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

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

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

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

A

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

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

Al

last occasion on which a whole section of the literary world

)}

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

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

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

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

“

to him as an editor. )

All - of Lefmann's magazinesSre considered in their

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

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

v

»

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

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

-

behind their composition.

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

explores how one magazine differed from another., This study

’
.

Introduction 4

-

>

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

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

¢ .

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

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

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

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

conglpsions about the political and philosophical concerns of the

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

upon Lehmann's changing perceptions of the appropriate

4

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

common themes and issues which emerge from tﬁk short sflories,

&

’

. N

»1
.



involved extensive research in the Humanities Research Center at

R

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

Edwardian grace of his family background which supported him

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

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

period under consideration im this thesis. All of the

biographical information in the following ﬁages is d*awn from

. this wo?k: ) ¢ )

“ - - . *

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

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

1.

* L]
¢

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

successful public figures;‘Rosamond became a novelist and Beatrix

-

v -
L

b ]
Bt °

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

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

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

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

forties. ﬂ ". - oo . .’x o

- . ‘ ’
.

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

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

LIRS

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

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

[y

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

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

¢ 7

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

~—
‘\ Y

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

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

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

- . Lo

&

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

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

Il 4

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

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

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

] ~ »

4 [
.
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: Hogarth Press.

”~

+

-

4

-

-

-y

¥ '

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

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

involwed with the creation of MLW helped Lehmann to .

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

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

-

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

-~

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

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

¢ N

.y #

v

-

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

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

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

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

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

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

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

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

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

”

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

Paris offices of the'Commgnist—éontrolled'internatidnal movement

to oppose

war and Fascism, where he was introduced to Henri .

Barbusse, Lehmann agreed to make himself a channel of

4

information between the “movqment" and all underground parties

and sects

From

in Austria (WG, 221).

3

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

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

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

aware of economic and social inequality he began to turn towards

Socialism,_

This broeess was accelerated by ﬁis interaobion with

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

¥ ”
-

for the Labour Party: X . -

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

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

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

This conversion from Liberalism to éoéialism was pushed one stage

. further when Lehmann visited Christopher Isherwood in Berlin in

1933, It
the Nazis,

-3

was here that Lehmann witnessed the full ferocity of

e

and the'experience horrified him., The lesson Lehmann



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

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

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

-

the decision:

- -
A

\

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

P

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

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

L]

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

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

literary world and has a historical integrity of its own.

- Ny

-

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

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

political despair evident im Austria:

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

219). ;

-
- i <
3

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

readily aéﬁnowledges in his autobiography, but this deception was

~'created by the apparently greater need to resist the

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

. / . - ,’

¢ 3



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

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

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

o . .

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

informal committee formed by Lord Esher to help prevent the

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

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

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

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

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

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

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

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



ae

1S

“ oo - - . Jdo

‘ A Y

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

reason the thesis séops considering his editorial career in 1950.

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

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

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

less and less evident in his succeeding magazines, His

»’frustration and disappointment with most of tie realist

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

produced when the emotions generated by the Spanish Civil War

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

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

.
<

the magazine,
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The publication of Folios of Néw Writing in 1940 marked a

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

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

contributors had often been misplaced.

One of Lehmann's more presumptuous and urrealigstic

-

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

encouraged in this idea by the presence of numerous exiled

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

TN

He believed that the artistic and political coalition against‘

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

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

to be mutual misunderstanding, cultural nationalism and'

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

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

il

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

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

was misplaced, Nevertheless, the phenomenal sales enjoyed by

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

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

thirties and forties. e ~ ‘ .

4

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

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

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

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

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

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

disappointment that they had not lived up to his expectations.

« One of Lehmann's foremost characteristics was his tenacity

in the face of what appeared to bgaunasaailable ecohomic,

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

1

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

7

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

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

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

shape society unJhrwent a series of metamorphoses between 1936

/

and 1950.



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

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

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

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

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

the elements which woula provide the impetus for its successors,

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

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

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

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

between cause and effect became difficult to make. This was

y expressed in a lecture Lehmann gave in 1938:
’

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

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

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

(



- 15

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

d ~

anarchic and irreverent side of his personality in such later

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

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

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

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

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

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

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

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

of the thirties was far from perfect:

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

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

v

Such teasing was characteristic of Lehmann, despite the energy

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

.
with which he regarded the, . ”

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

.

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

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

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

Y

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

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

—_—

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

missing excellence,
N

« .

