SOME USES AND MUTATIONS
OF THE PICARESQUE

D. J. DOOLEY

A working definition of picaresque is “of or pertaining to
pplied to a type of fiction, of Spanish origin, with a

omon o adventarer for Hiéra." Tho iaporianas of the Gubry 1a
intimated by Chesterton, in an essay on Smollett: “All novels
liko Perogrine Pickle, all novels up to the time of Pickwick.
were written frankly on a . . . cynical convention: that the hero
should not be heroic. . . . This tendency to follow with delight
the tricks and triumphs of somebody little better than a swindler
comes from the historical origin of this type of story, which began
in what is called the picaresque novel.”! Though Chesterton
here overestimates the influence of the picaresque on the early
history of the novel, he neglects its influence on the later: many

 protean literary type. For the picaresque, rudimentary as it is

from sight only to

a nma].ly servant nimbly dodging the blows of fortune and of
bis various masters. His first and best preceptor in the art of
beggar, who is blind but unserupulous.

‘beggar's technique of deception, but

oyer; first, however, he takes a brutal revenge by making
6 bl.md man run into o post. Then ho serves a succassion of
— an avaricious priest, a penniless grandee, a seller of

and so on. Eventually he attains a dubious good

ne as town crier of Toledo and complacent husband of an
Biicits conoubine. By, this time, his. adventures have
ought him in contact with people on several levels of sociaty
have given his author abundant opportunity for social satire.
strutting grandee, to take one example, lives for honour, but

our will not fill one’s belly,and Lazarillo has to beg for both
Thus the peripatetic servant is employed to give the
intimate views of various types of people, and 10 point
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out the contrast between the appearance which a person presents.
to the world and the reality behind it.

This is anti-romance. The romance portrays the superhuman
valour and fidelity of those who follow the chivalric ideal; the
picaresque portrays unheroic actions. Like the fabliau, it is in
part a reaction against a particular kind of literature, a cynical
travesty of chivalric lezend. However, it arises in a particular
time and place and apparently reflects particular social condi-
tions. According to Mérimée’s History of Spanish Lilerature’,
the breakdown of the economic system which incessant warfare
‘brought to sixteenth-century Spain produced an army of desert-
ers, cut-purses, down-at-heel hidalgos, drifters and adventurers
of every deseription — an army of Lazarillos. It is pethupu

ting then to think of the picaresque as a type o
‘protest fietion, fiction intended to shock the reader into an el
ness of his country’s plight and of the need for change.

But Baker warns us in his history of the novel® that this type
of realism does not mean revealing the truth about things, and:
the warning is repeated in a different form by S. de Sacy in an
article entitled “Le miroir sur la grande route: Les romans de
Stendhal et le roman picaresque.” Tf the writer of picaresque
fietion holds up a mirror in a roadway, he rarely takes the
trouble to make sure that the mirror is in the right spot to:
refloot most of those who pass by or to catch the typical rather
than the eccentric. In fact, he may even use a distorting mirror:
““Pourquoi se mettre en peine? Quel besoin de se riférer toujours
la realite? Un peu d'invraisemblance ne messied pas, si la recontre.
est piquante.”’s The picaresque romancer feels no compulsion to
reflect the reality of the human situation; his only concern
that his glimpses of it shall be interesting and am

Furthermore, his robellion against society is often idio
rather than intellectual, as Sherman Eoff shows in an ana
of the second notable picares
Guzman de Alfarache (1599). Foff finds that, far from re
against the established social order, the picaro aspires to

cause they thwart his personal ambitions.

sion of “sour grapes’
in tho established order, and his ridicule of it is an excuse for
rationalization of his failure to succeed in it, & compensatio
inferiority.
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Foff says that the virulent social criticism of Guzman de
Aoracks “reveals the author's own frustzated mmbitions™; as
we read the biographical accounts of the Spanish picaresque

o, e ke yhsacl L mmnbh.nee between their heroes’
vicissitudes and their own. Alemfn, a treasury official, was
jailed twice for malversation or debt, and eventu h
refuge in Mexico. Quevedo,

satirical attack on Philip IV
Guevara, author of El Diablo ca]um (1541), rose from page to
court playwright and Usher of the King's Chamber, but was
constantly in debt and died in poverty. Mérimée describes the
life of Viconto Espinel, author of Marcos de Obregon (1618) as
“aroal picarssqueromancoin itself, ™ and that of Diego de Torres
Villarroel, an eightcenth-century author who left fifteen volumes
works, as “itself a veritable picaresque romance.” Tho bio-
 raphical evidence suggests, therefore, that the picaresque tale
is ofton a thinly veilod complaint by an angry young man or a
disillusioned old one.
But if the picaresque presents a life of shameless vagabondage.

