h e r e ' s gold, t h e r e ' s gold! ' 
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And the bones of an Empire answered: 
The end i s not yet t o ld , (p , 74) 

The ending i s chosen, one s u s p e c t s , because Lehmann f e l t - a 

d e f i n i t e reso lu t ion was necessary and lacked the time to c rea te 

one imaginat ively; 

New Writing and Daylight differed only s l i g h t l y from Penguin 

New Writing in tha t i t contained a grea ter number of longer poems 

and a p a r t i c u l a r i n t e r e s t in i n t e rna t iona l poetry. Muoh of the 

bes t s h o r t e r poe t ry in New Wr i t ing and P a v l i g h t was l a t e r 

r e p r i n t e d in i t s s i s t e r p u b l i c a t i o n . The work of Pay Lewis and 

Roy Ful le r was common to both publ ica t ions because of i t s usually 

high q u a l i t y ; i t seemed t o embody the war s p i r i t and o f fe red-a 

t ouchs tone by which t o judge the o t h e r c o n t r i b u t i o n s . In 

general , the war poems in Penguin New Writing tended to be l e s s 

complex and more d i r e c t in t h e i r r e sponse to t h e war than the 

p e r s i s t e n t l y i n t e l l e c t u a l and sometimes "classical '* poetry which 

dominated New Writing and Pavl ight . 
» 

There were few poems in the f i r s t twelve volumes of Penguin 
/ 

New Writing which had not already been published in New Writing 

or F o l i o s of New W r i t i n g . One major excep t ion t o t h i s was t h e 

number of poems by Pay Lewis which Lehmann spec i f i ca l ly requested 

and received. Among these was the notorious "Where Are The War 

Poets?" (P..N.W., 3 , 1941), which challenged the heterodox views 

of how war-poets should writef 

They who in panic or mere greed 
Enslaved r e l i g i o n , markets, law's, 
Borrow our language now and bid 
Us t o speak up in freedom's cause. 
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It is the logic of our times, 
No subject for immortal verse, 
That we who lived by honest dreams 
Pefend the bad against the worst, (p. 114) 

It was in this spirit that many of the contributors approached 

the subject of war in Penguin New Writing, either by avoiding it 
c 
or by refusing to provide the enthusiastic and jingoistic verses 
* 

tha t had been the s tap le product of many F i r s t World War po4ts. 

By vblume 13 (June 1942), Lehmann discovered tha t he had more 

than enough new contributions to sustain both New Writing and 

Dayliftft-y and Penguin New Writing, so that he gradually decreased . 

the number of poemsreprinted in Penguin New Writjng from his 

other magazines. 

One recurring theme in much of this poetry was the descent 

into darkness, often expressed by the symbols of winter and the 

return of spring. There were also many poems that considered the 

question of innocence,' whether real or i l lusory, and the impact 

of war on t h i s s t a t e . In many cases t h i s innocence was e i the r 

presented as a limited understanding of the issues of the war or 

as a se l f -p ro tec t ing device to shut out the horrors of warfare. 

This kind of poetry occurred side by s ide with passionate love 

poems and elegies which only remotely hinted at the real cause of 

their energy, Roy Fuller's poems from East Africa, particularly 

"The Giraffes" and "The Green H i l l s of Africa" (ZJLM*, 16, 

1943), mock the idea tha t Western c i v i l i z a t i o n has anything to 

offer other than an insidious corruption; they deny that there is 

anything in Africa that can he^al the l o s t innocence of Europe. 

I t i s in t h i s sense t h a t F u l l e r c a p t u r e s the wide-eyed 
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appreciat ion tha t many so ld ie r s had for t he i r new environments, 

while implying t h a t the war i t s e l f was anathema to t h i s wild and 

f r ee l andscape . Exact ly the o p p o s i t e response i s provided in 

B.J. Brooke's "Landscape Near Tobruk" (P.N.W., 2 1 , 1944), which 

presents one of the most compelling descr ip t ions of a b a t t l e f i e l d 

to.emerge from the war: 

This land was made for War. As glass 
Resists the b i t e of v i t r i o l , so t h i s hard 
And calcined ear th r e j e c t s 
The b a t t l e ' s hot , corrosive, impact. * Here 
I s no nubile , g i r l i s h land, no green 
And v i rg ina l countryside for War 
To v i o l a t e , (p . 149) 

The d e s e r t appears as a n a t u r a l backdrop t o t h i s v i o l e n c e arfd 

d e s t r u c t i o n , w h i l e the c o n t r a s t i n g v i r t u e s of v i r g i n i t y and 

greenness are the pos i t ives many poets laboured t o extol , e i t he r 

by d i r e c t . d e s c r i p t i o n or by f a l l i n g back on a r c h e t y p a l 

r e p r e s e n t a t i o n s of sp r ing and r e b i r t h . Cape tanak i s ' s "Abel" 

(P.N.W., 16, 1943) i s a compressed and i m a g i n a t i v e tour de fo rce 

which a c t s out one r i t u a l cyc l e of s l a u g h t e r and r e g e n e r a t i o n . 

Other p o e t s l i k e Spender, Laur i e Lee and T i l l e r pursue t h i s 

ambigui ty through imagery of b r i d e s , v i r g i n s and lambs; such 

poems as T i l l e r ' s "Love Poems" (P.NrW., 15, 1943), Spender ' s 

"Elegy" (£JLJL., 15, 1943) and Lee 's "Time Without End" ( £ J U L , 

2 1 , 1944) acknowledge, a l l the same, the c u r r e n t dominance of 

a n t i t h e t i c a l imagery. 