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

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

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

outbursts that were never published, On the bottom of three

lettg}s from one contributor are scrawled observations that

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

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

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

’ - '

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

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

retaliatory action againsWem in his rorcuorda, critical

*- -

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

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

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

. o~

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

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

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

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

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

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

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

promote :

.
b8
-

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

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

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

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

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

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

~ . A ]
w 7 4 +
’

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

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

mixture that even a writer as astute as Christopher Isherwood was

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

)

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

. Isherwood was apparently uncomfortable when the camera eye was

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

Lehmann ggins.credibility as a witness when he candidly

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

frequently provides a double vision-~his rationale for his

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

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

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

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

Elephant," Piéces like these defy simple categorization; they

t

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

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

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

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

primarily social and politiecal,

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

\

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

condemned :

-

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

‘way, something not unlike what Defoe did for English

prose and the novel\in his own period of class

" transition. There is in nearly all these pieces a

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

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

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

reviewer focused on what he believed to be a unifying principle

evident in the work of nearly all the contributors:

»~

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

{ The conclusions to be drawn about New Writing were frequently

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

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

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

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

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

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

y belreée the t@o positions syndnymous, .

Although the first five volumes of New Writing were devoted

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

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

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

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

seminal figures as Auden and Isherwood:

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

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

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

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

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

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

would be particularly open to realist writipg. In many cases
{



27

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

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

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

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

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

dockyard worker, in 1937:

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

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

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

contact with such writers as Isherwood, Auden, Spender and

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

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

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

privilequ poqition.

The relationship between the middle-class reforme} and the

society he hopes to change gradually is suggested through a

particularly cruel attaclemon the main character in Cecil Day

Lewis's "Tinker” (N.MWa 3, 1937).

medium of poetry and, through the prose introspection of his

protagonist, James Hazell, disﬁrrbs the aura of sanctity that

Iinéers around liberalism. Hazell is a newspaper editor of the

fictitious, provincial Berringham Evening World who appears, ‘at

.,

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

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

ihform:

1

i - -

e

He was invarjiably patient and considerate with them;

and if one proved irretrievably incompetent, he-was ’

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

-~

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

rudely shaken by the author's increasing identification of him

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

story. Such an identification Efminds the reader of the peculiar

bitterness with which those like Day Lewis initially attacked

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

Marxism, which asserted that liberalism was an emasculated creed.

The predominant sense that the reader obtains is the hectoring

N

Day Lewis abandons his usual

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

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

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

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

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

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

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

with the physicalrealities of the work experience,

Lehmann was partieulnrly‘roud to discover the working-class

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

!

. directly concerned with the continuous squalor and danger of

- (
,, ‘ Y

A

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

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

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

" than personal involvement between the reader and thése passive

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

reportagé of physical conditions, In this sense, they are

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

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

/«k(\

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

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

emerge; at first there are simply hints of misunderstanding

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

~r

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

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

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

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

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

urge to write was provoked by the conditions he experienced

v

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

{

tn 1936: | ’ ' '

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

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

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

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

employer. Joe, the master plasterer, is concerned with

eliminatiné the waste of materials, and despite his subsequent .

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

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

A
o

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

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

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

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

victims come ohlg unemployment and almost certain misery.

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

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

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

#

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

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

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

friendless life leads him inexorably to the recruiting office:

-

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

A

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

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

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

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

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

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

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

_ experience, Usually these individuals are alienated from each

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

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

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

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

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

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

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

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

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

E] ¢

S

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

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

achieva his effect.

The contributions to New Writing which primarily concern

themselves with the workplace are, with a few exceptions,

4

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

two stories which attack middle-class incomprehension of

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

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

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

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

L

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

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

unemployed,

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

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

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

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

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

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

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

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

Living in such conditions the peopl'e had no civic

commyunity and at the same time no privacy. Theé homes

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

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

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

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

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

A 1]

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

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

® a particuiar vision of the urban landscape., -

-

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

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

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

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

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

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

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

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

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

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

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

exacerbate an impossible economic position. Many of Goldmanis

short stories are precursors of the storiés by Saul Bellow and

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

consistehti& encouraging to Goldman and actively sought his

contributions:

* .