j erities, Aleman does not bring his incidents and his homi
o satisfactory union, but Enrique Moreno considers that
méin exhibits the wenlme!sas and vmes of all ranks of society

cisco do Isla, goes 50 far as to take the picaro into the pulpit.
possible, therefore, to see the picaresque as an exemplary

o
nan, beggar, and thief. Quevedo takes the hero of his
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i Buscon through
him to rosch the cynical conelusion, “In this world there ars
none but hypoerites and liars.” Veléz de Guevara ampluyl the
devil Asmodeus to convey his hero from one part of Spain to
another and thereby gives a satirical description of the whole
country. The desire for inclusiveness, the desire to present an
extensive range of observation, is one of the most notable char-
aoteristics of the picaresque writer. In fact, Edwin Muir states
the purpose of the picaresque novel is “to take a central

has most frequently attracted English novelists to it.

Nashe's Unfortunate Traveller (1594) is usually called the
picaresque romance in the tradition of Lazarillo de Tormes 10
appear in England; and certainly Nashe's hero Jack Wilton is
a8 mavish as any picaro. But C. 8. Lewis terms tho book
medley with picaresque elements in it rather than a fully fle

d Bak

Spanish picaresque fiction is a little-known work by
Chettlo, Piers Plainnes Seaven Yeres Prentiship, published
1595.) Jack Wilton has only one master, the Farl of St
instead of several, and the Earl is favourably rather than
cally presented. In fact, Nashe's interest is not in ironic expo

Luther's disputation at Wittenberg, the terriblo revenge
on a murderer by the viotim's brother, and so on. In the aca
of outlaws and reprobates which were popular in the
century, the influence but not the spirit of the Spanish pi
present; there was « continuing demand for sensatio

of Nashe's type. As in Spain, the introduction of realist
ments did not mean telling the truth about things; it d
making the incredible sound matter-of-fact. Thus the
biographies, of which Head and Kirkman's
English Rogue is an example, were a preparation for D
the “strange surprising adventures” which his
went.

Almost_ automatically we classify The History of
Jacque, Moll Flanders, and Rozana us picaresque worl
pacipatatio hero or heroine. is usually. cngaged il
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adventures which tako him through high society and low; he
describes his exploits with gusto and frequently with some pride
in s ability to outwit othes; and i deception s stcceeded. by
repentance, tho same was true of Gusmdn de Alfarache. We
should, however, pay some attention to Baker's statement that
Defoe does not seem to have imitated picaresque fiction'* and
to Ian Watt's assertion that there is a shift of interest in Defoe.'*
The picaro is often merely a literary device enabling an author
to cover a great deal of ground, provide some connection between
a succession of comic episodes, and unify his satiric observations
on the world around him. Defoe, on the other hand, is interested
in the behaviour of & person engaged in an economical struggle
and o spiritual strugelo; ho focuses attention on his central
character. “Tho picaro,” says Watt, “enjoys thatcharmed
immunity from the deeper stings of pain and death which is
accorded toall those fortunate enough to inhabit the world of
somedy,” but tho perils o insecurty, ndigence, and imprison-
ment which u Defoe character faces are very real. That char-
ter is & complete individual personality whose astual lite

B0 eal tolowee of tho pioazeagiia: temlifici i aightésaith-
century England was Smollett, but the Spanish form came to

s Chox Wt ek
troduces a great variety of

sharacters, from robbers to ministers of state, and thus presents
whole panorama of society — ostensibly Spanish society, but
ly French. The depiction of manners is more vivid than

o characterization of the hero; Lanson says that Gil Blas has

t0o good for him (Peregrine Pickle wins a young lady

he has previously tried to seduce with the aid of drugs).

s advonturous career of the hero, however, s ofess importance
the exposure of various types of people which is made

lo by the adventures — the London sharpers who impose

iz Scotsmen, the naval officors who make the life of the
sailor worsa than that of a condemned felon, and so on.
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In fact, Smollett’s declared intention was to promote *that
generous indignation which ought to animate the reader against
the sordid and vicious disposition of the world." Hum
Clinker, his last novel, showed that there was another side to him
besides irrascibility, but even there he showed himself as a man
reacting violently against the injustices he saw around him.

