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THE THEME OF DESTRUCTIVE INNOCENCE IN THE MODERN NOVEL:
GREENE, JAMES, CARY, PORTER

CHAPTER I
OF INNOCENCE AND ITS VARIETIES

It is always a challenge to locate and define the
major themes of the literature of an age. In our own time,
the problem is cémplicated by the prevalénce of chaos on'
every level of the social frame and in every area of human
experience. Ours is an age of reversed valués. The soclal
upheaval subsequent to the Industrial Revolution and the
turbulent shiftings brought on by the diséoveries of the
technological age have brought not merely a revaluation but
! re#olution in every area. Our notlons of the cosmos have
'been violently revised. OQur pclitical structures, periodi-
cally wrenched apart by war, are constgntly rebullt in n~w’
and radical patterns (radical, that is, as opposed to the
traditions they supersede). Soclal units--family, church,
schools~~-deprived of traditional roles of authority, adapt
as best they can to the diminished roles assigned'them by
the New Society. Our age 1s characterlzed not only by
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anxiety, but by paradox, complexity, ambiguity, and a pef-
vaslive sense of imminent destruction. Excepﬁ for the last
category, our specific attributes discover 1ﬁmediate paral-
lels in the age of the Renalssance. At that time, the old
structures were breaking up, and new and complex systems
were rising to supplant them. The poetry of the metaphysi-
cals consplcuously demonstrates the awareness of the age of
its own essentlally ambivalent nature. (The fact that the
New Critics, reéently fallen out of favor in many quarters,
have used many of ﬁhe above terms to characterize the poetry
of that age 1ln no way negates the validity of thelr applica-
tion.) The primary distinction between the ﬁenor of the
-Renalssance and that of our own age, however, is that the
former reflected a necessary dissolution of previously held
structures as a preparation for the emergence of new intel-
lectual syntheses, the creatlion of fresh social configura-
tions, and the lntroduction of untried political and economic
systems in a pattern of continuing relntegration and rébirth;
whereas in our own age the various break-downs appear to
represent not so much a prellminary disintegration leéding
to a re-combining of forms and values 1n a more meaningful
system, but a frightening prelude to a total cultural col-
lapse. '

The twentieth century i1s thus characterized by a
movement into chaos and the adoption of a highly complex

worldview to accommodéte and acccunt for the shifting, un-
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stable nature of the times. The‘breaking of the o0ld forms
and the substitution of fresh concepts of reallty andvnew
codes of conduct have led to a universal rejection of abso~
lutes 1n every area. Wlth the knowledge that any fact or
system stands ready to be supplanted by its opposite at any
time, we hesltate to admit more than a momentary»validity
for any concept or theory. Having rejected both the Puritan
affirmation of and the transcendental denial of the fact of
Evil, we are left in a world of total relativity, where
evérything is mixed, nothing pure. The rellgious interpre-
tation of human behavior in terms of its rightness or wrong-
ness according to a divinely_ordered code has been seriously‘
shaken by the revelations of modern psychology, soclology,
anthropology, and biology.. The family unit appears to be
fading as the flxed center of the soclal structure. The
wars which have regularly swept over Europe and Asia have
brought the periodic collapse of established political sys=-
tems. -Thus the individual, lackling rellable external
structures to shape and support his 1life, discovers himself
In a highly unstable, bafflingly complex universe. Thg~dis—
carding of absolute standards and the revaluating of ére-
viously accepted notions of reallity have led to the accept-
ance of an irresolvable amblguity as the only tenable
"reality principle." It is, I believe, this sense of the

basic ambiguity which underlies the universe and the realm
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of human experience within that universe whichlmOSt ob~
viously charaéterizes the literature of our time.

The problem of gullt and innocence, good and evil,
always a major concern of those who attempt to render the
human experiencé meaningful in terms of art, 1s especlally
complex for the twentieth'century writer. Formerly, in less
sophlisticated societies with stable moral and ethical codes,
it was a relatively simple process to evaluate human conduct,
to fix 1liability and assign blame. In our own age of dis=-
located values and Iincreasingly intricate moral frames, it
has become progressively more difficult to set up a clear
line of demarcation between "good" and "evil" in the sphere
of human conduct. We are cohstanﬁiy reminded by the psy-
chologlst and soclologlist of the mitigating clrcumstance, of
the unfortunate heredity or unhappy childhood environment
which produces the antisoclal behavior in the adult. Faced
with the soclal transgressor, our tendency ls not to condemn
“but to explain, not to fix guilt but to seek for motives.
Along with our recognition that the "guilty" agent may not
be fully culpable for his misdeeds hés come.the concurrent
realization that "iﬁnocénce" itself may produce destructive
conseQuences, may.indeed be'more damaging in its effects
than the expression of undisgulsed malice. Our awareness
of the destructive potential ofvinnocence has come as an

inevitable corollary of‘our overall discovery of the baslic-
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ally paradoxlical and ambivalent nature 6f the world we live
in. The theme of "destructive innocence" thus emerges as a
major ﬁeans for exbressing the basic irony which the writers
of our time find at the center of all human experience in
the contemporary world.

The term "destructive innocence,"

admittedly para-
doxiceal, can be bést understood through a further consider-
ation of its meaning and applicability. The term lnnocence
implies most immediately the condition of being "not
guilty." But, one may ask, on what grounds is "guilt" it-
self ever to be established? The most common basis for af-
fixing blame is probably the test of intention. If one in-
tends no harm, he is Jjudged on different:grounds than is the-
deliberate malefactor. Hence the laws recognize the dis-
tinction between the plqtted murder and the accidental
slaying, though the consequent loss of human life is the
same. However, in one sense, the performer of the destruc-
tive act is henceforth forever "guilty," for the commission
of the act itself precludes his re-entry 1into his pricr
staﬁe of relative moral purlty, regﬁrdless of his own mo-

" tives. A further distinction must be recognized here. "In-
nocence" applies not only to the commitment of or abstinence
from thé destructive, or evil, deed, but to the degree of

the agent“s écquaintance with the nature of evil 1itself.

Thus Goodman Brown, who was basicélly "innocent" before his



6
journey into the forest,” was ever after unable tovrecapture
the purity of his'moral vision, even though he himself had
committed no evil act. Henceforth he carriea with him s
knowledge of the potential for corrupiion of the human heart,
and this knowledge of evll was sufficieﬁt to déprive him
forever of his belief in the goodness of mankind. Thus we
may set up as two primary catégories of innocents those un-
acquainted with the nature of evil, and those who recognize
its essential attributes but who abstaln from its perform-
ance. (Children and Henry James' heroines would fall into
the first category; salnts and artists like Jemes himself
would be assigned to the latter.)

In most of the works included in this study, the
central figures are persons "innocent" in the fullest mean-
ing of the term. That is, tﬁéy are nét only innocent in
motive, but are free from a previous performance of evil or
knowledge of its nature. All of them are (or become)
"guilty," in that each effects or becomes the agent of some
'form of destruction; and ihey further have in common that
the destructive act is itself in some way a dlrect conse-
gquence of the state of "innocence" of the agent. Hence the
applicability of the p&fadoxical aescription "destructive
"innocence"” to the subject of this study. |

Béfore.going on 1o a more extended categorization

of the various kinds of innocence, I would llke to discuss



7
briefly man's changing awareness of the‘complex nature of
good and evil and thelr Interrelationships as thils 1s re-
flected in his literature. The early myth makér of primitive
society tends to resolve the problem by setting up a simple
dichotomy. Good 1s represented by the heﬁo--noble, fierce,
and pure. His external prowess 1ls clearly related to his
inward nobility. His antagonisﬁ--evil--is descrlbed clearly
in terms which make recognition of his basic identity and
inherent ignobllity inescapable. .Often he 1s depicted as a
monster, dragon, or serpent. Wheh the noble Beowulf goes
forth to slay the horrid monster of the fen, there 1s no
doubt as to the idéntity of the parties involved. It is
clear that Beowﬁlf represents an ideal who embodies the
highest virtues of his soclety (virtﬁally unmixed good) just
as his opponent, the horrid inhabltant of the bog, representis
unmitigated evil in all 1ts repugnance and terror. The audi-
ence has no doubt as to where its alleglance should 1lle.
The victory 1s applauded by all, since 1t is clear that the.
manly champion 1s actlng in defense of all human kind against
the evil spirits ﬁhat lurk in thé unseen world of darkness
that rings man in, and that, indeed, 1t 1s by virtue of his
own nobility and purity of heart that Beowulf wins his
victory.

A somewhat more subtle view, reflecting the lncreased
sophistication of the society, 1s set forth in Sir Gawain
and the Green Knight. Gawaiﬁ i1s a flawed hero (being unable
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to resist temptation fully) and his powers of dealing with
his enemy are propdrtionately reduced. Gawain's efficacy
in withstanding the blows of the glant is‘directly related
to. his own state of moral purity. That cOmpromised, he can
never attain total victory. In the story of Gawain are re-
vealed both the medieval affirmation of moral purity as a
spiritual weapon with which to combat evil, and a recog-
nition of the inescapable fact that human vulnerability to
moral temptation makes splritual perfection extremely rare
in the world of actuality.

Beowulf, then, represents a kind of pure.heroic
ideal of nobility, and Gawaln a more realistic portrayal of
an imperfect purity. (The emphasis has also shifted from a
primitive, active aggression to the Christian mode of passive
submission as a means of dealing with "evil.") Yet, in both
narratives, the 11ne% between good and'evil ére clearly
drawn. The problem is more complex in the deplction of an
Othello, for here we are asked to evaluate the actlons of
one whose own essentlal nature 1is honorable; but who becomes
the agent or dupe of the malefactor. Though Othello arouses
our condemnation for his rash and disastrqus action, still
we cannot‘totally withhold all sympathy from him. His in-
tentlon was not to murder én innocent creature but to destroy
one who, if gullty of the crime attributed to her, ﬁould, by
his code, bg fully deserving of the penalty he administered.