There is practically 'nobody in England whe can write of

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

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

Goldman's Jewish tharacters often make matters worse for

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

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

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

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

unemplpyment have a measure of choice about how they cope with

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

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

rESpOnaibility in its presentation of a central charactér, Alan,

-an unemployed layabout who enjoys manipulating the pity of

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

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

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

- as thé gradual evasions and insincerities of Alan are pieced

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

Hriting avoided-the sentimentalization implicit in much of their

material bx acknowledging and ccgating charactérs like Alan,

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

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

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

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

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

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

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

, repetition, and congrol of rhythm which is frequently asqociated

with a psét like Dylan Thomas, and which seems entirely

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

action takes place:

Ry

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

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

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

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

'a

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

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

Throughout thé story Shirley's proclivity foF turning human

" problems into political slogans is treated with aocol detachment

L)
3

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

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

[

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

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

v

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

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

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

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

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

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

basis to the possibility of commitment to each other:

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

\

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

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

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

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

fierce revelation of the mating between individual misfortune and

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

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

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

wider understanding of the destructive tendencies implicit ih-

poverty and unemployment. Significantly, it do6és not concern

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

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

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

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

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

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

4 -~

N Ld

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

all too familiar with how rhetoric can make people abandon common

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

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

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

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

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

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

L)

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

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

kY

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

emphtasizes its bleakness, Excluded from the cinema, whichjis

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

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

) Q

\

4



o

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

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

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

. @

most significant foreign contributors was the New Zealander Frank

,Sargeson, whose narrators are almost always shiftless wanderers

a

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

lonely places, His off-hand colloquial reminiscences underscore
<

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

,

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

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

-

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

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

’

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

feckless exilstence:

-

.

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

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

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

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

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

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

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

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

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

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

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

pessimistic about the possibility of changing the qommunity's(

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

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

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

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

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

exonérating her dea
g

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

gncouraged tﬁe execution. The climax of the story is the

'

‘The prdblem with such English short étories as Fred,

husband; the daughter directs her energies

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

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

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

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

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

P

§ t



56

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

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

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

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

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

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

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

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

economic and social injustices within an otherwise rigid

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

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

¢ perfect presentations of the humanity and compassion he

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

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

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

-

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

and the loss of their farms, It requires a palpable

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

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

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

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

on him and gives him water:

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

. _emerge without sentimentality. As they walk away together in

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

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

T -

thEIY fates are inseparable,

The'intransigence of individualism is a permanent rebuke to

~

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

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

?

4

most particularly in the.four stories that concern themselves

‘with the fluctuating relationship of his central tharacter,

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

connections with the Front Populaire, Ohamson seems to be much

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

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

S

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

”
¢

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

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

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

and communal aetfon; Tabusse must learn the responsibilities he

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

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

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

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

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

i g

' His ‘acceptance of his commynal responsibilties grows throughout
&

the stories' it reaches fulfilment when he secretly rescues

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

irritable when the cqmmunity comes to thank him and eschews the

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

between Tabusse and his community is finally achieved in "Tabusse

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

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

Many of the contributors to New Wiriting who explore a sense

.of community conceive of the urban experiehoe as something

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

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

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

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

-

-

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

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

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

“and Harrison recorded some of their findings in his articles

-

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

The small number of proletarian stories which could be

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

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

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

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

L]

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

1

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

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

¥ - ’

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

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

)

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

towards Socialism, Pritchett, however, allows the revolutionary

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

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

believe they are Qhe finaltjiord in evolution; they are Darwinians

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

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

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

P

+

[y

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

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

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

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

piece indioétes that the old woman who delivers the monologue is

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

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

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

anger, sympathy, cajolery and confidentiality are all ulded to

-

make the gander helpless before the knife descends:

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

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

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

2 -

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

i

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

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

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

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

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

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

natural extension of her surroundings. As a manifestatio& of

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

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

s
-

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

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

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

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

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

surrealistic fantasy and qulish\public school rugger values,

which are hopelessly ineffectual in the situation presented. The -

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

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

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

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

is ¢hoked into unconscioushness, he ponders the futility of

~

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

;hd butchery aptly records the bewilderment which many
<2

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

0

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

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

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

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

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

absent from "The Fox." b

il

gs entirel

£

all of Pritchett's stories a profound

pultures. In nea

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

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

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

delineéted ‘secial strata where the fine. distinction between one

LY
’

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

L

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

: yorkinguclass reportége were, but his stories dre rebelatxons and

+

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

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

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

¢

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

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

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

-
.
)

i .

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

‘unreliable narrator unable to deduce that\Muriel encourages her

¢ o

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

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

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

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

1 PR

home in a hearsée: ~ .