Oespite the predominance of many of the w r i t e r s who appeared 

simultaneously i n New Welting and Paylight , Lehmann opened the 

pages of Penguin New Writing to a much broader range of t a l e n t s , 
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par t icu la r ly with his introduction of the short- l ived poetry 

supplement in Penguin New ,Wrltingri7 (1943). This accumulation 

of single poems seemed just as valuable a way to express the new 

mood as did Lehmann's traditional practice of publishing two or 

three poems by the same poet. I t was in t h i s ' con tex t tha t 

Lehmann published Alan Ross's "Morning Raid" (P-N-W-, 17, 1943): 

/ • " ' . 
here like a bird but softer than warning 

ived from the sky, like a silver diving plummet 
Shattering l ike a drawn sword,Nthe crystal of morning 
An enemy, plane, with guns sweeping in arcs 
Of death, casting a plinth of ordered glory, ct. 
In a cross section of f i re , finality of meaning 
And the small boat, like a crushed match, crumpled 
Into the g're*en s la , l o s t in the freedom Of escaping 

his tory, (p. 171) 
* 

This poem i s typical of many Lehmann published, in that the rude 

marriage of nature and destruction i s se t in the-context of a 

dimly-perceived history. Many of the poets were obsessed by the. 

apparent unreal i ty of the struggle and of the part they Uere 

asked to 'p lay in i t t "as in Hampson's "Assault Convoy" (JUJLliL., 

18, 1943); a l t e rna t ive ly , l ike Ponald Bain they asserted, the 

necessity to record the* "small components of the scene" (p. 150). 

Above a l l , they insisted on the primacy of the individual .human 

being surrounded by implements of destruct ion, even if that 

humanity was encountered in the mass or-seen from an Olympian 

view, as in R.N. Currey4s cynical "Unseen" Fire* (ZJLXU, 21 , 

1944). This ins is tence was underscored by many of the poets by 
. > * - _ 

expressions-of their distrust of authority and of any attempt to 

fool them into accepting t h i s authority as e i ther natural or 

des i rab le af ter the war." In Laurence LittJte1 a "After Several.-
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Tears" (£JLiL, 18, 1943), th i s authority i s greeted with a 

dumb, seething conspiracy as the So ld iers retread in to 

introspection to protect their sanity; in Terence Ti l l er ' s 

"Lecturing t o Troops" (.LJLJLM 23 , 1945), the o f f i c e r -

protagonist becomes aware of his own unreality and Incapacity to 

l e o t u r e A J.G. Mill-ard's "Arakan Box" {±JUL., 25, 1945) 

contrasts the rousing speech made by the departing officer on the 

soldiers ' place in history fcothe perception that the soldiers 

are "but f igures/ Used to implements the plans/ Of sawdust 

generals" (p. 99). The real i ty at the end of th is poem i s a p i le 

of heaped bodies while the surviving soldiers wait for another 

attack. 
w 

Much of the war poetry in Penguin New Writing anticipated 

peace, while the post-war poetry in Volumes 27A0'(1946-1950) 
J4 

reflected the sense of unease with which peace was greeted. 

Although a few of the poems joyful ly celebrated the end of the 

war, the majority were far more cautious and explored the 

Inability of peace to l ive up to the"expectations surrounding it. . 

Many of the "war" poets and the "thirt ies" poets Lehmann had 

published continued to contribute to these la ter volume*, but 

- there were few poets who could be considered as authentic and 

. significant voices of a post-war generation. It wi-s largely l e f t 
1 

to trie 195ps to provide a "new" poetic and a different conception 

. of the role of art in society in-the work Of such writers as"John 

Wain and Thorn Gunn. There were, however, some elements emerging 

/which would be picked up by the 50's poets and developed further. 

In some of these poems there was a growing .consciousness of the 
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poet as an a r t i f i c e r an<4 a playing with the idea of wr i t ing 

poetry about the poetic process. A secondary development was the 

judgment placed on the experience of war and the fac to r s tha t 

caused i t . F ina l ly , the fear was sometimes expressed t h a t the 

war had been simply a prelude for an even more t e r r ib le conflict 

to come, that the next conflict would be an atomic war. 

The poems which attempted to judge the war and peace were 

general ly solemn. For some poets the imagery of winter and 

spring s t i l l seemed apt , but even then there were reserva t ions 

and a sense of foreboding. Typical in t h i s respect i s Jocelyn 

Brooke's "Equinox" (fJUiL, 28, 1946), which reverses the 

t radi t ional identif ications with the seasons to make a disturbin 

analogy: % 

War's easy summer climate 
Unsettled now by rumour 
Of leaf less , d i f f icul t peace; 
Our age's equinox 
Coming with the soft rain, (pp. 83-4) 

Equally provoking i s Alan Ross1* "Luneburg" (P.N.W., 28, 1946), 

which was doubtless insp i red by the t r i a l s taking place in 

Nuremburg between October, 1945 and October, 1946. -In this poem 

the people prosecuted are seen as scapegoats being used to excuse 

and ignore a far more fundamental and widespread wrong: « 

Society throws down a glove 
And fe t te rs ' each weak and yielding wi l l , 

^world's crime i s absolved in unimportant 
is, ahd jus t ice continues towards i t s k i l l . 

Tl-%wc 

-

.* The courtroom holds the afternoon In chains, (p. 81) 
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This poem a t t e s t s to the continuing influence of the Audenesque 

on many of the war poe ts and the pos t -war p o e t s . t he 

personification of society i s reminiscent of many of the poems of 

vthe t h i r t i e s . * 

Such diverse poets as Osbert S i twel l in "The Invader" 
f 

(P.N.W., 29, 1947) and John Townsend in "Poem After Victory" 

(ftEftJSjJsljM 30, 1947) endorse parallel sentiments and suggest that 

the only active agents in the post-war world are disappointment 

and sorrow; they also hark back to the l i f e -g iv ing myths which 

have beep shattered by the experience of war. Instead, l i f e has 

become diminished and truncated by suffering to the point in 

S i twe l l ' s poem, "where the highest pr ize i s a week in a Butlin 

camp/ And the f o r f e i t , the s t a r ' s d is rupt ion" (p. 79). Louis 

MacNeice expressed h i s own jaded vis ion in the jaunty and 

celebrated "The S t r e e t s of Laredo" (P.N.W., 27, -1946), in which 

the bombeirand flaming s t ree ts of Laredo (London) become a symbol 
4 

for the end of the world, in one of the f i r s t imaginative 

prophecies of a nuclear war. 