Othello himself is not an evil man, but he becomes the agent



9 .

of evil. Because of his state of ignorance, he can be
classed as a kind of "innocent." His intent is to exact a
retribution'for misconduct in a'way that his society would
fully comprehend and perhaps sanction. Instead, he becomes
the "innocent" murderer of an exemplar of human purity, the
pathetic Desdemﬁﬁa. |

In Qedipus we have yet another variant of the "de-
structive innocent," again with a2 hero who is deprived of
the knowledge which is essentlal to the avoidance of his
crime. Here the difficulty of assessing guillt 1s even great-
er than with Othello.! For though Othello is decelved by a
cunning human agent (and hence wins sympathy if not éﬁproval)
Oedipus appears somehow to be the dupe of the gods them=-
selves. Although foreknowlédge is not to be equated with
predetermination, and though Oedipus' ultimate fate 1is
clearly the outcome of a seqﬁence of rash and mistaken
actions on his own part, yet in some undeniable manner the
coursé of his life appears to bear a close relation to the
operation of "Fate." ‘True, the Greek audience holds him
responsible for his crime. Yei, despite his evident culpa-

bility, no one wlll deny him at least partial justification

I am considering both Qedipus and Othello as works
which reflect complex views held by mature societies. Natu=-
rally, since civilizatlon 1tself does not develop in a
stralght linear progression, neither do man's views of the
complexity of the good-evil relation. Also, the particular
vision of the individual artist must always be taken 1into
account. In general, however, the more mature the soclety,
the more subtle its perception of the interrelation of good

and evil.
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for his actions. His intent (in leaving Cofinth) was honor-
able. His actions in removing the earlier curse and in mar-
rying the queen (thus glving the kingdom a responsible head)
were admirable. Yet he brings not blessing but disaster to
Thebeé. Too late he dlscovers the extent of hisbviolation.

Othello wins from us a partial sympathy because of the very

" innocence and trust of his own basically simple nature. Es-

sentially an honest and forthright man, he was unprepared,
by a lack of intellectual acumen and moral insight, to deal
effectively with the treachery of his Ehnning deceiver.
Oedipus, however, can clainm no.;ﬁch simplicliy of intellect
or soul. He is both shrewdvand wlse, solving the riddle
which no other man could answer, governing the country with
wisdom and intelligence. His mental stature is greater than
that of Othello, his offense is_more outrageous, and the
problem of assessing his guilt is infinitely more compléx.
Othello's is the simple mind gulled by a clever villain.
Oedipus appears to be the victim of the gods. In lgnorance
of his plight, he commits the most serious of crimes agalinst
man ahd nature. Of course, as a mythlc figure he represents
at once the objectification of baslc human desires, together
with the sense of gullt that such desires lnevitably arouse
ag a corollary. Oedipus' punishment ls severe. (The fact
that he inflicts it on himself is evidence that man feelé
guilty for these forbidden urges.) Yet the fact that his

fate seems 1in some way to be direéted or shaped by super-
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naﬁural forces is a recognition of man's feeling that he
himself is not fully to blame for his experiencing these
unacceptable inner impulses. They are implanted in him by
some outslde agent, so that his destiny is set from birth,
yet he himself is sgtlll accountable for hls performance of
- the abhorrent action. Of course, the Greeks did not exon-
erate Oedipus on these grounds (it reﬁained for modern psy-
chology to point out the universal basis for Oedipus' be=~
havior). Instead, the Greeks provided the frame of "ignor-
ance" to mitigate his crime. Ignorant of his situation,
Oedipus performs the ignoble action, and thus realizes one
of the deepest-~but generally viewed as one of the most un-
acceptable--of huﬁan motives. He 1s trapped by his own
nature (fate) whose true character he himself is ignorant
of until it is too late. Out of the innocence of his "ig-
norance" he brings ruin not only to himself and his owﬁ
household, but to the entire land (thé punishment of
Oedipus, a "universal" figure, reflects the universal sense
of guilt). ‘From the noblest of men, he must fall to the
position of the basest of men. From his pesition of sym-
bolic unity (his kingship is a stbol of the unity of the
land), he must be outcast as a scapegoat (a symbol'of total
igolation which yet still carries the burden of universal
guilt){ Oedipus must suffer for the sins of all soclety.
Soclety says in effect "we" are innocent, yet "we" have

sinned. We have brought ruin and corruption to ourselves
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‘and the land. Though our deed were done in darkness (1g-
norance), once brought to light (known and recognized) it
must be punished. Thus Oedipus must suffer for the "innate
depravity" of all. |

The above examples 1llustrate two basic categories
of destructive innocencé. Bedwulf and Gawain are the pro?
jections of compafatively simple sbcieties which see the
conflict betﬁeen good and evii as a relatively uncomplicated
one in which the hero's power to destroy or withstand evil
is directly related to his own inner spiritual worth. The
outcome of the struggle i1s one desirable in the eyes of
soclety, being the necessary elimination of the evil which
besets man, or the preéervation of the pure soul which is
threatened by a corrupt external agent. The view becomes
more complex with an Othello of an Oedipus. In these stories
we have a recognition that the lssues are not easily re-
solved, that gbod and evil are often hopelessly intermingled
within a partibular set of circumstances, and that the deQ
structive force of innocence is often to be feared more than
the threais of open maievolenceQ A still more complex con=-
sideration. of the problem occurs when the destruction arises
not out of the efforts of an active agent, but as the con-
.sequence of a passive innocent whose very presence serves
to call forth or provoke the operation of evil. The primary
gsource for this version of the good-evlil relationship is the

archetypal myth of man's fall into knowledge and subsequent.
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ejection from the Garden of Eden, particularly as the myth
1s rendered by Milton in Paradise Lost. Here Satan is ex-
plicitly attiracted to the Garden in order to corrupﬁ Ada
and Eve as the manifestatiohs of unmixed good. The iiere
diséovery of the existence of the pure beings is sufficlent
to arouse in Satan a perverse desire to éorrupt them as an
expression of his own innate malice. Melvilleis Billy Budd
is a later expression of this theme, since Claggarﬁ's at-
titude is that of a Satan who cannot tolerate the spectacle
of Billy existing in hls Edenic state of unsullied inno-
cence. Thus Billy operates as a kind of destructlive agent |
when he arouses in Claggart ﬁhe malevolent impulse. Later
manifestations of this theme occur whenever the presence of
an innocent serves to arouse the corrupt motive on the part

of an unscrupulous exploiter, whether the latter has an im-
- mediate selfish motive, or is acting out of pure malice.
By providing the opportunity for the immoral act, the inno-
cent becomes the unconsclous lnstligator of evil.

- This brief survey of some of the possibilities in-
herent in the good=-evil reiationship suggests that man's
view of that relationship tends to become more intricate and
complex as a soclety matureé. The theme of destructive in-
nocence which characterizes much of modern literature is a
reflection of contemporary awareness of the paradoxical
nature of the relationship between 1nnoceﬁce and gullt,

right and wrong. Before turning to an examination of the
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way in which this theme operates in curreﬁt literature, I
would like to define 1t more precisely and to consider some
of the premises which underlie its mahifestations.

It is comparatively easy to define the first member
of the term. That is destructive which demolishes of in-
palrs the structure or eséence of a specific being or oper-
ation. The ultimate result may be elther beneficial or
harmful, according to the nature of the entity which 1s‘de-
stroyed. The destructive act may or may not be classed as
"evil," according to the intent of the actor and the nature
of the essence destroyed. In this study, I am interested
in examining destructive actlion which 1s deleterious in its
consequences, and which 1s produced elther by an active |
agent by his own efforts or by a passive agent who arouses
the destructive impulse in others in response to his own at-
titudes,.or situation, or essential nature.

The term "innocence" is more complicated. I have
already suggested the distlnction between 1ts applicability
in the realm of experlence and its reference tq the realm
of knowledge. It is, of course, possiblé to "know evil"

(in the sense of comprehending its essential ﬁature and at-
tributes) without oneself being gullty of the evil act.

Thus the salnt and the artlist are aware of the baslc qual-
ities of evil, though they themselves are not practitioners
of its arts. They may be sald to retain a basic "innocence"

as long as they themselves are not partlicipants In the
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operations of evil. Ordinarily, the performance of the
act of evil intention is sufficient to establish a "loss
of innocence." (The obvious exception here would bé the
harmful actlions of children and madmen, since they are by
tradition and law recognized as morally nonaccountabie.)
In this study, the term "innocence" will (with one ex-
ception) denote freedom from previéus commission of the
destructive act. (The lunatic in "Noon Wine" is, of course,
a murderer, but he is a special<caée.) Further, the inno-
cents here considered (in the four major analyses) are
lacking in a basic perceptlion of the essential'nature and
attributes of evil, with the excéption of Gulley Jimson,
whose kﬁowledge of evil 1s an integral partlof hls artistic
vision. All produce or evoke actions which are destructive
in their consequences, but none of the agents are themselves
evil, by virtue of the lnnocence of their intentions.

The innocents here treated are, for.the most part,
innocent in both knowledge and experience, and all are
guiltless in their basic intentlon. But still furfher'dis-
tinctions must be made in consldering the historic appli-
cations of the term "innocence." In the realm of knbwledge,
there 1is the differeﬁce betweenvinnocence which arises out
of "ignorance of the special fact" and "ignofance of the
essentlial nature" of evil. Thus Oedipué may be assumed to
knoﬁ evil, but his.good intentlons toward his countrymen are

thwarted by his ignorance of the particular facts of his own
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situation. Because he does not know the special facts of
his own origin and destiny, he achieves, in hls attempts to
benefit his country, only ruin and devastation. Oedipus
represents, then, a type of innocence (innocent in in-
tention) which produces ruinous consequences because it is
acting on incomplete evidence or false assumptions.