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

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

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

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

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

v

dexterously follows one anecdote with another; his'impressions
»

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

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

-

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

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

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

very pfeciseqdescription of the impact of such stories as "At

PN

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

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

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

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

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

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

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

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

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

in which to shelter from a world that appears incomprehensible{

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

order to his own chaotic domesticlty and save Thompson from

himself. Their master-servant relationship tickles the‘

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

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

and finds its exploration a congenial prospect for the months he

will spend in the country:

-

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


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

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

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

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

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

after that (p. 2). .

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

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

enjoy life, Consequently, Thompson seeks out tembtation in the

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

lahes, while Qenying responsibility for his own actions, and

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

His initial attempts to stave off his inevitable slide by locking

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

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

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

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

action. This ;efuéal ironically 1ﬁcgnven1ences the narrator when

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

for whom the hoﬁosexuél narrator feels obscure pangs of jealousy.

Y

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

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

)

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

o

) B .-y

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

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

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

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

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

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

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

»

* . . -
4

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

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

\

actions, His moral universe is a scattered coliectionAOf people

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

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

13

watches him leave, oblivious to the traffic which narrowly misses

him, and declares a pessimism about letting Thompson loose onge

-

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

#

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

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

stock characters who are ‘compared unfavourably with their

’

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

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

+ ‘ L4
4 .
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”

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

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

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

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

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

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

ts

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

\

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

~e

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

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

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

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

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

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

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

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

“ This
L4

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

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

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

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

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

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

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

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

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

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

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

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

nightmares slightly more directly to the actual world in which

the main protagonist, the neurotic tutor, dwells,

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

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

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

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

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

his employer's attempt to dominate his life:’

\

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

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

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

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

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

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

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

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

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

-

X justige. »

h ]

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

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

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

o

' et
doubts: . : .

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

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

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

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

4
’

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

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

Ihg__lild___ﬁg_qa_a_&hm offered a new and continually fruitful

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

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

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

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

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

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

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

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

"L

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

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

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

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

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

A

interested in doing something for British literature, hLe

neverthéless saw the international component .of “the magazine as

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

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

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

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

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

-
-~

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

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

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

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

~ . o

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

write in this way.

1

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

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

v

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

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

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

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

Lehmannts contributors the political dogmé was an end in itself

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

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

Amsterdam, Tiflis and Budapest between 1934 and 1938. His

foreign contributors were usually actively involved in the

Popular Front against Fagcism.

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

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

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

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

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

’ .

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

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

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

is a far more satisfactory, literary presentation of a political

.and indlxidual concern which eschews simplistic mass solutions.

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

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

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

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

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

could have heard. me through all the noise in the

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

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

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

al Mamal'? Natural human reactions were strictly-

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

-

"R

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

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

place, on the door through which she had to emerge

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

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

v

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

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

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

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

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

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

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

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

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

-

te

e

-~

o Ty s o

-



e
T

£

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

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

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

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

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

]

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

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

.

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

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

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

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

o

-

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

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

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

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

the insights which he has formerly suppressed in the interests of

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

.

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

-

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

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

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

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

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

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

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

-

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

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

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

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

stands and watches dumbfounded by his wastefulness, Opwell's

persona is frequently that of a sqdbémish and occasionally stupid

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

1

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

'oN
&

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

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

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

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

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

i

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

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

Y .

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

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

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

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

German aggression, he was still busy exploring,the colénial

-

insincerities of the yestern democfécies;
\

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

’

-
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provides- a colonial contribution to the discussion of°

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

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

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

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

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

-

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

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

yisolatipn outsidé: T ' -

]
'

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

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

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

. - >
o . . !,

t - - . .
.

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

excessive drunkenness;- Mereover, the Maoris' incengruous

0

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

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

b} »

”

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

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

l

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

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

»®

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

*

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

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

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

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

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

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

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

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

.-1

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

L]

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

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

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

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

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

- @

¥ " 4t

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

™

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

X

o “ .to communicate their sensabions. Their presentation and

N - <

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

- - .. o
PN

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

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

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

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

!

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

- % v
e ~
Tt e



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

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

i

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

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

?

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

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

every desire had had its turn and was finally played .

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

.
,
t »
f \ A !
. .