en Chesterton says that the Smollett hero dominated the
novel up to the time of Pickwick, he is neglecting one major
current of fiction and its English source — Fielding. Fielding
employed an honest but gullible hero, not a rogue;
the master-servant relationship from that usually found in the
picaresque novel; and he took folly as his subject rather than
knavery, though the latter entered in despite his desire to exelude
it. These were major changes, but his great contribution to the
English novel was made through two other and even more
important departures from the picaresque tradition. First, he
brought to the novel a concept of form which it had not 5
the strings of adventures which he found in LeSage and

sors seem to have satisfied him when he was writing

Joseph Andrews, but in Tom Jones he introduced the plotti
devices and the concept of a unified action which he had le

i mitation of the mammers of Carvantes” In 4 study of St
Butler, Gilbert Cannon wrote, “Trony is one of the
ingredients of your true novel, hie special species
from the romance, and begins with the application in
Quixote' of irony to romance. A novel is an epic with its
clipped, is, with its action and characters

in which the author can show himself now epic, now
tragio, now comic—awork, in other word: y
anti-romance can coexist. The great innovation of

is to employ irony without cynicism, and to allow
idealim, as Harry Levin points out in “The Example of
vantes'':

Robert Greenocouldlive between (o worlds and koep
first-hand journalistic acoot n underworld an
nered pustoral romaaces ot in som excapist v Arcadin,with

i of C

was t0 broaden the provinice of proso fition by hnnm b
together, not in a synthesis perhaps, but in tho most dureb
thesis that literature has known; by opening a eolloqny b
romance and the piearesque, 50 to speak, between Amad
and Lazarillo de Tormes.1»
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Hazlitt wrote, “I should be at a loss where to find in any au-
thentic documents of the same period so satisfactory an account
political, and

Parscn Tralliber and Lacty Booby &ad Mrs, Sielop thets was

room for the unaffected benevolence of Parson Adsms, and in
the world of Thwaekum and Square and M. Bifl there oould
be found an Allworthy.

When the picaresque proper eame back into popularity about
1820, it was closer to Smollott than to Fielding. 1t meant chiefly
strings of adventure tied loosely together by a perfunetory plot,
sensational episodes in exoti settings or in unfamiliar regions of
the English scenc. Byron's Don Juan, it has been noted, is a
Boseoacuo in vorwn, prosenting the esepedes of an wiptizcipied
hero and making good use of the opportunities
B tiowe afie. Sames Tustiing Mosiie oo lod his AT,
sentures of Hajji Baba of Ispahan (1824) on Gil Blas, but set
his tale of roguery in Persia; a sequel brought the
land and thus showed English customs through an unusual
perspective. Theodore Hook introduced picaresque elements
into the series of Sayings and Doings in which he depicted
fashionable life in Regency London. Pierce Egan conduet
Jerry Hawthorn and his “elegant friend” Corinthian Tom on a

'_ itappears to a naive hero, but Walter Allen points out that the
lnd temper of Marryat's work is far different from that of

o the picaresque method of realistic exposure was
m'nhlm it engaged for a time the attention of three yoﬂng

whowere to go on to other things— Ainsworth, Bulwer,
most important, Dickens. Dickens’s first novel bogan with

t o( a Nimrod Club, “the members of which were to go out
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shooting, fishing, and so forth, and getting themselves into
difficultios through their want of dexterity. . .” In Pickwick,
Diekens first secures the reader’s sympathy for his central
character and then conducts that character into regions of Eng-
lish society which he and the reader have no knowledge of and
are shocked to see. In Oliver Twist, Nicholas Nickleby, and
Martin Chuzzlewit the design is similar; however, the heroes
of these novels are less appealing than Pickwick and consequent-
Iy the interest lies less in them than in their experiences of the
London underworld, Yorkshire schools, and *“the number and
variety of humours and vices that have their root in selfishness.”
Dickens was undoubtedly instructed in the use of the picaresque
for such exposure by his contemporaries, but his chiet model was
Smollett. In fact, his development as a novelist, as Kathleen
Tillotson points out,* may be seen in terms of his gradual
emancipation from the Smollett tradition; he turnad o
picaresque to the novel of highly organized plot. Curiously,
this devolupmenc seens o have & connsction g t:ehn o
f

the
otive measth the sappton of s swifter i less e
of transportation, which minimized the chances for ext
adventures. Humphry House asserts that the railway killed
picaresque world,’ and the railway entered the Dickens
in Dombey and Son, his “earliest example of responsible
successful planning. . . . However, if the railway meant
destruetion of one kind of picaresque novel based on one kin
oF thoveinént; Giare wee offor Knde af st KU
picaresque could exploi