Not a l l the post-war poetry was as depressing as th i s might 

suggest, particularly those poems which showed a renewed interes t 

in the natural landscape or those which explored the making of 

poetry. There were a number of poems**in the l a t t e r category 

which are among the best wr i t t en in t h i s period; these Include 

Norman Nicholson's "The Candle" (.EJUk, 3 0 / 1947), Louis 

'MacNeice's "Elegy For Minor Poets" ( Z J L K ^ 29, 1947), Bernard 

Spencer's "On A Carved Axle-Piece From A S i c i l i an Cart" (P.N.W.. 

32, 1947), Douglas Newton's "Disguises of the A r t i s t ^ P.N.W. f " 
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33, 1948), Peter Yates's "The Summer Bird" ( £ J U k , 36, 1.949) and 

Michael Hamburger's "A Poet 's Progress" (P.N.W.. 40, 1950). Of 

these both Yates and Newton make fun of t he i r subject while 

managing t o convey, the ser iousness of the i ssues a t stake. 

Yates's poem is' dedicated to John Lehmann and probahly records 

the fee l ings of other con t r ibu tors when faced with Lehmann's 

trenchant cri t icism and advice: 

i 
Easy i t was to h i t the Summer bird,,, 
And end the sweating martyrdnm to Art 
With lucky hazard of a dancing word 
Before I learned to pull the wings apart , -^ 

And with my shavings of splenetic thought 
Explain the meaning to the mind. .But now., • *. *" 
Though Summer's bird remains urrcaught. 
I t carves a furrow on my brow, (p. 28) 

Bernard Spence r ' s poem i s a b e a u t i f u l exp res s ion of the 

craftsman's dedication to his t r ade , which gently rebukes the 

d e l i b e r a t e excess of Yates's spoof and sensuously reveals the 

ornamental as well as the u t i l i t a r i a n impulses tha t l i e behind 

the creation of "art: 

The village craftsman s t i r red h i s bravest yellow 
and (al l the carpentry and carving done) 
put the l as t touches to his newest car t , 
unt i l no playing-card had brighter panels; 
with prested knights in armour, king and crown 
Crusaders slaughtering inf idels , and crimson 
where the blood laves: 
and took his paintpot to that part 
around the axle where a Southern memory 
harking back out of Christendom, imagined 
a chariot of glory 
and Aphrodite riding wooden waves, (p. 78) 

r 
Michael Hamburger's "A Poet's Progress," which i s appropr ia te ly 

the l a s t poem in Penguin New Writing, acknowledges "the rigour, 
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the lone l iness and the occasional triumph of a poet'-s ro le in 

socie ty , a role which ends in the "cold in t ens i ty of a r t " (p. 

89). ' , 

Few of the poems in the las t volumes of Penguin New Writing 

achieved t h i s degree of i n t ens i t y , but the f a i l u r e s , l i k e the 

successes, were i l l u s t r a t ive of the d i f f icul t ies facing those in 

the post-war world. Cheated by peace, and sometimes haunted by 

the fr ightening p o s s i b i l i t y of atomic war, many of the poets 

seemed unable to find a Stable position from which to create and 

sus ta in a poet ic style*and a new vision of European socie ty . 

Lehmann's search for t h i s vis ipn in poetry and prose was the 

driving force behind much of his e d i t o r i a l work. Yet the "war 

poets" and the poets of the fort ies generally lacked the time, or 

the security to develop their poetic gif ts and the talent of such 

older luminar ies as Auden, MacNeice and Dylan Thomas. In some 

cases many of the most promising younger poets, Keith Douglas, 

Sidney Keyes and Alun Lewis, were killed before their careers had 

ful ly developed. Lehmann's sweeping s ta tements about the 

difference in a t t i t u d e s between the poets of the t h i r t i e s , the 

war poets and the immediate pos t -wa r poe ts s t i l l have 

considerable validity: 

The poets of the t h i r t i e s were car r ied forward by a 
great wave of belief, or hope, that they could remould 
the world; the poets of the war year's were strengthened 
by that deep searching of the roo t s of our s p i r i t u a l 
l i f e tha t was an i n s t i n c t u a l react ion in t h i s country 
from the f i r s t shock of the ending of peace; the poets 
of today have as t h e i r inher i tance a peace t ha t has 
never succeeded in becoming real , a ruined economy, and 
a thick atomic fog of insecur i ty over the future of 
Europe, of the world.'^ 
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The most s t r ik ing development between 19^6«afld 1950 was the 

increasing loss of"faith that pdetry could influence the world, 

le t alone remould i t . ^ -

5 

v-
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Conclusion 

Lehmann's decision to end New Writing and Daylight in 1947 

and begin a new book-magazine, Orpheus, was taken because he fe l t 

t ha t the formula for the former magazine was "wearing a l i t t l e 

thin."1* There was more criticism in Orpheus than in New Writing 

and Daylight, and proportionally more space devoted to the s is ter 

a r t s of theatre, painting and ballet . In addition, Lehmann paid 

far more a t t en t ion than in h is previous magazines to the 

'decoration of the outside cover; he also commissioned Keith 

Vaughan to design biback-and-white tai lpieces for the end of many 

of the contr ibut ion^. Yet Lehmann's in tent ion of c rea t ing a 

"marriage of several ar ts in one coherent creation"2 was hampered 

by the fact t ha t fewer readers seemed in te res ted in c r i t i c a l 

a r t i c l e s than in short s t o r i e s and poetry. Consequently, the 

production of Qrpheus could not be just if ied financially for very 

long; there were only two volumes, one in 1948 and the other in 

1949, 

In r e t rospec t , Lehmann's ed i to rsh ip of Orpheus can be seen 

as an audacious challenge to what he regarded as socia l and 

cu l tu ra l pessimism. I t was, however, a challenge tha t fa i led . 