The duty of thzse Vienfese revolutionaries consists of waiting

4 LA |

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

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

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

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

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

. the situation,  is strad.ned and heavy wi-th political references,

w

but these reﬁeremes ate , the only uay t.he charactgrs can

mitigate t,heir actual tsolation' some of the charggters Fall back

on revolutionary eredos as the anly centré of at.ability when the ‘

police search the room for weapons, Police and socialists uatc‘h
each other with mutual fear and hatred 1n a teuse and potentially

murderons situabiqn.i - ‘Anders presents th,e claustrophobia of "The

Corner" wifth a"dispaasiona‘te hgnesty. " The socialists.are not’

described as heroes, but as human bemgs wha crack and break when,

they ‘recog}iz)\tﬁat by eschewing amed resistance and' accepting

the formulae oi‘ "revdlutionar’y patienpe,"‘ they have commj;t»ted

themselves to obscurity and probabl;e extinctiou. At the elilax


http://socia.lists.are

1ty

. of ‘both’ "The' Corner™ and “A Question of Nerves" (HJ....-xt;.s., 3,
. 1939), the char'sct'éés are pulled back from the edge of despair by

a mixture of human effort anﬂ re(olutionary discipline. Their

“vulnerability adds 8 strange mixture of dignity and bathos to

h

their 1nev1ta def‘.eat ) . 4

. - '

The b\f&oding fear and helplessm&ss that these extracts

convey are amplified in the .short.but dey‘stat.ing dramatic sketch -

by Bertolt Brecht. "The~ Informer" (N.MWe, Nos., 2, 1939), which is
tranalated from the ,German by_ Charles Ashl.eigh. In this case the
potentia_l victi_ms of "Fascisn!' are completely litical; and yet

(3

\ AR ,
they live in constant fear of being misunderstood- or miaquoted-by

‘their friends, servant or small chilg: =  ".
A . '
‘ ’ ’HIFE. But there's nothin¥ against: you, 13 theret’?
HUSBAND. | Thére's something-against everybody, -
Eveérybpdy's uspected, It's enough if someone
expresses any suspicion of you, to make you'a suspected

g . person,
: . WIFE., Yes, but a child is an unreliable witness. A
o child doesh't understand what,K people are talking abouts

. HUSBAND,” That's what you. say. Sinpe when have they. .
needed witnesses? ~
WIFE,- Can't we think.of some explanation of wWhat-
you meant by thqse remarks? Them we coyll show Jhow he
misunderstood you, ot
: HUSBAND, 7Yes, but what, did say? ‘1 can't relgember
, now (p. 118). < Ce

A

) » .
The meaning and signifieance of ianguage are disintégrating in

the s:ltuation Brecht presents; innocent, words become confeSsions

of guilt or herqsy.~ All ghe stage directions and dia'loguq show a

mounting loss of contro by the couple, as they try to anticipate

%the responses to their W and actions by-a violent and ‘erratic,

~

Nazi party. 'T_érrbr becomes transmitted into literature as

,-donfusion when a. piptu;e of Hitler is moved around the room to

w? » M £

A
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.guilty conscienae. In other contdxts this wandering

\ picfure would be a device for hag}less farce; in Brecht's sketch

&

- /
an apparently ipdﬁcrous detail cof®ld mean the difference between

¢

life and death.

Brecht's skeéEh is a finely-wrought-miniature portrdit of

' the dissolution of domesticity., Other contributions to

New Writing are far more ambitious; and try to comprehend the

T
changes taking place in Germany on a much wider scale, One such

attempt is P, Montech's "In Freiburg® (N.M,,* 2, 1936), which i8
). .

*

v

trégflated by John Rodker, and begins like a sensationalist

v

journalist's report on the crisis of the times: *

>

Ruins /Piled upon each other! Wilhelm's ambitions, the
hopes/ of democracy, then inflation and the Senegalese
in the Rhineland, Bolshevism, and the unendirg ranks of
the unemployed! After that came songs, and true
Germans parading the streets in brown shirts and
columns of four to the refrain of 'Germany arisel’
They almost believed it themselves . . . (p,.'227).

L)

R
The stock?&haraoters are produced to illustrate this initial

claim and to describe the various levels of evasion which

&y

. different representatives of the social strata employ to escape

“tts full impact. Montech's story swiftly changes into a‘text-

book analysis of why Communism is the only solution to the chaos

descriped, but it servgs as 2 useful comparison te the greatgr

artistic céqyrol'and comprehension of Chriétopher Isherwood

\"* .

They gre both observing the same phenomena; however, Isherwood's

+ Berlip Stories, three of which were first published in New
¥riting, remain amoﬁg the finest short stories published in the

1930's.

p .