The Ververs in The Golden Bowl (as well as most of
James' American innocents) are also examples of those inno-
cent by virtue of "ignorance of the special fact." (The
Ververs have no way of dlscovering the prior felatien of the
Prince and Charlotte, and thus are unable to avold the com-
plications ensulng from the placing of these two in the
intimate assoclatlon of a common househeld. Likewise,
Isabel, in The Portralt of a Lady, and Milly, in The Wings
of the Dove, are victims of concealed information.) The
Ververs, of course, are also innocent in thebsecohd, and
more important, sense, in that they are initially unable to
recognize the face of evil in the world. They do not know
its nature, are barely aware of 1ts existehce, and thelr ex-
perlience 1s an indoctrinatien into the fact of its presence
and the nature of its qualities. |
| In addition to the linnocence which arises out of
ignorance, either of the special fact or of the essentlal
nature of evil, there 1s the innocent destruction wrought |
by the agent who appears to be a "victim of fate," in which

the agent may or may not be possessed of a prior knowledge
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or experience of evil. Included in this category of de-
struction are the accldental slayingé, all the disastrous
consequences which can be attributed only to an unfortunate
combination of circumstance and chance. A classical example
of this type of unintended catastrophé 1s the ill-fated
slaying of Hyacinth by the misgulded disc of Apollo. The
fact that in some versions of the legend, the blame is laid
on Aeolus, who supposedly deflected Apollo‘s-aim out of
Jjealousy, suggests that the ancients recognized that it was
impossible to account for such "innocent catastrophes" ex-
cept by attributing them to thelintervention of malevélent
gods. This particular type of "innocent catastrophe" is not
particularly frequent as a 1itefary subject (its limitations
are obvious) but modern examples do occur how and then. One
such examplé would be the auto wreck in The Qgggg Gatsby,
where Myrtle Wilson rushes onto the highway at the precise
moment of the approach of the oncoming "death car." An-
other illustration of this type of unprémeditated disaster
would be the innocent transmission of the fatal influenza
gernm by Laura to her loﬁer Adam in Katherine Anne Porter's

Akin to the accldental disaster which 1s effected
through the unwitting "agent of fate," 1s the destrucﬁive
consequence produced bj the action of the "victim of pas-
sion." Conrad, for example, is fond of thé theme of be-

trayai enacted by the man who, in the moment of crisis, re-
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sponds to instinct rather than consclilence. Lord Jim was in
no sense evil ("He was one of us"), yet at the mément of
| cholce he deserﬁed his charge and leaped to safety. Arsat,
the Malay warrior in "The Lagoon," left his brother to be
slain by the pursuersfﬁhile he'eséaped with his captured
bride to the false paradise of the lagoon. The Question of
—the relative guilt or innocence of the victim of instinct
is obviously a highly compiicated one, but it is clear at
least that such a man does not consciously intend a harmful
result to follow his act. Thus he 1s innocent in intentioh,
if not in conseqguence.  And hié;culpability would appear to
be mitigated by the fact that his weakness emerges when he
is put in a situation of stress where he does not have time
to think his way to a solution. Hils is the flaw of weakness
rather then perversity; he is, I think, more a victim than
a culprit. |
The final category c¢f innocents 1g one I have men-
‘tioned already. It 1s that of children and madmen, those who
obviously are not capable of méking the moral choice (and
hence are "innocent" iﬁ the eyes of soclety) though they are
quite capable of performing the destructive act. The type of
the dangerous child-innocent is well illustraiedvby the
demonic infants in James' The Turn of the Screw. A more re-
cent study of the yoking of evil with childish innocence oc-
curs in Wflliam March's The Bad Seed. The lunatic in

'Katherine Anne Porter's "Noon Wine" illustrates what Porter
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calls "the dubious innocence of madness."

In summary, it’may be sald that ﬁhe term "innocence"
must include purity of motive and absence of knowing particl-
pation in evil. 'Purity of intention may be established on
any one of the following gfounds: innocence arising out of
ignorance of the specific fact; innocence arising out of ig-
norance of the nature of evil; innocence of the "agent‘of
fate; innééence of the "victim of instinct"; inhocence of
thosé lacking normal aduit intelligence. A."destructive in-
nocent" 1s thus one who is innocent by the above criteria
and whése actions or presence result in a harmful conse-
quence. |

Although a breékdown of the various typés and modes
of innocence is revealing in showing the complexity of its
meaning and applications, I have made no attempt in this
study to illustrate each of the varlous categorles in the
above classification. I am interested,‘rather, in showing
the operation of.two basic types of destruétive innocence,
which may best be described simply as "active" and "passive."
The active agents are those committed io some'cause'or pur-
pose whose ends they promote at the cost of the soclety
about them. The principal examples of thls type are pre=-

gsented in the critiques of The Quiet American (the political

visionary) and The Horse's Mouth (the artist who is destruc-
tive in that he is "disruptive" to normal society). The

second type, that of the passive destructive innocent, in-
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cludes those innocehts who, by thelr very presence, serve
to provoke the destructive act. By providing the occasion
for the expression of the evil gesture, they'themselves act
as agents of destruction. The fullest studies of this type
occur in the sections on The Golden Bowl (which shows the
innocence-evil dialectic operating on the domestic level)
and "Néon Wine" (the type of the madman).

In addition to theée four central studies, I have
taken note of the theme of innocent destruction as 1t ap-
pears elsewhere in the work of the authors consldered. My
aim has been simply to show that the theme of destructive
innocence is a major one in the contemporary novel, and to
réveal through a close study of typical exaﬁples, some of‘

its characteristic thematic applications.



CHAPTER II
GRAHAM GREENE AND THE LEPER WITHOUT A BELL
"Innocence is like a dumb leper who has lost his bell,

wandering the world, meaning no harm."

Fowler, in The Quieit American

The work of Graham Greene consists of a continuous
probing of the nature of good and evil,‘their intéfrelation-
ships, and.their impact upon the humah soul as it becomes
the agent now of lnnocence, now of its antithesis, evil.

The relationship, for Greene, is never a simple one. For

in his universe good is always tainted with the stain of
evil, may, indeed, become the agent performing the destruc-
tive action, and evil is not content to operate in isolation
but must invariably seek out its counter-manifestation which
‘will both complement and comélete it. Thus one of Greene's
basic themes, if not the major'theme of his work, becomes
that 6f the destructive nature of innocence, & study which
culminates in the portralt of The Qgig& American (published
1956). In fact, ﬁhe image of the "Quiet American" stands

as probably the clearest, most expiicit depiction-of the
"destructive innocent" in this century.

21
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A look at some of the predecessors of The Quiet
American will show how Greene was exploring and experiment-
1ng.with the theme long before he gave it such emphatic
expression in this novel. In Brighton Rock, for example
(published 1938), he offers an early and convincing study
of the innocent who through her efforts to achieve a
divine Jjustice and punish the perpetrators of‘evil, becomes
herself the agency of a destructlon much more inclusive and
damning than was the original wrong she seeks to set right.1

The situation of Brighton Rock contalns 'all those

elements of murder, intrigue, and pursult of which Greene

is sd fond. Fred Hale, a second rate, nondescript newsman,
is pursued and apparently slain by mobsters in revenge for
his part in the killing of thelr leader Kite. Because Fred
actually dies of a heart attack moments before the assassins
lay hands on him, the policé rule that his death is due to
natural causes and refuse to search for a murderer or a
motive. However, Ida Arnold, a jovial seaside habitué who
wés Fred's companion on the day of his death, senses that

something'is amiss, and takes 1t upon herself to apprehend

'Sean 0'Faolain polnts out: "People are so caught
in the net that even when they would do good they do harm--
it is the theme of The Quiet American--and if they are god-
" less, must do harm: as when Ida in Brighton Rock by her pity
for Hale starts a chain of circumstances that brings dis-
aster all round, or when Rose by her human pity for Pinkile
drives him still deeper into evil." The Vanishing Hero:
Studies of the Hero in the Modern Novel (New York: Grosset
& Dunlap, 1957), D. 62.
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and punish the murderers of Fred. In her‘relentless pursuit
of "justice," Ida unwittingly instigates a series of murders,
the slaughter ending only with the suicide (and final dam-
.nation) of her victim.?

Ida herself 1s a study of primal innocence in the
guise of the archetypal earth-mother who retains her gusto
for all the "natural" pleasures of life:

She wasn't old--somewhere in the late thirties or the

early forties--and she was only a little drunk in a

friendly accommodating way. You thought of sucking

bablies when you looked at her, but if she'd borne

them she hadn't let them pull her down . . .2
Though by no meéns a harlot, Ida 1s, still, fond of an oc-
casional romantic seaside interlude, considering such ex-
cursions not "bad" but simply “fun" as a part of what is
"natural" in "human nature" (though inevitably she is dis-
appointed by their outcome). vIda 1s innocent in that she
is unaware of the essentlial nature or pervasive presence of
"evil in the universe. She knows "right" from "wrong" but

is uncomprehending of the true qualities of "good" and

"evil." And it is for the purpose of righting a wrong, of

2R. W. B. Lewls observes that the book is actually
a fusion of the techniques of the "entertainment" and those
of the "tragedy." The entertainment is Ida's, the tragedy
Pinkie's. [The Picaresque Saint: Representative Figures in

Contemgorarﬁ Fiction (Philadelphia: J. B. Lippincott Co.,
1959), p. 243. ’

SGraham Greene, Brighton Rock (Library ed.; London:
Heinemann, 1938), p. 6. All future references to Brighton
Rock will refer to this edition.
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exactlng an -eye for an eye; of inflicting her own, personai,
intuitife brand of justlce that she searches out her haplesé
culprit, driving him on to compound his initiel transgression
with murder after murder, until victim after victim falls in
a sequence of continuing'destfuction,'and Pinkie himself
protests that he is -beilng forced to commit a massacre.’ For
Ida the issues are simply drawh: poor Fred has been killed
and somebody-will have to pay. The cdnsequence for Pinkle
is that her actions drive him into damnation, despair, and,
finally, the ultimate, unforgivable act of self-deStructién.