One such possibili

Dickens's grea
Thackeray observed society from the point of view of &
footman; in The Diary of C. Jeames de la Pluche he allo
servant to make a fortune in railway speculation, rise i
world, and look on fashionable life from a different persp
Similarly in The Great Hoggarty Diamond an inheritance
Sam Titmarsh from obseurity and gave him the oppo
explore the world of fashion and finance, The Spanish
usually secured inclusiveness by lateral movement in
vertieal movement in society; Thackeray minimized

and emphasized the latter.

travelling hero is Mr. Wells's c

and the climbing hero of Wells and many other wri
prototype in Thackeray.
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Another use of picaresque material by Thackeray was in
the picaresque novels of some of his contemporaries.
Catherine (1840-1) burlesqued the * wa novels” of Bulwer
and Ainsworth, which presented criminals in ipathetic lights,
and tried to teach readers that they ought to "Ibamuum all
persons of this kidney."” The most interesting of Thackeray's
attempts to show that a rogue is a rogue is his first long novel,
Barry Lyndon (1844). Like Fielding’s Jonathan Wild, it was the
ironie autobiography of a “great man,” but it parodied the
swashbuekling manner of another picaresque novelist, Charles
Lever, author of Harry Lorrequer, Charles 0" Malley, and (later)
Con Cregan, or the Irish Gil Blas. When Barry Lyndon recounts
his early picaresque trickery, he is a sympathetic character;
he passes on to the period of his greatness through gambling,
when he is still fairly sympathetic — *“a not llﬁngeﬂmr hateful
picaro,"** as Saintsbury put it; but after his
wealthy widow he stands revealed as a complete scoundrel.
Carl H. Grabo, in his book The Technigue of the Novel, asserted
that “the picaresque novel reaches no greater height as a work
of art than in the cold self-portraiture of the rascally hero who
f tells the story of his life so composedly.”** A number of other
* crities feel that the irony is not sufficiently well sustained; but
of them, Gerould, believes that the irony should not be there
atall: “Thackeray no doubt was trying to use irony as Fielding
. bad done in Jonathan Wild, and failed to see that it was incom-
patible with the picaresque manner.”*’ As we have seen, lrurny
has been present in the picaresque from its very beginnin
The two do not seem incompatible with each other in Ba.rry
, and, as we shall see, they have been brought into very
effoctive harmony in some modern novels.
- In Vanity Fair, Becky Sharp, the leading female character, is
‘deseribed by Frank Chandler in his book The Literature of
Roguery as the subtiest of anti-heroines."” But when Thackeray
led Vanity Fair “A Novel without a Hero” he surely meant,
, that his novel did not have a central char-
'he scenes
direetly; we follow the author as his vision wanders
the panorama of life and lingers on now one character, now
ther. Instead of progressing straightforwardly like the pica-
jue writer, he allows himself to go buck and forth in time, and

For his purpose is an ironic one, the exposure of Vanity
. of people Who have “no reverence except for prosperity,
no eye for anything beyond success.” The total effect,
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therefore, is qume similar to that i in some early Spanish picaresque
romances, and the method is not very different from that em-

ployed by Vélez de Guevara in his £l Diablo Cojuelo, where the

devil Asmodeus guides a Madrid student onaseven-league-boot

tour of Spain and raises the roofs off the houses so that they ean

peer inside. But Thackeray dispenses with devices and pre-

texts for moving from one part of his world to another and for

learning the secrets of the people in it; his imagination roams

freely wherever it will. Vanity Fair, therefore, is a picaresque

novel without a picaro.

After Thackeray the use of an intermediary hardly seemed
necessary; still the device was revived by H. G. ‘Welis at the
turn of the century. His heroes are not rogues but victims; they
are examples of how lives are wasted in a society based on muddle
instead of a scientific approach to problems. In Love and Mr.
Lewisham (1900) he showed a b\lddmg scientist defeated by the

ld. he also employed a rogue, to make his point moﬂwrw
ical assertion that innocu
of nheaf.mg has more to recommend it than the ml(—dmepﬁm-
practised by most people. In Kipps (1905) the hero is a “little
man,” who is at first a clerk bound to “‘the great stupid machine
of retail ﬁrwde," then by means of a legacy is elevated into.