Instead of creat ing the v i t a l a r t i s t i c synthesis tha t Lehmann 

wanted^- much of the content of .Orpheus demonstrated the cultural 

disappointment i t was supposed to a l l ay . Overall , Orpheus now 



360 

Seems a col lec t ion of very t i red contr ibut ions which suggest a 

total confusion about appropriate thought and action in a welfare 

state geared for austerity. There were few contributions which 

had anything new to say, and fewer s t i l l tha t offered any 

plausible solut ions to the a r t i s t i c impasse tha t most of the 

wr i t e r s ident i f ied as the cu l tura l r e a l i t y in 1948 and 1949-

This mood was very clear ly a d i rec t r e su l t of the social and . 

economic conditions in England, which had failed to accord with 

the extensive hopes generated during the war. 

The difference between Orpheus and the wartime Penguin New 

Writjng reveals the dual goals Lehmann set himself as an editor. 

On the one hand he was concerned with popularising the a r t s 

generally and l i te ra ture in particular, and on the other he was a 

t rue descendant of Bloomsbury, v i t a l l y ' i n t e r e s t e d in t a s t e and 

aesthetic excellence in al l spheres. Much of the wartime success 

of Penguin New Writing had been based on i t s readabi l i ty and 

a p p r e c i a t i o n by people who would have found Orpheus too 

"highbrow"—if they could have afforded i t . For Lehmann the 

Jaighbrow qual i ty of Orpheus was e s sen t i a l in a post-war world 

tha t appeared h o s t i l e to the a r t s , and t o the synthesis he was 

attempting to create. Far from being apologetic about Orpheus's 

overall tone, Lehmann wasclear ly excited by this new departure 

and bi t ter ly disappointed that not enough readers were ready for 

t h i s^c ro s s* fe r t i l i z a t i on and mutual defence of the a r t s . The 

rapid creation and disappearance of Orpheus between 1947 and 1949 

were ind ica t ive of the economic and socia l forces which would 

soon make even Penguin New Writing a dubious financial venture. 
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I t i s not t h e r e f o r e s u r p r i s i n g t h a t Lehmann's foreword t o 

volume 2 of Orpheus i s a c o u n t e r b l a s t t o a c e r t a i n Comrade 

Zenkevich. who had reviewed the f i r s t volume in an i s s u e of 

S o v i e t L i t e r a t u r e . Zenkevich accused Orpheus of being 

" a r t i f i c i a l , " " r e a c t i o n a r y , " "decadeht ," " s t a l e " and "gi lded 

nuts ." Lehmann responded with s imi la r observations to those he 

had made in " S t a t e Art and Scep t i c i sm" (P.N.W., 24, 1945), 

pointing to the aes the t i c problems tha t " s o c i a l i s t realism" had 

produced ih the Soviet Union. However, Lehmann's foreword does 

reveal a s e n s i t i v i t y to the under ly ing ' th rus t of Zenkevich tha t 

Oroheus had no social or p o l i t i c a l bearings whatsoever. The same 

claim could never have been made ser iously about New Writing or 

Penguin New Wr i t i ng . I t i s c l e a r t h a t Lehmann regarded the 

asser t ion of the importance of the .arts as i t s e l f — i n the milieu 

af 1948—a p o l i t i c a l and socia l act . Lehmann has the best of the 

argument with Zenkevich, but one" senses behind Lehmann's decision 

to use the foreword for t h i s purpose a . s u s p i c i o n t h a t , d e s p i t e 

the po l i t e and Sometimes en thus ias t i c c r i t i c a l react ion Orpheus 

re.ceive'd, i t s s a l e s did sugges t t h a t he was l o s i n g h i s "common 

touch" as^ an ed i tor . I t i s d i f f i c u l t not to imagine tha t Lehmann 

foresaw a f a r broader r e a d e r s h i p fo r Orpheus than i t a c t u a l l y 

ob ta ined . At the same t ime i t i s hard n o t to endorse Lehmann's 

opinion tha t overt p o l i t i c a l l i t e r a t u r e in 1949 had temporarily 

l o s t i t s pother and tha t "visionary" l i t e r a t u r e was the desperate 

need of the moment: 

1^, however, they must pay t h e i r snar l ing a t t en t ion , 
in t h i s second volume I - o f f e r our Muscovite c r i t i c s 
ano ther p l a t e f u l of g i l d e d n u t s t o c rack t h e i r t e e t h 
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on, and another phantom f e a s t of u s e l e s s and 
reactionary s t o r i e s and a r t i c l e s , behind which they 
w i l l no doubt d i s c e r n yet. again the f i e n d i s h 
imperialist features of General Mptors Corporation and 
Bethlehem Steel. Nothing i s , but thinking makes i t so, 
as the Prince of Denmark once vobserved.3 

The tone of Lehmann's rebuke has shifted from the true satire of 

"State Art and Scepticism" to somewiing closer to sarcasm. 

Lehmann was in the familiar position of fighting a batt le against 

cu l tura l Phi l i s t in ism at home and r e s i s t i ng the simultaneous V 

at tack of ' those who wanted a r t and ideological puri ty to walk 

hand-in-hand. 

Only half of volume 1 and one-third of volume 2 of Orpheus 

are devoted to shor t s t o r i e s and poe t ry . This g ives an 

indication of the substantially increased emphasis Lehmann placed 

on c r i t i c i sm in the magazine. Unfortunately, the a r t i c l e s on 

paint ing, l ike John Fleming's "Renzo Vespignani" (Orpheus, 1, 

1948) and A.D.B. Sylvester ' s "The Art of 'Les Aines'" (Orpfteua, 

2, 1949), could only be of interest to other painters or c r i t i c s , 

despi te Lehmann's obvious des i re tha t t h i s should be avoided. 

There were, however, pleasant exceptions which demonstrated that 

c r i t i c a l wri t ing could be both technical and appealing for i t s 
4 .P » 

own sake. William Chappell's . a r t i c l e on the romantic b a l l e t , 

"The Skull and the Ivy Leaves" (Orpheus, 1, 1948), aspi res to a 

descriptive prose-poetry which captures the essence of,the ballet 

he i s reviewing. Much of the discussion of theatre in Orpheus, i s 

concerned with how the director and the dramatist can co-operate 

to restore .vigour to the theatre, which seemed to be running out 

of topical issues (problem p l a y s \ la Ibsen) to appeal to i t s 
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d ispara te audiences. The solut ion which was frequently urged in 

these a r t i c l e s was a renewed examination of the raw mate r ia l . 