Pinkle, the seventeen-year-old villein-victim of the
novel, 1s a unique admixture of innocence and evil. Out-
wardly, Pinkie has the smooth cheek and béby features of a |
child. (His name inevitably suggests a state of rnfancy.
And much of the time he is simply referred to as "the Boy.")
" He is so slight and‘unprepOSsessihg that he has difficulty
getting walted on in restaurants and is refused accommoda~
tions at & swank hotel. Yet this downy-faced boy has plot-
ted at least one murder, does not hesltate to employ a razor
to impress a lesson on a "client," and carries in his pocket
a bottle of vitrlol which he lovingly fingers ina kind of
secret ecstasy in anticipation of its use at the proper

moment.4 After the death of Kite, it is Pinkie vho takes

4Lewis polnts out that Pinkie 8 career 1s a.kind of
"gaint's 1life in reverse." He also notes that the seven

';sections of the boek represent an 1nversion of the seven

,sacraments. gg.-cit., p.‘246
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‘over'the léaderSQ}p of the mob.

Although Pinkie is in one sense steeped 1n the
knowledge gnd experience of-evil, he 1s at the same time. a
type of "1hnocent" in that he has not participated in cer-
tain basic human experiences which will complete him as a
mature ﬁerson. At thelbeginning ofbthe nével, Pinkie
neither smokes nor drinks.? And he has hever known a woman.
Indeed he has a horror of all sexual relations,-a dread de-
veloped out of hls childhood observations of the loathsome
Saturday night rituals of his parents,'fcr them a debt to
nature pald with dutiful regularity. When Pinkie 1s finally
forced into marriage (to insure that Rose, as his wlfe, can-
not be forced to testify against him in court), he feels
‘that something baslc in his nature has been insulted and.
defiled. Pinkie's thoughts oﬁ sex;might well be extended
to express his attitude toward many areas of expsrience
where he 1s yet untried: "He knew the traditional actions
-as a man may know the prinéiples of gunnery in chalk on a
blackboard, but to translate the knowledge to actioh, to ﬁhe
smashed viilage and the ravaged woman, one needed help from
the nerves" (177). Thus, though Pinkie has in one sene

lcst his primal innocence, he’hasAnot'yet.entered fully

. 5Lewis observes that Greene, 1ike Conrad, is fond of
", . . characters--especlally wicked charactersg--whose en-

" ergy 1s created by a. sort of purity in their evil intention:
the boy, Pinkie, in risgton ‘Roeck reveals an . intense auster=

ity in ﬁis satanism . . bid., P 26. .
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into the adﬁlt world of human experiénce. The false Edenic
garden of his youth (he hails from a section of London
called Paradise Plece) is long since spoiled, but he has
-not yet found a substitute. He thus is'a kind of wanderer
between the two worlds of childhood and adulthood. His
great ambitlon is to eécape his beginnings--ﬁhe world of
narrovw tenements, swarming brats, and indifferent parents
performing animalistic actions in the dark--and to enter the
fworld of sophistication, wisdom, and affluence represented
by”Colleoni, the succesSful racketeer who lives in piush
hotels surrounded by a ret;nﬁe of deferent underlings, sends
perfumed letters, and carries a gold cigarette lighter.
When Pinkle discovers that his child-bride halls from his
own section of London, he realizes that life has trapped
him back into the world of his origins. When he calls at
Rose's home to bargain for her hand he réalizes ﬁhat he can
nevef escape his beginnings: ". . . when the man opened
his mouth he heard hls father épeaking; that figure in the
corner was his mother; he bargained for hils sister'and‘felt
no desire . . ." (191). | |

Rose herself represeqts é kind of complete and vacu~
~ous lnnocence which has ne;ther'knowledge nor experience of
anything outside her own dreb, meaningless,‘restriétédlworld.
Though Pinkie resents her‘ihnécént state (lacking experience
of love and the}world, she thus lacks value),;he‘yet'per-l

’Ceives’that in one sense they complement eaéhlbtheréi»
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". . she‘belonged to his 1life, like a rbom or a chalr:
she was something which completed him . . ." (167). "She
was good . . . and he was damned:_ they weré made for each
other" (168). |
Ida Arnold represents the good;, generous, earth-

mother whom Pinkie never had. Instead of giving him spirit-
ual nourishment as a mother (Ida's large, friendly breasts
are her prime insignia) she drives him to earth to exapt
vengeance for hls crimes, and 1s satisfied only when he has
- annihilated himself in frantic despair. Likewilse, Colleoni,
the repulsive but elegant mobster, represents a kind of
father-figure but he too rejects Pinkie, excluding him from
the world of sheer, unadulterate evil (where'he miéht at
least have found a.place for himself) just as the lack of a
true mother-principle in his life forever‘bars him from the
worid of Edeniékinnocehce and pﬁrity. His only acceptance
is from Rose; a true innocent, but at the iasﬁ mirute Pinkie
- 18 ready to destroy her jJjust as he destroys virtually every-

thiné he-touches. Pinkle realizes, of course, that essen-
tlally he and Rose complement eéch_otherA(evén their names
are the same) . Presumably'Greene is here saying that Good
 and Evil are but two parts of a whole, and that they can
properly be seen only as two aspects of a single unity.
Exlsting separately (as in Ida'ArnOld, who has no real
‘knowledgevéf'evil) or Colleoni (who knows mothing of good)
they‘ar*,totally‘lacking in significance,or value. Only:
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‘when they are combined 1lnto unity (as by the mating of '
Pinkie and Rose)idoes the reaiity principle of the universe
find expression. | '

In 2gg Power and the g;ggx,‘Greene carries forward
his theme 6f the ambivalent nature of good and evil, showlng
that in the world of actuallty they operate both as anti-
theses and complements. Again,'there 1s the figure of the

;nnocent, representing false or partlal good, intent on

"guilty." 1In Brighton Rock the prey
(Pinkie) was a true criminal, appearing in the gulse of the

driving to ground the

innocent but already steeped in both the knowledge and ex-~
' perience of»evil.‘ In The Power ggg the Glory, Greene in an
ironic revefsal substltutes a briest for the trﬁe-criminal
in the role of the hunted man.6 But criminal and priest

share_a basic affinity in that each carries a knowledge of

6Lewis notes that in the 'trilogy (Brighton Rock,
The Power and the Glory, and The Heart of the Matter), are
presented the principal dramatic personae--the murderer, the
priest, and the policeman--of Greene's recurring drama.
"All three figures, in different embodiments, appear in all
three novels; and they tend more and more to resemble each
other. The murderer, Pinkile, is knowingly a hideously in-
verted priest; the policeman, Scobie, becomes involwved with
‘crimes and criminals; the offlcer in The Pover - and the Glory
has 'something of a priest in his 1ntenn observant'walk
wvhlle the priest in turn has gqueer points of resemulance
with the Yankee killer whose photograph faces his in.ihe
police statlon. The three figures represent, of course, the
shifting and interwoven attributes of thé Greenean man: a
being capable of imitating both Christ and Judas; & person
‘who '1s at once the pursuer and the man pursued: & creature
with the splendld potentiality of either damnation or sal-
vation. Ibid., Pp. 241~ 242. '
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the true nature of evil and its essentisl position with re=-
spect'to both salvation and damnation. In each book, the
knowing man is pursued by an "innocent" agent bent on en-
foreing an ldeal of Jjustilce which is peftial and incomplete,
for each pursuer is deficient in his own comprehension of
the full scope of the operation of evil 1ﬁ & dualistic uni-
verse. ' |

The lieutenant (who is the active agen£ of pursult)
is himselfefhe victim of a savior complex.’! He is intent
on‘bringing to his.countrymen a salvation consistent with
the type of soclal order he envisions as essential. He de-
‘sires to save pis fellows, but the salvation he strives for
is that of the economic and pblitical realms. He not only
refuses to recognize the demends of the human soul which
-the priest.striﬁes to provide for,. but to achieve his alms
will destroy whatever stands in the_wey of'accomplishment.
To him the priest 1s a relic_of an outworn era, & veetige
of an age of superstition and tyraqny'which-is't6 be re=-
placed by the,néwiorder.of soclial refefm:and economic bet-

terment.

, 7The lieutenant's dedication is comparable 10 that
of a priest. This resemblance (already noted) is apparent
even in his outward menner: "There was something of a
priest in his intent observant walk--a theologian going
back over the errors of the past to destroy them again."
~~Hls room is: described as being "as comfortless -as a prison
or a monastic cell." G@raham Greene, The Power end the Glory
. (Uniform ed.; London: Helnemann, 1940), p. 25. All future
.references to The Power and the Glorx will refer to this

B eedition.