.
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The narrator of the Berlin Stories céntinues to puzzle those

uﬁt seek for explicit formulae of aptiv;sm; the narrator refuses

to provide them, Instead, what is offered and achieved is a

— meshing o{ the new realism with é deeper symbolism.Bf deQay and
‘destguctio:; This decay {s not simply rgflected in the loss of
political values, but also in the realm of ég;an relationships
and in an inability to define a stable moraIity. Hence, Herr

Christoph aspires to an objectivity which his'experiences‘}efuse

to grant him, - His disdain for personal involvement is ultimatély

‘ a mask which conceals his inner and individual helplessness in

A the face of the onrush of history, a-history which was initially

a source of comfoft to Isherwood, Lehmann, Auden and Day Lewis,

and which in coﬂtemporary eyes has become their scourge,

Isherwood wag too sensitive a writer to commit himself to the

platitudes for which many critics have pilloried the writers of

the thirties, and his contributions to Ngu_jxjjing'éhow his
poise.: ’

’ dohn Lehmann was conscious of the pitfalls of lumging
together the contributors to Ngu_ﬂrlilng in the conviction thaé
they all wrote from a Socialist perspective, ' He described
Isherwood's character and struggle for artgstic consummation iﬁ

-~

an undated manuscript‘in the Léhmann collection:

v He hated the testablishment' as only ohe who auff!}s
from a national oedipus complex can; &nd the Nazis’

" - ) disgusted him. But in the -Autumn of 1932 he told me
.o that an editor had written to him ‘'who wants something
- showing "the new spirit® in literature pol}tiés etc.

But what 18 the new spirit? Search me, Poor old Marx
can hardly be described as new.'. At the same time--
because his friends weére 1nvolved—-he was tremendously

4 P Wk e



- to the emotional turmoil the war had left as a legacy.

99

excited by the Berlin_elections, which seemed to
promise’ ‘a Communist win.3 “w o

This "new spirit"™ was achieved in the Berlin Stories; the three
which appear imgNew Writing are considered by Lehmann and other
contemporaries to be some of the high points of the ﬂ_ex___u_fj.m

philqsophy and tone, Isherwood was one of a gr'-oup of people who

encour'aged Lehmann to produce New Writing. He sometimes read the

of fered contrikutions to the magazine and advised Lehmann on

» L}

their worth, Although there is no evidence in the Lehmann ’

collection of Isherwood's attitude to the working-élass

apntributors published in New Writing, Isherwood does state his
a(pproval of William Plomer's "Notes on a visit to Ireland" (N.K.,

1, 1936) and Andre’Chamson's "My Enemy" (N.W., 1, 1936):

Y

”

I liked also very much Pl#mer's contribution and that
«; ' brilliant story.by Chamson, which makeg one feel that a
‘ real artist can write about absolutely anything and

P still praoduce all the correct reflections about
o fascism, nationalism etc. in the redder's, mind: a very

trite obiervation, but it always déomes as a fresh

surprisel

) Lehménn wanted: the contributions to New Writing to produce these

’;correct reflection_s" about Fascism, imperiali'sm, unem»ployn;ent
and poverty without abandoning their artistic worth. Isherwodd!'s
novel The Mef¥ial, published in 1932, had already achieved this
in its portrayal of the peri;)d immediately following the First

World ;lar, and in its presentation of the characters' reactions’

L4

When omne compares the opening of "The Nowaks® (M.W., 1,

1936) to Montech's "In Freiburg” the difference in the

t L]

o
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. assimilation of the social setting-into a dbroader artistic design

b is immediately apparent: SO o ! .
. . ‘ v . v

I found the Kassertorstrasse without much difficulty.

The entrance té it was .a big stone archway, a bit of

old Berlin, daubed with hammers and sickles and Nazi -

crosses and plastered with tattered bills which

advertised auctions or crimes, It wag a deep shabby

cobbled street, littered with sprawling children in

tears, Youths in woolen sweaters circled wiveringly

across it on rating bikes and whooped at girls passing ¢
* with milk jugs. The pavement was chalk-marked for the

hopping game called Heaven and Earth, At the end of ~

it, likera tall, dangerously -sharp, red instrumenb, .