Norman Marshall argued for a re turn to the considerat ion of 

universal as opposed to topical issues in "A Producer in Search 

of a Play" (Orpheus, 1, 1948): "The playwright must return to the 

fundamental, unchanging emotions and passions of human nature" 

(p . 138). One r e c u r r i n g theme in many of these c r i t i c a l 

a r t i c les , whether concerned with painting, ballet or 'poetry, was 

the loss of a wide audience, an audience tha t had suddenly 

blossomed during the war and then rapidly diminished a f te r i t . 

None of the contributors was able to explain this change in their 

audience, although many suspected that the war-time interest had 

been a r t i f i c i a l . At the same time there was a collective sense 

in ballet , theatre, painting and l i t e ra tu re that most performers, 

wr i t e r s and a r t i s t s lacked or had l o s t the power to re juvenate 

their ar t forms. 

The poetry and prose c o n t r i b u t i o n s to Orpheus were 

predictably drawn from such New Writing s t a lwa r t s as Terence 

T i l l e r , Edith -and Osbert S i twe l l , Day Lewis, MacNeice, Yates, 

Sansom, Laurie Lee, Fuller, Barker and Welch. The only new faces 

were Juices Supervie l le , GeOrge Sager and Li l ian Bowes Lyon. 

There was l i t t l e that was s tar t l ing in their contributions, which 

were very much in keeping with the work stJUttfebelng published in 

Penguin New Writing. In one sense ZenkM*h's opinion tha t 

Orpheus was "stale" was just i f ied; although the contributors were 

performing to the i r usual high standard, they were b/eaking no 

new ground and were already receiving recognition in Penguin' New 
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Writing. The various a r t forms were only beginning to make 

tentative gestures toward each other in the la te for t ies , and i t • 

was extremely difficult to convey the experience of a painting or 

a symphony in prose. Perhaps the most s t r ik ing .individual 

c o n t r i b u t i o n t o Orpheus was the unusual f an t a sy , J u l e s 

Supervie l le ' s "A Child of the High Seas" (Orpheus, 1, 1948). 

This story captures the elusive, visionary quality Lehmann wanted 

for the magazine. I t s haunting depiction of a child created and • 

hopelessly imprisoned by another's thoughtless wish has a tragic 

profundity rarely equalled by anything Lehmann published,in his 

New Writing ventures. * • 
* 

What was clear from Orpheus and t h e ' l a s t . f e w volumes of 

Penguin New Writing was that Lehmann had tr-avelled a considerable' 

distance from the social and poli t ical fervour with which he had ' 

begun New Writing in 1936. He argued in his foreword to volume 1 

of Qroheus tha t ^ l i t e r a t u r e and pa r t i cu la r ly poetry could and 

should have a v i t a l ro le in asser t ing the' "imaginative Sp i r i t -* 

against materialism and the pseudo sciences" and he S t i l l feared' 

the "anti-humanism, putting despair and cynicism dri a pedestal of 

the la tes t philosophical fashions" (p. vi) , but he was np~,longer 
convinced that documentary realism was a surfielently ^subtle or 

last ing form to preserve th is message. Thus the two, volumes of 

Orpheus conta ined no r e p o r t a g e wha t soever . ' Perhaps the 

fundamental change that had taken place gradually was that mjany 

of the wr i t e r s of the l a t e 40's " had e i ther consciously .or 

unconsciously" opted for "subjective"! and often "d i f f i cu l t " 

writing: 
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I said tha t I thought the e s s e n t i a l qua l i t y t h a t 
d i s t ingu i shed the young authors of the t h i r t i e s , who 
were f i r s t collectively represented in New Signatures, 
was the be l i e f in ' pub l i c ' wr i t i ng , in an at tempt to 
speak for not merely the 'highbrow' poetry-readers, but 
ordinary people' of a l l sorts who worked and struggled 
for their l ivelihoods. 

Public wr i t ing of t h i s de f in i t i on was absent^ from Orpheus, 

despite the fact that i t had played a major role in the formation 

and rat ionale of New Writing. \ 

With the disappearance of f i r s t Qrpheus and then Penguin New 

Wrjting, Lehmann's l i t e ra ry significance does not end. He was 

s t i l l orchestrating his own publishing house in the early part of 

the 50's, he in i t i a ted l i t e r a t u r e on the a i r in his editorship of 

the BBC's New Soundings, and in 1 95& he became the f i r s t e d i t o r 

of The London Magazine, a pos i t ion he occupied for seven yea r s . 

I t was, however, in t h e ' y e a r s between 1936 and 1950 t h a t his* 

pos i t ion of aFbi te r o.frNtaste in the l i t e r a r y world was r a r e ly 

equalled and never surpassed. His var ious magazines t rod a 

d i f f i c u l t path between widespread popular i ty and a e s t h e t i c 

achievement. He had the dist inct ion of being able to cajole the 
V 

best out of his c o n t r i b u t o r s ; he created a format ' for l i t e r a r y 

magazines which produced the unprecedented sales of Penguin New 

MrlU.Bg. 