30

The setting of the story (a Mexican state which re-
tains certailn primitive, stone age features) suggests the
contrast of 0ld and new time. (Actually, threevlevels of
iime are present. One is represented by the natural set-
ting, the Mexlcan state with its many reminders of a pre-
eivilization era; the second stage 1s the iﬁmediate past
| which to the priest represents the now faded world of his
old‘life, the lost civilization of books, order, respect,
cleanliness, comfort, knowledge, and spifituality; the third
level is that of the new order brought in by the advanced
age, which has destroyed the known past world of the priest.)
The priest, for whom there is no place in the new time, is
in the course of his journey in effect thrust backward in
time to a more primitive, desperate era. The chase becomes
a kind of primeval drama.played out by primitive’allegorical
figures arisipg out of and struggling for'the‘seul of the

human race.® The lieutenant, although basically "innocent"

&

8Morton Zabel observes of Greene's use of the con-

ventions of the detective form, "In fiction of this kind,
action 1tself becomes less real or representative than sym-
bolic. Disbelief 1is suspended in acceptance of the typlcal
or the potential; incredulity ylelds to imeginative recog-
nition . . . If a writer like David. Cecil could say, to the
charge that John Webster's plays are 'extravagant, irration-
- al, and melodramatic,' that 'the battle of heaven and hell

cannot be convincingly conveyed in a mode of humdrum every-
day realism' and that 'the wild and bloody conventions of
Elizabethan melodrama provided a most appropriate vehicle
- for carrying his hell-haunted vision of human existence,' a
‘similar defense could be argued for Greene's melodram; o o e
- Craft and Character: Texts, Method, and Vocation in odern

Fictio"'TNew York: .' Viking, 19577, pp. 287" 288.
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in intention, represents a partial principle of reallty.
He wishes to remold the world into his own rigid but incom-
plete vislon of Jerusalem. He 1is the pragmatic crusader
seeking to impose his own will on external reality. The
"priest 1s not concerned with setting upvhis own structure
__to embody what 1s "good for man," but is instead intent on
pfeserving what is good in man. ﬁe isAstriving to sustain
the di&ine'particle whlch resides beneath ﬁhe human surface
‘of evil, corruption, pettiness, and sorrow. He recognizes
(aﬁd ir his person symbolizes) the truth that man is both
good and evil, flesh and splrit, human and d;vine.

The flight 6f the priest--around which much 6f the
book 1is structﬁred--is itself both a Dantean descent into
hell and a journey backwérd in time. The priest, presum;
ably, represents what ls most valuable out of the tradition
of‘the recent past. He 1s the vislble symbol of the agency
(the Church) which attempts to preserve through the forms
of civiliiation—?tradition, ritﬁal, pattern, order--the in-
hefent spiritual Values of man. Thus the lieutenant--al-
though he sincerely belleves that he is acting under neces-
sity, that it 1s essential to free society from the re-
strictions of superstition and the confinements of formallzed
belief tb prepare the way for the New Order--is, in effect,
jﬁestroying what 1s moét‘valuable'in theésbcial milieu. In-
stead?of cafrying society‘fgrgérd} he is fofcing it back

' into anclent, corrupt codes and patterns.‘ The priest's
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Journey is a discovery of what the world was before 1t was
elevated by the epplication of the spiritusal principle.
It is a journey backward ln time not only in a temporal but
a cosmic sense. It 1s a going back into the world of chaos
and Old Night. The lieutenant--in his pursuit of the priest
--casts him into the world of limbo, where he must suffer
total loss of dignity and reduction of human value. Pre-
sumably, the hellish experience of the priest is a warning
~of what may happen in & world where the forces represented
by the 1ieutenant achieve control. In effect the 1ieuten-
ant, attempting to act as the agent of "good," is thrusting
the world beekiinto a state of pure evil." |

In the opening scene the priest is at the verge of
the sea, 1n a decaying but fairly civilized port, about to
make hils escape'(itseif a recognition of failure_in his
immedlate world).f By answerling a call to the slde of a
dying woman, he is once more trapped back into the world of
jungle, filth, and niding. In the scenes of the native
villages which follow, the‘priest ls shown as having lost
both the veeiments and outward respect due his office. The
revelation that he has fathered a ?Bild by one of the Indian
wbﬁeh shows the extent of his-fusion with the native pat-
terns. When he stands in the line of peasénts being in-
Speeted.by'the lieutenant, who“is searching for the fugltive
priest he 1s passed over because his outward appearance and:

manner 80 resemble those of the natives who surround ‘him.
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The priest undergoes a further reduction in dignity in the
city where he first suffers the defeat of losing the all-
important sacramental wine he has managed to acquire (the
authority from whom he makes his purchase then proceeds ‘
to drink}it up) and then endures ﬁhe humiliation of capture
as a common criminal. In the jail, his status is reduced
st1ll further when he is forced to perform the repugnant
task of emptying the slops of the prison cells.

| The city 1tself is a kind of nightmare world of Dis,
but in his flight into the Jungle‘he descends into even
lower levels of Hell. One of the most lntense scenes occurs
when, starving, he reaches‘a deserted banana station, and
there must struggle with a crippled dog for the meat on a
discafded bone. In the house he discofefs emong the debris
reminders of the world of civilization and peace he has been
forced to flee=--a broken shoe horn (his own shoes are long
since r&ined),‘medicine bottles (he has suffered with fever
so long he no longer pays it any heed), a book of English
poetry. ' ' -

Now the priést experiences a sense of desertion, a
fear that he has been abandoned to.wander perpetually in the
desolate limbo of the spirit:._"It was the oddest thing that .
evef.since that hot and crowded'night in the cell he had
passed into a reglon of abandonment--almost as 1f he had
‘died there with the old man's head on his shoulder and now

wéndered in a kind of 1imbo,,bécause he wasn't good or bad
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enough" (191). Wandering among the empty huts of a deserted
Indian village,vhe i1s tormented with the knowiedge of his
isolation from the human community: "Eﬁ waé] just as if
| a2ll human life were receding before him, as if‘Somebody had
determined that from now on he was to be left alome--alto-
gether alone" (192).

.At this ﬁoment‘he is joined by a human companion--an
Indien woman Carrying a dying child. ©She is like a creature
out of the Stone Age. No real commuﬁication iskpossible be-
tween them, since thngcannot even understand the words of
each other's language. Flnally he makes out that the child
has been shot by the Amerlcan mﬁrderer who 1s at large in
the province (and whose pictﬁfe hangs in the lleutenant's
office‘side by side with that of the priest). The'Indian
woman obviously wants the priest to perform a miracle, to .
restore the child to 1ife. (Bhe expects him to function in
the role of shaman, to apply the.magib formulas and drive
out the evil demons.) The”priest attempts to revive the
child, but in vaiﬁ. Together, they start‘out to carry'thé
dead éhild to a burial groun&! "They might have been the
only survivprs of & world which was dying'but--they ¢arried
the vislible marks of the dying with them" (200). When they
reach'thé cemetery, the priest reéliiés ﬁhai,.though it
contalns Christian symbols, it is not a true Céthol1c burial
ground: "No ﬁfiest could have been concerned in the strange

rough groﬁp; 1£Vwas the‘work of Indians and had nbthing in
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common with the tidy vestments of the Mass and the elabor-
ately worked out symbols of the liturgy. It was like a
short cut to the dark and maglcal heart of the faith--td
the night when graves opened and the dead walked" (200).

Delirious with fever and exhaustlon, the priest
 strugg1es on. Now he is convinced that he has "eséaped too
completely from the world of men" (204). Even the world‘of
nature seems to withdraw before him: ". . . he could feel
life retreating from him all the time.. It wasn't only
people who were golng: even the animals and the reptiles
moved away: presently he would be left alone with nothing
but his own breath" (205).° He becomes convinced that "he
was in & mine shaft, going down into the earth to bury him-
self. Presently he would find his grave" (205).

At this polnt, when he has reachéd the utmost depth
in his journey into the dark pit of hell, he encounters an-
other man. Thils time it 1s a friend, a member of a nearby

village. Frightened, the priést promises to gilve no trouble,

9

The Priest's experlence is in many ways a journey
into what the lieutenant views as essentlal reallty: "It
infuriated him [the lleutenant] to think that there were
still people who believed in & loving and merciful God.
There are mystics who are sald to have experienced God di-
rectly. He was a mystle, too, and what he had experienced
was vacancy--a complete certainty 1in the existence of a
dying, cooling world, of human belngs who had evolved from
animals for no purpose at all" (25). Greene seems to be
saying that when the principle of grace is withheld from
the world, all that remains 1s the indifferent, materialis-
tic universe, hostile or oblivious to the presence and needs
of man.
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vows that he wlll go on, finally attempts to run away.
Suddenly he 1s out of the forest fa¢ing a group of huts
with a big whitewashed building at the edge, which he takes
for a barracks. The stranger gently informs him that 1t is
not a barracks, but a church. He has reached civilization
and freedom at last. It 15 as 1f, without knowing it, he
has journeyed down and passed thréugh the opening in the
leg of Dis which 1s the exit out of hell‘and_the means of
access to the terrestial paradise.

For the prieét, the village proves to be a speclous
Eden. For his hosts, the gentie Lutheran and his sister,
have converted the forms of the church into meaningless
ritual and empty pattern. For them, the cyble of fall,
suffering, and atonement is a myth empty of meaning. The.
priest feels like a traitor here, as if he had deliberately
abandoned his post in time of stress. Thus, he cannot re-
fuse the half-caste Judas (with his serpentine fangs) who
lures him back into the jungle on the pretext that he 1s
needed to administer last rites to the dying American mur-~
derer. The priest goes, reallzing fully that the wounded '
criminal is but bait for a trap set by the cunning lieuten-
ant. 'Inevitably, the priest is captured, tried (in his ab-
sence), and shot (the actual circumstances of his death are
contrasted with the romanticized version of the death of a
martyr as deplcted in a child's stbry book). The priest is.

denied even the comfort of final absolution, and at the
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moment of death, 1s unable to form the appropriate words
for a dying martyr.

Greene's study, then, is the depiction of the de-
struction wrought upon one man by the "innocent" blindness
of the political visionary. (The lieuﬁenant complains that
because of the priest, he has lost two of his own men and
been forced to shoot three hostages.) The pursult and cap-
ture of the priest have, of courée, an extended significance.
For the lieutenant representé all those forces of political
power and social actlon which, in their blind attempts to
purify man's economic and soclal patterns, succeed in de=-
stroying the basic spiritual attributes which are essential
to man's ultimate redemption. "

In his next three fictions (The Ministry of Fear,

1943; The Heart of the Matter, 1948; and The End of the

"~ Affair, 1951), Greene explores the destructive aspects of
an innocence which evolves into an excess of human pity.