stood a church (p. 8). .- -

't T
The political slogans on the walls, the"shab‘b'y\ street and the «‘n
child}en in’ﬁears\suggest”thé political feua\hhich is an’ 4
undercurrent to the scen‘e-of povgrty. On the other hand,'the.
youths on bikes whooping at the girls represent many of t{xe %
peqpie of Berlin who refuse to‘acknowledge the growing grisis. -
In describing thg thurch as the 'dangerohsly sh;rpt red J;'
instrumeht® the narraior is hinting at the violence to follbwl
Uﬁobtrusively; the details of the environment of Old gerlin
_provide tﬂ% ‘setting -for the universal sense of crisigf éﬁe .
warrator passes no- direet eommentary onh 1its symbolid~ lJ
;:gnificance. When the narrator departs ﬁrom the sanatorium, the
assembled patients are.clearly seen as ghost-rrdden and
threatening, the emy&iness of their 1ives adding tottue sense of

impotcnog ‘felt by th!‘ English o‘bservey

W

L4

Théy all thronged around us-for a moment in the little-
circle of 1ight from the parting bus, their l1it-faces

- ‘%hastly like ghosts against the black stems of the
, ﬁSh " . pines, This was the climax of my dream: the instant of
o o nightmare in.which it would end. I had an absurd pang
. ST . of fear that they wjzr/eqoing to attaok us . ., . They

i ‘ & v

.
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drew back--harmlessj.after all, as mere ghosts--1into
- the darkness (p. 37). -

i - ~
4 ~v - - -
-

- ) " fsherwood’ was chara&eristically unsure of the response his
, stories would elfcit fpom‘an English iau,di-oqze and particularly g
concerned with the impression that Sally Bowles would make, It

Vb ~

. is clear from a letter Isherwood sent to John Lehmann, in 1937,
. + v ’ . »* F)
that each of the:characters yas carefully integrated tnto the "

/
J themes of‘{ the whdle work and that M.Er_ﬁih& uas particula_rly
appropriate for this deseription of @ changing Bérlin' ‘,_u. < e

“ -

. PR
. It seems to me that Sally, without 'the abortion
sequence, would just be a silly little capricious I
.o~ bitch. Besides, what would the whele. thing lead up to?
- And down from? The whole idea of the study is td show
: that evén the greatest disasters leave a persen like
Sally essentially unchanged. However, you have
. considered this ne doubt, I* want’ to ‘hear what you
T think, ~
¢ Surely, the less pretentious Berlin Diary is really -
. - a much better bit of work? JAnd there you have the New ~
' » Humanism laid on riah and thick, "I'm not at all sure
. that Sally *?uldn't merely annoy the Lgf‘t Wing, anyhow.

o

. "

v ' e " Because it very dilet::ant‘e in tone.? . o - B
- e =T Isr_z_erwood, in the Berlin Storied, waS‘deliberaEeiy ;li.ffiociatin; >
himself from the left in the interest of art., Sally, like Sﬂr. ’
Norris, ig a survivor who comménts ironically on all goliti;:al
> structur'es. Thas new humanism, which was moreg obviously present

. - in "A Berlin Diary," had to come to terms with Sally Hou;tes. She -
>y represented a spirit of fun and a human indestructibility which

e qualified the impression of depressimg polit,i.cgl violence &nd -
‘ . poverty thet marked the Berlin Stories.,* Isherrwog.d was worried
that the l'eft wing would not like Sally Bowles because she
d diluted the seriousness of the politiéil '.;aituation presented.

I'E]
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o ‘«:; Q‘Onve of Iaherwood"svgneatest talents was his ;bility to
AT . create convincing characters, through dialogue, from all levels
5 * of sociefy, Thus the Landauers and the Nowaks are counterpointed
o ” M-SR ) against each other th;'oughout the Berlin Stories. Perhaps this
r::i’{ifw;@j L range of characterization was only possible to a writer :jeeing a
o :C - ) societyv from the outside, a writer whose objectivity is born of
A‘%aw‘g " tm;l.g'.m‘-al,L _aliana*pionide’pends‘ on being a visiter rather than a
;;, R EE N permanent. resident, Isherwoed had at least partially solved the
*“’:‘w;":"; »ﬁ? “‘:i , :g;:;bien': of how a member of the upper-middle class could write
;:w :‘*W ., With realiam of other classes and avoid the worst self-
N T mau).:genceé of eitizer sentimentality or seeing niember; of the

“‘éﬂ%“ T e . wor‘Rins class as a collection of brutal morons., In the pracess,

S hé wwee'ded in turning the Berlin of the late twenties and early

:y . ;‘ tb o thir;ties 1pto a 11terar¥ legend. Up until his departure to the
- ;h;:: . U.S A., Iaheruood was one of the writers who helped shape the
' 7'?’ ;”“ . texture ofmm both in terms of his own contributions