Above a l l , Lehmann shared a ,v i s ion with Shelley t h a t the 

world would be a far bet ter place if more peoplej paid at tent ion 

^ H i c u l t u r e , p a r t i c u l a r l y the v is ion created by imaginat ive 

a r t i s t s . The a l t e r n a t i v e to t h i s , as Lehma/iD, saw i t , was a 

blunt ing of s e n s i b i l i t y which produced an a e s t h e t i c and moral 

http://MrlU.Bg
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b l i n d n e s s . At the co re of a l l g r e a t a r t , he b e l i e v e d , lay an 

e x p r e s s i o n of human f r a i l t y and human g randeur , one t h a t t he 

world could only ignore a t i t s p e r i l . If a t t imes he appeared a 

l i t t l e earnest in h i s defence of the a r t s , i t was because he saw 

in t h e i r vu lgar iza t ion or des t ruc t ion a fundamental t h rea t to the 

human s p i r i t and human soc ie ty : 

Now what does the King's a rb i t r a ry ruling—*au.l persons 
more than a m i l e high to l e a v e the c o u r . F - - a l m o s t 
i n e v i t a b l y r e m i n d us of t o d a y ? To my mind, i t 
immed ia t e ly s u g g e s t s the p r a c t i c e of t o t a l i t a r i a n 
s t a t e s , where r e t rospec t ive laws are invented to deal 
with p o l i t i c a l opponents, or people the regime wants to 
g e t r i d of fo r one r e a s o n or a n o t h e r . . . . The 
c o n t r a s t t h a t Lewis C a r r o l l was a t such p a i n s t o 
emphas ize and i l l u s t r a t e , between the warm-hear ted 
l i t t l e g i r l who has only human sense to guide her, and 
the h e a r t l e s s c rea tu res who turn everything upside-down 
t o ach i eve t h e i r own ends , has become a lmos t too 
p a i n f u l in our age to be t r e a t e d e n t i r e l y as a j oke . 
I t i s a n igh tmare the t w e n t i e t h cen tury has l i v e d 
through—and continues to l i v e through.-* 

Lehmann experienced t h i s nightmare more ful ly than most, and h i s 

e d i t o r i a l career , h i s l i f e and h i s autobiography bear the stamp 

of one who was profoundly influenced by some of the major events 

of t h e t w e n t i e t h c e n t u r y : t h e - d e p r e s s i o n , t h e r i s e of Fasc i sm, % 

the Spanish Civi l War, the Moscow T r i a l s and the Second World War 

and i t s a f t e r m a t h . I t was in t h i s c o n t e x t t h a t he viewed t h e 

* l i t e r a t u r e of h i s age ; combined wi th theft of h i s p r i v i l e g e d , 

l i b e r a l Georgian c h i l d h o o d , t h i s p e r s p e c t i v e a l lowed him to be 

one of the most i n s igh t fu l c r i t i c s and e d i t o r s of the twent ie th 

c e n t u r y . He became t h e i m p r e s a r i o , t h e unsurpassed l i t e r a r y 

e d i t o r , of h i s generat ion. • 

John Lehmann i s a l i ve and s t i l l , wr i t ing poetry. His l i f e ' s 
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work i s worthy of g r e a t e r s c r u t i n y because he was a 

representa t ive , in many respects , of what i s now ident i f ied as 

the "Auden Generation." He i s a fasc ina t ing individual in the 

sense that i t i s now impossible to apply labels which wi l l f i t 

the complexity of his character, despite the tendency of c r i t i c s 

to do this to many writers of the th i r t i e s . We can safely assert 

that during the t h i r t i e s he was an active left-wing sympathiser 

and that, at one point, he looked to the Soviet Union to save the 

West from the consequences of appeasement. What we cannot know 

is how closely th is brought him to identify not only emotionally, 

but intel lectually, with Soviet communism. Even his close friend 

Stephen Spender joined the Communist Party in 1936 with h is 

i n t e l l e c t u a l reserva t ions i n t ac t and l e f t the party shor t ly 

afterwards as a consequence. 

I t i s c lear tha t in a d i rec t choice between aes the t i c 

achievement and ideological relevance Lehmann invariably chose 

the former, when the choice was stark. Nevertheless, his desire 

to promote l i t e r a t u r e was underscored by his commitment to 

publish working-class writing whenever he could, in conscience, 

do this. Yet Lehmann often fe l l victim to the oliches that were 

an i n e v i t a b l e p a r t of the l i t e r a r y c i r c l e s he- rtoved in , 

p a r t i c u l a r l y in the early and middle t h i r t i e s . At hds best , 

though, he«*roj5e above these almost-reflex s o c i a l i s t c r i t i c a l 

assumptions and was able to, wr i te trenchant c r i t i c i sm of h i s 

contemporaries.and encourage others to do the same. w 

t Some of h i s enthusiasms, pa r t i cu l a r ly for the Greek and 

Czech writers of the war years; for the Soviet "real is ts" of the 
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t h i r t i e s and for working-class "reportage,* can now be seen as 
4 

misplaced. In p a r t i c u l a r , h is championship of the Greek and 

Czech writers can be seen as a kind of internat ional is t snobbery, 

but his conviction of their significance has never faltered. I t 

I s in cases l i ke t h i s tha t he has a tendency to overs ta te the 

c r i t i c a l case on t h e i r behalf and t o a s s e r t a European sca le of 

l i t e ra ry values. 

Lehmann's three-volume autobiography i s a c l a s s i c period 

piece whioh identif ies his antecedents and sets his own l i te rary 

ambitions and s t rugg le s in the context of the c u l t u r a l , soc ia l 

and p o l i t i c a l mil ieu which shaped h i s dest iny. I t i s a candid, 

emotional document, f i l l e d with sensuous descr ip t ions of the 

places Lehmann has v i s i t ed and character assessments of the 

people he has known. The autobiography shows tha t although 

Lehmann never succumbed to hero worship, he was frequently -

impressed and sometimes dazzled by the wealth and power in some 

of the . c i r c l e s with which he was acquainted. ^ T h i s i s most 

striking in his description of the l a t e for t ies and early f i f t i es 

v when he was, saddened by the deaths of such hostesses as Sibyl 

Colefax and Emerald Cunard. Much la te r , in his In a Purely Pqgan 

Sense (1976), an autobiography of jJack Marlowe, one of Lehmann's 

l i terary pseudonyms in the fo r t i e s , his hitherto undeveloped gi f t 

f o r . s e x u a l comedy and s a t i r e i s given f r e e r e i n . One of . 
\ ' ' \ 

Lehmann's most'controversial alliances occurred during the years 
. . * , : • . -' : 

he spent a t the Hogarth Press working with Leonard and Virginia . 