The hero of The Ministry of Fear instigates hls own pattern
of destrﬁction when he kills his wife to reliéve her of the
pain of an incurable disease. (Even as a child, he broke a
rat's back rather than watch it suffer.) The guilt for his
act subsequently drives him insane (the second destructive
consequehce)ﬁ Because the jury which tries him pities his
innocence, they acquit him of the murder, and thus damn hinm

to a lifetime of suffering. Innocence (in the sense of "ig-

norance") again becomes a destructive threat when he
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accidentally comes into possession of a film of important
state documents which a spy ring is after. Arthur is not
familiar with the "type" of the spy (only Scotland yard, the
corps of experts, can readlly detect the sples and cope with
their methods). Arthur ls saved from inadverténtly "betiray-
ing" his country only by the adventitious exploding of a
bomb at the crucial moment.!0

The theme of the danger of innocent pity is again
reflected in the actlion of the young hospital aid, who kills
his superior rather than see him subjected to questioning
and torment. Arthur's fiancée is willing to let her trait-
orous brother escape with the secret film rather than risk
his divulging to Arthur the supposedly forgotten murder of
his former wife. (The shock, presumably, might throw Arthur
back into insanity.) The sister insists on preserving the
"appearance" of innocence and ignorance. Her ostensible
motive is to spare Arthuripain. It seems more likely that
it is she who cannot accept the fact of murder, because she
is unwilling.to admit Arthur's fellen state. Thus, by pre=-
tending that the murder did not occur, she preserves the
myth of innccence. 5She can accept Arthur only on these
‘terms. She, too, longs for a return to the loét world of

innocence. Arthur's deed appears to link him to the world

1050seph M. Duffy, Jr., points out: "Like that
other innocent, Alden Pyle, Rowe 1s dangerous because the
case urgently concerns national security and is not a matter
for individual action." "The Lost World of Graham Greene,"
Thought, XXXIII (Summer, 1958), p. 244. |
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of murder and corruption of her assoclates. But she will
not admit such a tie between Arthur and the "others." Both
have killed, but thelr motives were very different. >Arthur,
reallizing her necessity to preserve the lie of lnnocence,
pretends that he has experienced no return of memory. Also,
he conceals from her his knowledge of her role as a spy.
Thus, out of thelr mutual desiré to spare'each other's feel-
ings, thelr marriage 1s set up on a false basis from the
beginning.

Arthur achieves a kind of triumph (in the fact that
he has at least discovered an effective basis for survival),
but it is not the innocent Arthur who finally wins a victory.
He succeeds because he 1ls able to make the transition into
maturlty. He no longer sees himself the hero. of a romantic
child's novel. He knows now that the business of catching
spies is dull and dirty work. He now feels no pity for
those who are slaln because he has lost his own memory of
siffering.

Arthur the Innocent could only be destroyéd by the
world of Evil. Further, he himself would represent a con-
stant menace (in his mercy killings, hisiinability to cope
with spies). Only when he is relieved of the meméry of the
experience of paih can he defeat Evil. He now feels no pity.
He captures the film, but in the process allows the brother
to kill himself.

The moral of the work ig that innocence cannot adapt
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1tself to the world of reallty. The "Justice of Innocence"
is to stop.suffering, even at the cosﬁ of 1life 1tself. But
within the real world, suffering does exist and man must
reconcile himself to the fact of its exlstence.

— Bcoble, in The Heart of the Matter, 1s also a victim
of an excess of plty. His exaggerated concern for others
leads him, first, to compromise himself by borrowing money
from Yusef, the treacherous Syrian dealer ih smuggled goods,
in order to obtain passage money for his wife; and then to
sleep wlth Helen Rolt, the childlike shipwreck victim whose
pathetic innocence Scoble cannot resist. In the complica-
tions which follow, Scoble himself becomes Yusef's agent in
passing forbidden diamonds, and damns himself by partaking
of communion ﬁhile in a state of sin (he cannot face the
consequences of elther breaking with Helen’orﬁconfessing his
unfaithfulness to his wife). After the death of Ali, his
servant'ofvmany years, for which he (Scobie) is at least
indirectly responsible, Scobie chooses suicide as the only
sclutlion to hils problem,11
Thus the innocent intentlon of Scoble leads him

into an ever more entangled path of deceit, duplicity, and

11George Orwell, however, observes in his review of
The Heart of the Matter that "if he [Scoble] were capable of
have got into it earlier . . . if he believes in Hell, he
would not risk going there merely to spare the feellngs of
a couple of neurotic women." The New Yorker, XXIV (July 17,
1948), ppo 61"63. .
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death. In his attempts to spare others, he hopelessly en-
meshes all of thelr lives in a net of pretension and false-
ness. It might be more accurate,lhowever, to say that the
real "destructive innocent" in this book is not Scobie (who,
though pure in intention, has a very real grasp of the ex=-
istence and nature of good and evil) but Helen Rolt, the
child-widow from Angel ﬁill in Bury S8t. Edmunds. Helen is
but one year out of school. The most excliting events of
her life, prior to her marriage and the subsequent shipwreck,
were the triumphs of her school team at netball.‘ When Scoble
first sees her, she 1s clutching in her hands a stamp album,
which contains stamps decorated with plctures of parakeets
-~-"the kind of plcture stamps a child collects" (112). At
first Scoble fanclies that the difference in thelr ages af-
fords him a kind of security in thelr relationship. Inev-
itably, however; Scoble accepts the responsiblility of com=-
forting Helen's lonely position. Unable elther to donfess
his violation to his wife or to termlnate his relation with
Helen (it has quickly degenerated intp the familiar loveless
pattern of his marriage with Loulse), Scobie concludes that
to save the situation he will have to kill himseif. Thus
he calls down upon himself ihe threat of eternal damnation.
Scoblie accurately sums up Helen's part in his destruction

when he muses, "Innocence must die young if it isn't to kill -
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the souls of men."12 | |

It would be a wrenched reading of.ggg End of the
Affalr to see as a ﬁajor theme in 1t the operation of
"destructive innocence." True, the character of the "ignor-
ant 1nndcent" does appeér in Henry Miles, the husband who is
so easily cuckolded by Béndrix (the narrafor) and Sarah.
Bendrix says of Henry: "His question reminded me of how
easy he had been to deceive, 80 easy that he seemed to me
almost a conniver at his wife's unfaithfulness,‘as the man
who leaves loose banknotes in a hotel bedroom connives at
theft . . ."1'3 The consequence of Henry's innocent compla-
cency is, of course, the adultery of his wife‘Sarah. But the
book 1s not about the del&terious effects of adultery, but
about the redemption of Sarah,’who vows to God to break off
her affair with Bendrix if He will restore him to life
(Bendrix has been apparently kilied during an alr raid).
It is Sarah who, in her long struggle to purlfy her soul of
all carnal imperfectlions, finally recaptufes‘something like
an original state of innocence and grace. That Sarah has
reached a point of sanctlty comparable to that of the saint
is revealed in the series of miracles which occur after her

death (culminating in the healing of the scar on the face

12Grraham Greene, The Heart of the Matter (Uniform
ed.; London: Heinemann,‘19485, p. 271.

| 136panam Greene, The End of the Affalr (Library
ed.; London: Helnemann, 1951), p. 12. ‘
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of the radical atheist Smythe). The oniy "destructive"
consequence of Sarah's return to innocence and attainment
of grace is in the unsettlling effect her transformed state
has on the life of Bendrix. Bendrix is left in a condition
of extreme emotional disturbance at the endvof the book.
Reaffirming-his hatred of God {(who has robbed him of the
thing he has loved most), Bendrix vows to get revenge by
robbing God of what He most loves in him (Bendrix). How=-
ever, Greene seems toAbe making the point here that Bendrix
is actually thus moving closer toward acceptance. Presum-
ably, some kind of belief is necessary even for hate (hate
reQuires an object to focus on). And Bendrix's state of
mental anguish seéﬁsbto'be the first stage in the process
of suffering essentlal to the purgatorial experience which
is necessary as a préliminary to ultiméte redemption.

The Heart of the Matter and The End of the Affair

thus may be seen as interyoking members of a dualistic ap-
proach to the same baslc problem. Scoble, because he is
more afrald of ihflicting human suffering than hurting God,
gives up hls own soul to etefnal damnation. ©Sarah Miles is
willing to let another endure pain (for two years Bendrix
1s left with only Jealous speculations'to account for her
disappéarance), and as a counsequence obtains'her own salve-
tion and points the way for others to achieve similar re-
demption if they are willing to "make the great leap."

Greene's study of the threat posed by the destruc-
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tlve lnnocent culminates in his portrait of Alden Pyle, the