“'society,” and finally suffers a defeat which brings him, like
Thackeray's Sam Titmarsh, to an awareness of the irrationality
of the social structure. In Tono-Bungay (1909) Wells said
he intended “to give a view of the contemporary social
political system in Great Britain, an old and degenerat
system, tried and strained by new inventions and new ideas
invaded by a growing multitude of mere adventurers
central character is a more mature Lewisham, a pobenhd bu
of society who is unable to find any
clinging to the coat-tails of his uncle, who rises mef
wealth and influences through the sale of a useless patent
cine, he is given the opportunity to carry on his futile
for positive values at every class level, In his next three
Wells serutinizes single aspects of the system. In Ann Ve
(1909) he employs a female character to search for a re
attitude to women, and to find that this does not exist.

History of Mr. Polly (1910) he takes a “little man" once
small shopkeeper who in the economic jungle is only
adjusted unit in society.” In The New Machmveﬂt (mu)
a politician write an “Odyssey of discontent” and i
decay of the political strueture. In this novel ﬂu vdu of
sometimes speaks through the mouth of his hero R
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later novels Wells tends to become much more ventriloguial,
50 that the central character is often a thinly disguised Wells,
very angry at the stupidity and inefficiency he sees around him
and anxious to present reasonable alternatives. In the majority
of his novels, Lhomlom, he employs & central character to en-
counter a wide rango of experiences and thus build up a picture
2 Hhe work. Bt (o havbascd morevieit of e bkaniarus
is replaced by a scientific and experimental approach; the novel
as used by Wells is an instrument of examination.

A much subtler use of picaresque mothod is found in the novels
of Evelyn Waugh, especially in his first novel, Decline and Fall
(1928). His contral character leaves the sanctuary of Oxford for

¢ world, and finds that oaly rogues o o flourish in it.
He is therefore a device for exposure: . . Pennyfeather
would never have made a hero, and the only e
arises from the unusual series of events of which his shadow was
witness.”* The unusual events in Decline and Fall are humorous
in themselves, but also they combine to form a satirical picture
of & world from which reason, order, and civilised behaviour

isappearing.

The novel reflocts a breakdown, such as that which occurred
in sixteenth-century Spuin, and Paul Pennyfeather encounters a
whole gallery of picaros, strange shady characters possessing
the adaptability to flourish in chaos. There is Margot Beste-
Chetwynde, who moves in the highest social cireles because of
her wealth and who is wealthy because of her white-slave
business. There is Dr. Fagan, first seen as propriotor of a

world's great rogues, " who is constantly getting in the soup but
is never there for long. He it is who voices the picaro's creed —
hh advantage of your opportunities:

: 1 don't belie one oan ever b unhappy fo long provided ome
dou just amﬂ) what one wants to wants to. The
lnst chap me on my feet said s i My
with the pnmmu- promptings of humanity.' '’

prevalence of rogues is evidence of social disintegration; as

the most famous use of the term, the decline and fall of a
tion is Waugh's theme.

Tn Waugh's next novel, Vile Bodies (1980), the interest
s on & whole class of picaros, the Bright Young Things.

are members of the uprooted younger generation, going

and round in meaningloss cireles (symbolized by an auto-

ilerace), livingonly for the day and the days parties, forgetful
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of the past and heedless of the future. They are all penniless
adventurers, trusting that luck will bring them what they can-
not pay for. Quite casually they bring disaster on themselves
and on their whole world.

Waugh's most notable picaro, Basil Seal, is a member of this
group, but he possesses more energy and initiative than the
rest of them. In Black Mischief we see Basil awakening after s
four-day spree to express his disgust with London and his desire
to be off to some place more exciting. He obtains steamer fare
by stealing his mother’s emerald bracelet and by being obliging
to a wealthy nymphomaniac, and then he is off o the
kingdom of Azania. It is the height of irony that this disorderly
product of western civilization should be chosen by the Emperor
Seth to bring progress to Azania; but it is in keeping with the
picaro’s charmed existence that, when everything else in the
new order has been destroyed, he survives to return to London.
In Put Out More Flags (1942), wo see Basil in

wartime. His.
women friends_think of him as a white knight going forth to

battle, but Basil says, "I know what I want. I want to be one

those people one ‘heard about in 1919; the hard-faced men wlm
did well out of the war."** Throughout the period of s

he carries on a fabulous career of exploitation; but when ti

tional period,as we havo sen, hat the piaresque first
ed); stratified democracy is yielding to welfare d
kinds of privilege aro on the defensive, now kinds of

rambling journey from one conception of society to m
The novel which will reflect this period must have.
vigour, and breadth; instead of possessing only &

of emotional keys, it must be able to combine “the-
and the absurd, the grotesque and the romantic, the
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and the horrific.