Woolf. I t i s c l ea r from his account in Thrown to the )MOwl,fa 

(1978) tha t he regards h i s row with Leonard Woolf over' the 
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d i rec t ion and control of the Hogarth Press as one of the most 

unfortunate qua r re l s , and one of the most personally painful , 

t h a t h i s l i t e r a r y and b u s i n e s s ambit ions- produced. His 

admiration for the achievement and tas te of the Bloomsbury group 

only makes th is more poignant. 

. Lehmann i s j u s t i f i a b l y a r ec ip ien t of an O.B.E. for h is 

services to the a r t s . I ron i ca l l y , he has been completely 

embraced by the establishment whose l i terary tastes he sought to 

challenge and improve. Like many of his contemporaries In the 

t h i r t i e s he i s a l i t e r a r y rebel . Yet to dismiss him as simply 

another t h i r t i e s in te l lectual with a social conscience obscures 

the major contribution he has made to British culture and denies 

the sincerity and consistent commitment he brought to a lifetime 
4 

of l i terary service and creativi ty, Lehmann made errors in his 

-aesthet ic judgment throughout h i s career , but these are far 

outweighed by the enormous number of good poems and short s tories 

he published. At times, he aspired to making l i te ra ture directly 
4 

influence pol i t ical events. His magazines, particularly Penguin 

New Writing, were c u l t u r a l l i f e - suppor t systems-with massive 
* 

readerships and influence. Like Auden, Day Lewis, Spender and 
Isherwood, "Whose shadows he too frequently falls under, Lehmann. 

v * 

did much f̂tto c la r i fy the parameters within which "good," wr i t ing 

could also* be " p o l i t i c a l " wr i t ing . The t h i r t i e s s t i l l hold a 

( "^cojfsider.ablp a t t r a c t i o n and fasc ina t ion for l i t e r a r y c r i t i c s , 

precisely because that period saw the l a s t sustained attempt a t 

. "* ".public" writing.* Lehmann's disooveries and influence In h i s 

t generation are seminal. >-^~"~~r~ 
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Notes to Conclusion 

1 
1 John Lehmann, The Ample Proposition, Autobiography III 

(London: Eyre and Spottiswoode, 1966), p. 35. 
2 John Lehmann; The Anfole Proposition, p. 37. 

3 John Lehmann,* "Foreword," in OrpheuSt Vol. 2, ed, John 
Lehmann (London: John Lehmann Ltd., 1949), p. vi. All future 
references to Orpheus are from this edition-and are cited in the 
body of the text. 

*> 

** JohnLehmann, "Poets Calling" [Suggested Title] [Notes and 
Outlines] , A. and T.c.<:.Ms./-notes, undated, Lehmann co l lect ion , 
H.R.C., p. 2. . ' 

5 John Lehmann, "Alic% in Wonderland and' i t s Sequel," 
T.c.c.Ms.-with A revis ions, February 1965, Lehmann co l lect ion , 
H.R.C, p. 19. • 
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X' , Appendix 

All the information in t h i s appendix i s taken from John 

Lehmann's three-volume autobiography: -The Whispering Gallery. I 

Am My Brother and The Ample Proposition. 

New Writing 

Ney Writing was published between 1936 and 193,9. There were 

f ive volumes in the f i r s t s e r i e s and three volumes in the new 

series. Trfe f i r s t two volumes cost six shi l l ings, the next five 

cost seven s h i l l i n g s and sixpence. t( volume varied in length 

between 218 pages (Vol; 1) and* 283 pages (new s e r i e s , Vol.'3). 

Bodley Head paid Lehmann sixty pounds each for the first, two 

volumes to cover editorial expenses and translator fees, I t was 

only f inancia l ly f eas ib l e for.him to continue with h i s project 

because of financial assistance from his mother. * 

•Ft>r the Viext three volumes (Vols. 3-5, 1937-8), Lehmann 

t ransfer red New Writing to Laurence and Wishart. ^e 'does not 

describe his financial arrangements with them. Xn 1938 Lehmann 

concluded an agreement with. Leonard and Virginia Woolf to buy out"1 

Virginia WooUf'a half *0f the*Hoga'rth Press, and thus , as a 
« * . • * . 

partner, Lehmann• found a final publishing home for. Mew. Writing. 

• • - < > A A 4 * • • 
lined 

flogarth Fress published the-threes-volume'new "series between 1938 

end 193,9.", • • 
• 4> - f 

ft - xj*-" 
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Lehmann first visited Vienna in 1930. He spent several 

months there ip 1933, and resolved to make it his permanent 

continental base in 1934. Between 1934 and 1938 Vienna became 

Lehmann's home, although he frequently visited such places as 

London, Paris, Berlin, Prague, Budapest and Moscow as he 

travelled extensively across-Europe. Until he returned to the 

«Hogarth Press in f938f he was, therefore, mainly editing New 

Writing from Vienna. He was helped in this by a "shadow 

committee" of such people as Christopher Isherwood, Stephen 
« 

Spender and Ralph Fo*, who l ike himself, were often travelling in 

Europe, and by William Plomer and flosamond Lehmann, who were 

resident in England. 

folios of Hcŵ  Writing • ' 

Folios of New Writing was published between 1940 and 1941.* 

Ther.e were four vofomes, two in 1940 and two in 194-1. Each 
\ 

volume was about 160 pages in length (75,000 words), and cost 

five shi l l ings . ^ ~ ' • - " 

John Lehmann's brother-in-law, MpunticTBradish-Ellaraes, lent 
'. * . . * 

>im ,a,n undisclosed sum.of'money to help, cover h is e d i t o r i a l 

expenses*. Each, of the Volumes was .published by the- HogarthjPress 

in which Lehmann was t h e K j i ^ u i l par tner with Leonard Woolf. 