"Quiet American." The term American has traditionally been
| assocliated wlth ﬁhe attributes of innocénce, naivet®, and
inexperience. (One thinks immediately of the Jamesian in-
nocents caught 1n the entanglements of the‘cunning European
intriguers, or of Mark Twain's'international travelers, who
are automatically categorized as Innocents abroad.) The
adjective employed in Greene's title suggests, however, that
here 1s to be introduced a somewhat different image of the
American as viewed by the foreign spectator. The American
abroad has, in the past, been distingulshed for.the forelgn
observer by the sheer attribute of nolse which seems to ac-
company him inevltably in his progress across the world.
This quality of nolsiness has, apparently, been identified
wi?h the childish nature of the American abroad, and with
the overall lack of refinement:and.sophisticatibn in Ameri-
can culture; Thus, when Greene speaks of a "gquiet" American,
we are‘led to éxpect, and rightly, a variatibn on the tra-
ditional picture of the rauCOus,.unsophisticated person who
has been so frequently.preéented as the characteristic
American. In the character of Alden Pyle, Greene in effect
creates a new American s‘c.er'eot;)rpe'l‘}+ whose personelity in many

respects is a total contradiction of the accepted inter-

14Ralph Freedman points out that Greene 1is actually
drawing images from conventlonal European stock descriptions
to construct his portrait, including "the mother attachment,
the dedication to handbooks and slogans, malted milks, a
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national image of the typical U. S. éitizen. Alden Pyle
ﬁaé come to the Far East fresh from Harvard (Americans of
the twentleth century go to college). Further, he is not
the first member of his family to be introduced to learning
and culturé. His father before him was a scholar--~a world.
aﬁthority on under-water erosion. (Americans who go abroad
today are not neceésarily all products of the midwestern
business frontier. Pyle's father is a professor, and thus
the family may assert some claim to an acquaintance with
culture extending beyond the present generation.) Pyle thus
may be sald to represent a new type of American traveler
whose primary divergence from his prototypes 1is epitomized
in his essential attribute of quietness. This quietness is
a reflection of his background of culture and refinement
(acquired on native shores). He is literate (although he
igs somewhat onesided in his reading habits), he is refined,
he is "broper" in his deportment, and, far from being grossly
self-assertive, he is, at times, almost self-effacing. Yet,
beneath the superficial refinements of civilization he re-
tains the one essentlal flaw which betrays his lnescapable
Ameriéanism: it 1s th;vflaw of 1nnocence, born out of a
baékground vold of-any real experience in the worid of

reality, cunning, and deceit. And this new American, along

thin sentimental veneer covering ruthless and selfish egolsm,
the crew cut and the monotonous and unbelievable naiveté,

the covetous virginity." "Novel of Contention: 'The Quiet
American,'" Western Review, XXI (Autumn, 1956), p. T77.
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with hie polish and recently acquired appearance of sophis-
ticatlon, carries within him a potential for desiruction
which far transcends that of his boisterous asncestor,  who
was more apt to be offensive in his manners than dangerous
in his actions.

Alden Pyle 1s a man filled with a sense of mis-
sion.15 He is totally devoted to an Ideal, and the world of
ideal constructs. He 1s victimized by a savior complex;
that 1s, he is intent on resculng at least a part of the
world from its degradation, and to achieﬁe this end he 1is
prepared to sacrifice whatever may be required to serve the
cause of Democracy. He is determined "to do good, not to any
individual person, but to a country, a continent, a world."16
He does not pause to inguire whether the reciplents of his
well=-intentioned program desire the salvation he offers them.

He 1s sublimely unaware of the dangers inherent in his mis-

15Pnilip Rahv comments that "with his [Pyle's] good
intentions and ignorance of political realities, a built=-
in ignorance as it were, he 1s recognizably a late and
rather genteel version of the type that in former days we
used to characterize as the 'lib-lab' do-gooder." "Wicked
American Innocence," Commentary, XXI (May, 1956), p. 489.

16Py1e's attlitude is, of course, intended to re-
flect the typical American enthuslasm for the international
pollitical crusade in the cause of democracy. Nathan A.
Scott comments, "For the Americans, with thelir vast power
and theilr vast program of good will, are, as Fowler sees
them . . . irrevocably--and innocently--'committed' to the
cause of the angels, and their faith ln the goodness of
their own intentions induces them to & policy of meddling
on a global scale. . . ." '"Christian Novelist's Dilemma,"
Christian Century, LXXIII (August 1, 1956), p. 901.



47

sion. He 1ls unquestioningly committed to the righteousness
of h1S'cause and thus rushes blindly to his own (and others')
destruction. 17

?yle has come to Indo-China in the midst of the war,
ostensibly as a part of the American mission for economic
ald. BSecretly, he intends to reconcile the warring factions
through the creation of what he calls a Third Force, abgroup
he expects to form from the followers of General Thé, an
eluslive commander of one of the numerous struggling factions.
Pyle has conceived his plan of liberation from an idea sug-
gested in the works of York Harding, a foreign commentator
who once spent three weeks In Indo-China on his way somewhere
else, and whom Pyle now adulates as an incontrovertible
authority on Eastern affalrs. Pyle is totally blind to the
superficial nature of Harding's analysis of the Eastern
situatlion, just as he 1s blithely unaware of the dangers im-
plicit in his own proposed scheme of liberation. What Pyle
fails to realize is that he is now immersed in the harsh
actuality of war, a situation characterized by all the gory
particulars of conflict, including treacherous connivings of
ego-prompted natlive leaders, senseless mass slayings of

civilians, and blood-spattered sidewalks. Indeed, when Pyle

1"TRahv notes that "Actually, what Greene has done
is to turn the Jamesian theme of innocence ve. experience
inside out. Where James sees thls lnnocence as a redemptive
quality that will save the 014 World, Greene sees 1t as
positively rulnous in the world of today, a kind of insan-
ity." Op. cit., p. 489.
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inadvertently steps in the ﬁloodfof the victims of hls own
"well-intentioned bombing," he does not even recognize the
dark staln for what it 1s. Pyle responds only to the catch-
‘words of Honor, Freedom, Democracy, Liberty. He 1s unmoved
by the sobs of mothers weeping for their slaln children.
He Justifies the slaughter by the complacent observation
that they have died in the cause of democracy.

Indeed, Pyle does not seem to know anything that he
has not gotten from books. He has a great respect for what
he calls the "serious writer."!8 But this term does not
include novelists, poets, or dramatists unless they have
what he calis a "contemporary theme." He systematlcally
expels from hls world-view all things overtly related to
poetic fancy, "unrealistic" romantic ildealism, or the world
of sense and emotion. And yet he 1s trapped in a romantic
fantasy of his own which is totally divorced from reality.'
He is bossessed of an ideal which will ultimately subvert
his humanity and turn him into a kind of moral monster
plindly sacrificing untold human victims on the altar of

hls one truth.

181n his failure to grasp the specifics involved in
“the political realities of war, Pyle bears a marked resem=-
blance to the type described by Wyndham Lewis as the "revo-
lutionary simpleton." This 1s the man who is dangerously
romantic in that "he 1s sick for the things he has never
experienced, or which he is incapable of experienclng--as
the schoolboy, or the curate, or the spinster of stage
tradition, is sick for highly-flavored, 'wicked,’' or blood-
curdling exploits and adventures." DTime and Western Man
(Boston: Beacon Hill Press, 1957), p. 27. .
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The countertype of Pyle 1s the man of "experience,”
Thomas Fowler, the British foreign correspondeﬁt who-relatés
the narrative. 9 Though he is himself a dealer in words,
Fowler has long since rejected the validity of “mental con-
cepts," which for him are analagous to "what dcésn't exist."
He prefers "facts" to "isms and ocracies." And the facts of
the oriental world are.for Fowler those e%er—present minutiae
of basic experilence which "held you as a smell does" and
which must be lived, not.réad about, to be understoéd. After
his arrival Pyle eagerly preséés Fowler for "background in-
formation" on Indo-China. Fowler muses that the "real back-'
ground" consists of "the gold of the rice fields under a
flat late sun; the fishers' fragile cranes hovering over the
fields like mosquifoes; the cups of tea on an old abbot's
platform, with his bed and his gommerclal calendars, his
buckets and broken cups, and the junk of a lifetime washed
up around his chalr; the mollusc hats of the girls repairing
the road where a mine had burst . . ."20 As to the natives

caught up in the war, Fowler realistiéally asserts that they

19G. L. Arnold, in his review of the novel, remarks
that Fowler is a "Humphrey Bogart type" descended from the
"tough guy" American (quoted in Rahv, gp. cit., p. 488).
Thils comparison hardly seems apt, since the American tough
guy is generally a criminal, and thus, by definition, com=-
mitted to action of some sort. ‘ A _

20gpraham Greene, The Quiet American (New York:
Viking, 1956), p. 23. All future references to The Quiet
American will refer to this editlon.
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want nelther communism nor democracy: "'They want enoﬁgh
rice . . . They don't want to be shot af . « .« They want
one day to be much the same as another . . . They don't want
our white skins around teliing them what they want . .'. in
five hundred years there may be no New York or Lohdon, but
they'll be growing paddy in these fields, they'll be carrying
thelr produce to market on long poles wearing thelr polnted
hats . . " (119).21 Fowler outwardly rejects all but the
most baslic levels of human experience, including all ab-
stractions such as God, Love, Honor, Justice. He prefers to
think of himself as a man without opihions, and thus calls
himself a reporter, rather than a cdrrespondent. The re-
porter 1s obligated merely to write what he sees, but the
correspondent is expected to have opinions.

Unliké Pyle, Fowler has as his primary aim to avoid
commitment of any kind.?22 He prides himself that he is de-~

gag€ from all involvement in human affairs. He does not

21Nathan Scott points out that it is the Americans'
ignorance of these concrete politlcal realitles that makes
their course of action so brutal in its 1lssue: "That is
what the American innocence comes to as Fowler sees 1t in
Indo-China: it 1s an linsensibility, an ignorance of con-
crete political realities, that makes every action brutal,
desplte the humanitarian idealism by which 1t 1s lnspired,
. because it is irrelevant to actual human need." - Scot®,

op.. cit., p. 901.