; Y‘ and in his role of advisor, critic and recruiter of talent for
k’h th»w ‘ John Lehmann's enterprise., Lehmann regarded Isherwood's

. departure from England in 1938, and his conversion to Yoga, as

;:*';i?,‘::{ : . s}’gnifigg.nt f;ctars in Isherwood's failure to become a major
}&,;?& " *_novelist of the 1940's and 195038

,.4 -, B John Lehmannts an‘definitmn of the new humanism described -
, v ‘Mj' + by’ Isherwood ean be gleaned frc;m h’is eontributions to New
W 3, . T ¥riting, "ia Eyrope®, and "The Separator," Both of these are
?ﬂ% T - attempts to dramatize European culture\in social and pol’it.ieal

) .‘::“ _—_— teras, through a kind of snapshot effect, a series of vignettea
. w\ A ) which ¢u1m1nate ina de&oription of the city of Moscow and its
o Wl - ' . '
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people. In "Via Europe" (NWa, 1, 1936) the travel sequence

'5begins in Pa;is, whi7ﬂﬂis described as a centre of fashion and

finance, The lyric'mood of this %rose rapidly moves f}om

-

descriptions of the rich and‘poor, of the self-satisfied few, to

descriptions of the deprived many, and from Paris to Berlin to

Vienna and finally into the very'diffe?ent atmosphere of Soviet

Russia. It is a lush prose, yet it is often carefully epntrolled .

and accumulates passion steadily through its mixture of precision
anq,generaiizqtion, as it ranges across a geographic ana\qecial

scale., A brief and dramatic character sketch of a German

. restaurateur's wife obliquely reveals one of the causes for Fhe

Nazis' seizure of power, while giving a compréx picture of a
mixture of mosives hal f-expressed by the woman. As voieces
threater economic sanctions on a myriad of telephone wires, the

possible consequences of their actions are interpretedfby’a

”

chorus of the masses on the Danube: -

i
»~

. The bitterness ,of long unemployed years hardens,

sh pens to the point of danger in the minds of the
ow-faced group of men and women . . . Not again,

! . zguuu;jmgnn, is the thought that passes between them as

they turn back to their empty homes. Never again is

the angry murmur that rises from innumerable factories

' . and squares and public meeting halls in the gcountries

. M ' of the West, challengling the voices that demand and .

threaten in privacy, swelling like the glamour of a new’
order taking shape within the womb of a continent, a
new life bursting through the old (p. 197).
’ .
Many of the scenes’'in "Via Europe" contain prose which is

overwrought. It is significant that Lehmann shared with many of

the writers of the thir%ies a tendency for using the border as a

symbol of change, and sought his imagery for a revolutionary

-



-

t

" the centre,cf this reawakening into the neé life:

104
éhange offhearm in organicism, ‘The boqder.or the frontier was a

frénuent image of man& of the thirties writers since it implied—-

witH its crossing--a possibility of change or choice.‘ As an
.image it also suggested that it was poasible to cross into a

country wnere genuine equalitx'ex1sted. Cdnsequently such

*
writefs as Auden and.Isherwood in Qn the Frontier, Edward Upward

_4n Journey to the Border and Rex Warner in Ihe Wild Goose Chase

use‘e image to eéxpress a possible change of attitude to the

_world.7 In much of the poetry of Spender, Day Lewis, Auden and
‘MacNeice during the thirties there Qs/a tendency to use similes

and metaphors drawn from nature to explain the revolutionary

struggle. Thewwin C. Day Lewis' Ihe Magnetic Mountain -we see the

following lines: R .

4

Ceaseless the leaves' counterpoin in a wesb wind
lively,

Blossom and ‘river rippling loveliest allegro,

And the storms of wood strings brass at year's finale:

Listen. Can you no heaq the enQ\?nce of a new theme?

.
N

In. the case of "Via Europe' such imagé?y now seems
&

ungatisfactory, singce it is used tqo often by Lehmann and many of

‘ the other thirties writers. Moscow is identified by Lehmann as

I

is the mood of the dancing
_brocessions that pass, with their many-coloured
- * " streamers and effigies uUnder the -huge written 8logans
of a still unfinished revolution, Their new life, in
its long-awaited splendour .end prosperity, :like a

chestnut tree after the .winter, begins to break into

leaf and flower around them (p. 198).

J‘ .
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In level tones a Soviet Georgian:pget Lehmann met in his Qpavels

8