" In other wordn, Amis is asking for a scope
great as the picaresque can give.

The revolt of these writers, as was tho case with the smu:
picaresque romancers, is partly against accepted literary forms.
Pritchett says that they “write in a desultory vernacular, using
every popular circumlocution or slang phrase or image to lvon‘l
the literary expression of feeling, so soaked in the association of
bourgeois romance.” They are *making war upon the assump-
tions of middle-class culture, by refusing to wear its masks.”
Their revolt against the social structure, therefore, is a much
‘more conscious and deliberate one than was that of the sixteenth-
century writers. However, as with the latter, there is a sugges-
tion of wounded pride and self-pity; coming from the working
class; they are qualified by education to enter the world of the
publio-school men, but feel themselves shut out, Therefore, as
Pritchett says, *“they have a chip on um- shoulders.”

Still, though they possess picaresque elements, novels like
Kingsley Amis's Lucky Jim and That T atonn Feeling and John
Braine's Room at the Top do not carry their heroes through wide

ges of experiences and occupations. The novel which seems
to fit best into the picaresque tradition is John Wain's Hurry on
Down, published in 1953. When Charles Lumley takes to the
road with nowhere to go, no money, and no plans, he is starting
off from zero like any picaro, and is just as dependent on the

whims of fortune. His repeated use of his “Jehovah's Witness”
and “I've come for the catgut'" formulas to get him out of tight
spots shows that he has the picaro's ingenuity. He also has the
picaro's irresponsibility and opportunism; he describes himself
a5 “a louse on the sealp of society” and reflects, “He had thrown
his humanity into the gutter, he had betrayed the trust that men
place in one another, and with his thirty pieces of silver he had
bought. . . what had he bought?” What he is seeking is to avoid

‘& trap, from which he must escape. Finally, when he thinks that
has put himself beyond the struggle, safe in a cage, as it were,
fine new one, air conditioned, clean, commanding a good
" he is called out into the waving jungle again by a girl
‘has certain resemblances to Moll Flanders (she makes the
ol herself).



376

THE DALHOUSIE REVIEW

Successively Charles Lumley is window washer, driver for an
automobile export firm (and dope-peddler on the side), hospital
orderly, chauffeur, tramp, night-club bouncer, and member of a
syndicate which writes jokes for radio programmes. Therefore
he encounters & wide range of social types and gives Wain
opportunities to describe them satirically — the social elimber,
the nymphomaniae, the millionaire, the shambling searecrow
of a headmaster, the vague myopic don, the aesthete and the
athlote, the fanatic devoted to the gutter press and the maniae
devoted to the radio, a_heterogeneous array of vultures and
victims. One of the most interesting is an experimental novelist,
who is writing a book with no title, just a dark blue binding.
The most cruelly treated are the people who are trying to better
themselves, like Stan, who is trying to rise out of the world of
striotly manual labour into the much slimier circle about it, and
who is “immersed in learning the technique of cheap smartness.”
Perhaps the most sympathetic, on the other hand, is Stan’s
father, an ordinary working man, undoubtedly a Philistine, but
unpretentious, good-humoured, and possessing a genuine dignity.
By means of a peripatetic central character, therefore, Wain
gives a view of the types of people passing away from the Ei
scene and the types emerging in the new society which Amis
discussed.

In the essay from which we have already quoted, Chest
pointed out a difference between picaresque writers old
new:

Tt here that we find the hiof diffsrenca botween old writers

Smollett and man % he f
ice

heroism. The differen
exactly where he is in the moral
The modern adventurer of the same ¢
ldve“nl:\;rt]as in hry];nb to d\lw;er where ha"u
laws wiih bravory and cunning, as tryin

with constant bewilderment and despair.s¢
Though this was written years ago, it is applicable to the
of the “Angry Young Men,"” except in one respect. The
hero is not trying to learn the laws, but insisting that there
no laws to be found. Wain and his group, Pritehett poin

to. themselves.” They aro, in other words,  genuine
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