Lehmann convinced Leonard woolf to s e t a s ide s u f f i c i e n t 

quantities of Hogarth's.^paper allowance to produce the magazine, 

once the book trade began to pick up business in early 1940. He 

caljed the magazine FoliosiOf Hew, Writing -to distinguish^!t from 

N̂ w Writing because he f e l t the mood qt .the contr ibutors had 

. . • • • . ' • , . • • • ' • • . : ' / • ' • -
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changed, and because he intended t o avoid the p o l i t i c a l 
1 - discussion which had marked New Writing. 

,* Lehmann lived in London throughout the war„and j / i s i ted his 

family home at Fieldhead at least every other weekend. , 

4 

Daylight ' 

Daylight was published once in 1942; it was 174 piges in 

length and cost six 'shillings, - Most of the paper and the 
4 V 

/* financial backing were provided by Jan Masaryk, who'was a Czech 

politician in exile in London. English and Czech contributions ', 

predominated,' and Lehmantfs edi toriafassis tance came mostly from 

Ji£i Mucha and Demetrlos Capetanakis, who were also to help* him 

with New Writing and Daylight. 

New Writing and Daylight. 

, ' 'Rev Writing and pavlight was published between 1942 arid 
. , 1946. There were seven volumes and i t was originally intended as 

* * , 
a bi-annual .production. Volume 1 cost seven sh i l l i ngs and 
sixpence, volumes "2-5 (1943-1944) cost ' eight sh i l l i ngs and 

. , * sixpence and volumes 6 (1*945) and 7 (1946) cost ten shillings and 
/ * ' 
/ ,..-'• , ' . sixpence. • The magazine was cr'eated by the amalgamation 6f 

. •* • .. PayliRht/and folios of Hew Writing. The-first- six'volumes were 

- > 

. - * * • 

H-e% 

y < # t 

\. 

0 published by th* Hogarth Press; the final, volume was published by 

John Lehmann Ltd. when Lehmann formed his bwn publishing house in 
i * 

19ft6.' . « 

Hew .Wri t ing and, Pay-light variecUifi i t^number oft pages 

'between 160 fol. 1) and'180" (Vol. 3). the ' suppl ies of, Wiper and 

) 
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the financing of the magazine came from Lehmann's partnership in 

the Hogarth Press, and, for the l a s t voLtuae-, from Lehmann's own 

publishing firm. N 

Penguin New Writing 

Penguin New Writing was published between 1940 ahd 1950; 

there were forty volumes. I n i t i a l l y i t was Intended to appear 

once .a month. By the time vplume 13 appeared in 1942 Allen Lape 

of Penguin decided that because of the dif f icul t ies of production 

and dwindling paper supplies i t should become a quarterly. For 
* . 

the f i r s t twelve volumes i t s - l eng th varied between 128 and 158 

pages. Once i t became a quar ter ly the number of pages in each 

volume was increased, and the page i t s e l f was redesigned to 

accommodate many more words. N 

At the height bf i t s "popularity in 1942/3 i t sold 100,000 

copies an issue. As i t s sa les gradually declined between 1947 

and 1949 the number of i t s page3 was reduced*to 128, with-sixteen 

pages of photogravure. 

Lehmann does not d e t a i l h is f inancial arrangements with 

Penguin, except to note tha t in 1941 Penguin paid him enough in 

uice^Sxto offer more money to h is Contributors thtm they had 
received for^being published in New Writing. He was also able to 

hire his s is ter Rosamond as a reader for the many manuscripts he 

received. In 1949, when*Penguin decided that they could only 

.produce two volumes a year, Lehmann determined tha t with the 

office expenses and* the time, taken from his journalism he wad 

losing money by editing PentfUin l̂tew Writing. 
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His edi tor ia l assis tants and advisers for his New 

prpjects included Virginia Woolf, E.M. Forster, Rosamond Lehmann, 

Christopher Isherwood, Stephen Spender, Demetrios Capetanakis, 

Keith Vaughan and Barbara Cooper. " Volumes 1-19 (1940-1944) cost 

sixpence. Volumes 20-26 (1944-1946) cost ninepence. Volumes 27-
4 

32 (1946-1948) cost one s h i l l i n g and volumes 33-40 (1948-1950) 

cost one shil l ing and sixpence. 

.Qxcll£U£ 

Orpheus was published twice, in 1948 and in 1949; the f i r s t 

volume was 190 pages in length, the second volume was 196 pages. 

Both volumes cost twelve shill ings and sixpence. There were far 

more i l l u s t r a t i o n s and photographs than had appeared in New 

Writing and Daylight. Lehmann notes that the press notices for 

the magazine were favourab le but t h a t the s a l e s were 

disappoint ing. I t was published by Lehmann's own publishing 

house. 

John Lehmann Ltd. 

In l a t e 1945 John Lehmann l e f t the Hogarth Press a f te r an 

unsuccessful attempt to buy out Leonard Woolf. He was able to 

get access to a large paper quota through an agreement with 

Purnel l , a West Country p r in t e r , and thus the publishing house 

John Lehmann Ltd. was es tabl ished in 1946. The financing for 

th i s came partly from the sale of John Lehmann's partnership in. 
.4 

the Hogarth Press; in addition he borrowed money from-his mother, 

h is brother-in-law^ Mourrtie BMtdish-Ellaaes, ajid h i s s i s t e r 



Rosamond Lehmann. All Of these became shareholders and directors 

in the new firm. 

Lehmann's publishing house began with s l igh t ly less than 

10,000 pounds. Barbara Cooper helped with general editorial work 

and Keith Vaughan was employed as the book designer. Other staff 

members included John Hall, Barbara Hepworth ahd Anne Courtneige. 

In the autumn of 1947 John Lehmann was forced to surrender full 

financial control to Purnell; he remained as a managing director 

on a fixed salary with full editorial and a r t i s t i c control. The 

10,000 pounds with which he had started the publishing house had 

been insuff ic ient for him to publish a l l the books he thought 

were desirable. 

'John Lehmann Ltd. published numerous books between 1946 and 
i 

1952. I t was dissolved a t the end of 1952 af ter William Harvey 

of Purnell became frustrated with the firm's inability to make a 

large enough prof i t . He refused John Lehmann's attempt to buy 

the publishing house. 

I 
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