22Robert 0. Evans has done an interesting analysis
of the novel as a study in exlstentlalist ethlc, particu-
larly as it bears on the problem of choice-making. "Ex-
istentialism in Greene's "The Qulet American,'" Modern"
Fiction Studies, III (Autumn, 1957), pp. 241-248.
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allow himself'the lﬁxury--nor the painQ—of opinions. He is
(or tries to be) not involved: "It had been an article of
my creed. The human condition béing what 1t was, let then
fight; let them lose, let them murder, I would not be in-
volved" (27). Hence his r;fusal to consider himself a cor-
respondent; . . . for him, "even an opinion is a kind of
action" (27). |

Thus Fowler's position as reporter and his studied
pose of detachment are contrasted with Pyle's role as active
political emissary and his eagerness to be a determining
agent ln the shaping of events about him. Thelr baslic di-
vergence of attltude is reflected on every level.23 It 1s
the inescapable antagonism of youth and age, romanticist
and realist, innocence and experiehce. The felation between
Fowler and Pyle,resembles'that of father and son, the father
wearlied of invoivement with 1ife and now withdrawn into
passive observation taking as his fixgg purpose not to change
the order of events but to detach himself from them so that

he may endure as little pain as possible. The son, on the

23Joseph M. Duffy, Jr., polnts out that at the same
time the two men are attracted toward each other's point of
view: "At the same time, Fowler, who eventually betrays
Pyle and who is ideologically indifferent, cynlcal, and
corrupt, is half-drawn toward Pyle's innocent idealism
(Pyle is much more strongly attracted to Fowler--the in-
clinatlion, familiar as a theme in American literature, of
innocence to experience)." Op. cit., p. 232. Duffy also
notes that ". . . the importance of The Quiet American is
- in its portrayal of powerfully motlvated innocence as a
dangerous form of madness that needs to be controlled or
eliminated." Ibid., p. 230.
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other hand, 1s impatient with the indifference of age, sees
life as a personal challenge, a battlefield laid out for his
own lmminent triumph over the forces of treachery, lust,
death, all that is dark and terrible in the world. Fowler,
watching Pyle, recognizes in him many of the traits of his
own youthful period of initiation. In part, Pyle's ini-
tlation 1is not only that of youth into age but also that of
any westerner seeking to comprehend and accommodate himself
to the unfamillar ways of the East. Fowler, remembering
his first days in Indo-China, reminisces: ". . . Hadn't I
on my flrst walk up the rue Catinat noticed first the shop
with the Guerlain perfume and comforted myself with the
thought that after all Europe was only distant thirty
hours?™ (21). Now, of course, Fowler has long since com-
pleted his period of indoctrination and adjustment. In fact,
the foreign land no longer seems forelgn; he now thinks of
it, rather than England, as home:
When I first came I counted the days of my assighment
like a schoolboy marking off the days of the term; I
thought I was tied to what was left of Bloomsbury
Square and the 73 bus passing the portico of Euston
and springtime in the local in Torrington Place. Now
the bulbs would be out in the square garden, and I
didn't care a damn. I wanted a day punctuated by
those quick reports that might be car exhausts or
might be grenades, I wanted to keep the sight of those
silk-trousered figures moving with grace through the
‘humid noon, I wanted Phuong, and my home had shifted
its ground elght thousand miles (24).

The initliation process is, of course, much more

than an acclimatization experience. It is the traditional
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ritual of the fifst encounter of youth with pure evil (for
.the eff;cts of war as presented here can be described only}
as the visible consequence of the evil forces which have
produced.them). The unihitiate American might be called a
latter day Young Goodman Brown, lost 1n a foreign wood of
dark intrigue. Unlike hls predecessor, howevef, he has com-
mitted himself to the forces of "evil," without even being
aware that he 1s lost in the forést; hé becomes an active
agent of the destruction of others,24 and must eventually
himself be destroyed, for he 1s unable to recognlze the true
nature of the forces he 1s dealing with and refuses to as-
sume gullt for the consequences of hls acts.

Pylé and Fowler thus represent tﬁo contrary atti-
tudes toward life and the clrcumstances which immediately
surround them. Each reflects, to some extent, an attitude
more or less typical of the country he represents. That 1is,
Fowler, as a kind of Britlsh coloﬁial';gent, has long since
learned to accept the ways of the country where he is sta-
tioned. He has adapted himself to the pace of life there.
He has established himself comfortably with an orlental
mistress, and even smokes oplum after the fashlon of the

natives. (He is not an addict, he merely finds it a pleas-

24Camus polnts out that there 1ls always some
question as to whether "innocence, the moment it becomes in-
volved in actién, can avoid committing murder." The Rebel:
An Essay on Men in Revolt (New York: Vintage, 1958), p. &.
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ant local cﬁstom.) He has no desire to interfere with
local affalrs, but chooses rather to adapt himself to them.
Pyle, however, as the “typlcal" American, is filled with a
passion for doing somefhing. 'What he lacks in understanding
he compensates for.in his desire for achievement. The two
men emerge as seml-allegorlcal figures who serve as symbols
in an lnternational triangle of Britain, America, and the .
meeting ground of the two, Indo-~-China. Here are the famil-
iar British colonial type, who}understands and accepts the
eastern milleu for ﬁhat it 1s; the aggressive western Ameri-
can, éager to "free" the subject people; and the hapless
oriental, wishing véinly that both would leave him to-settle
his affairs in private.

This international triangle 1s mirrored explicitly
in the novel by the relationship that develops when Pyle
falls in love with Phuong, Fowler's native mistress. Fowler
has achieved a highly satisfactory relationship with Phuong.
The daughter of a mendarin, she bestows on Fowler all the
customary slavish attention of the typical or;ental woman.
In the evening, she makes tea and prepares his opium pipe.
When‘he desires physic;i Intercourse, she quickly assents,
si;ce she considers 1t her proper functlon simply to fulfill
her master's desires in all things. Phuong cannot, however,
supply Fowler's need for intellectual communicatlion. Early
in their relationship, Fowler had attempted to talk with

Phuong, but he quickly discovered that intellectual communion
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was not possible between them. At that time, he had been
disturbed by the realization that he could possess only her
body, not her mind, but ultimately he had come to accept
thelr mental separation as part of the barrier that always
separates one human from another, ahd finally he had come to
take a certain pleasure in Phuong's ignorance and incom-
municativeness:

Phuong was . . . wonderfully ignorant: if Hitler had

come into the conversation she would have interrupted

to ask who he was. The explanation would be made more

difflcult because she had never met a German or a Pole

and had only the vaguest knowledge of European geog-

. raphy, though about Princess Margaret, of course, she

‘knew more than I (5).
(Princess Margaret was a speclal 1deél of Phuong, and she
spent much tlme studying her scrapbook of the activities
of the royal family.) Fowler accepts the fact that love in
the western sense 1s not the basis of their relationship.
Indeed, Phuong (like many of her countrywomen) probably
would not comprehend the meaning of love as sﬁch. But
Phuong is content with her relation with Fowler. He pro-
vides shelter, money for trips to the ice cream parlor each
morning and frequent visits to the movies in the afternoon,v
a bright new searf occasionaliy. Pyle imagines that he
understands Phuong and ‘expresses a ‘desire to "protect her,"
but Fowler harshly tells him to "1'leave Phuoné alone. Like
any other woman, she'd rather have & good--'" (And a mortar

crashing at thls point saves Boston ears from the harsh

Anglo-Saxon word.) (71) Fowler cennot, however, marry
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FPhuong. His British wife 1s High Church, and he knows 1t
is futile to ask her for a divorce. (They have been sepa-
rated for many years and Fowler has had other companions be-
‘fore Phuong. His wife 1s especlally bitter about this
point.) Fowler knows that if he loses Phuong, it will be
difficult for him to find another mistress. Above all, he
dreads the loneliness of a companionless.old age, and thus
hates Pyle for his intention of robbing him of Phuong.
Fowler has rgached the age when he values the familiar, un-
disturbed péttern of 1life. For him, his relation with Phuong
is not an exciting romantic adventure, but a comforteble,
familiar routine of existence: ". . . she was the hiss of
steam, the clink of a cup; she wés a certain houf of the
night and the promise of rest" (5).

Pyle, however, 1s not‘so prosalc in his attitude
toward Phuong. For him, she repreéents idealized womanhood,
a fitting Eastern reciplent of the adulation which the
Western male traditlonally bestows upon his love-object.
Pyle's defense of his desire to take Phuong from her present
patron is that he wishes to "protect" her. He wants tb give
her marriage, respectability; childrén--all the things
Fowler cannot offer. He wants to save her from the pbten—
tial danger of 1life in a brothel. Indeed, Pyle's visit to
the "House of Five Hundred Girls" is indicative of the ex-
tent of his sexual naiveté. Pyle has gone there in the com-

‘pany of Bill Granger, the nolsy, drunken American reporter
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who fulfllls in every way the stereotype of the bolsterous
American. Granger 1s crude in his every thought and action.
Seelng Fowler with Phuong, and discovering that he (Granger)
cannot get a date with her, he announces that he wants a
"ipilece of tail'" and with this in mind, he rushes off to
the House of Five Hundred Girls. Pyle accompanies him with
the innocent intention of providing the protection which
Granger, in hils drunken state, seems to need. However, when
Fowler arri#es, shortly afterwards, he discovers that it is
Pyle who is 1in need of protection. The eager ladles of the
House are swarming about the two men, pulling at their per-
sons, pleading for thelr attentions. Bill Granger is de-
lighted by his popularity, apparently assumling that the
flattering attentionbis somehow a tribute to his own mas-
culinity. (Actually, the two Americans are the only cus-
tomers that afternoon, since the local militia has béen con-~
fined to quarters to awalt orders to action.) Pyle, on the
contrary, is terrified, and 1s frantically trying to extri-
cate himself from the hysterical women. Fowler mercifully
reséues him from the embarrassing situation, and they leave
Granger to enjoy the attentlons, presumably, of thé entire
contingenf of flve hundred women.

When Fowler sees the look of frantic dilsmay on
Pyle's face in the brothel, he suddenly reallzes that Pylé
is probably é virgin. This suspicion 1s later reihforced

by the manner in which Pyle dances with Phuong, holding her
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at arm's length, as if he were about to sever contact at
any moment. Pyle is éuite interested; however, when Phuong's
sister (who joins the group briefly) discusses Phuong's need
of children, and he agrees fervently that all parents deserve
to be presented with grandchlldren at some point. Later,
when a group of female lmpersonators appear as part of the
floor show, Pyle insists that the group leave, protesting
that such a demonstration is unsultable for Phuong. At
this time Fowler, unaware of the danger Pyle represents,
wishes merely to protect him. Looking back later, he per-
ceives that it was he who needed protection:

That was ny first instinct--to protectkhim. It never

occurred to me that there was greater need to protect

myself. Innocence always calls mutely for protection,

when we would be so much wiser to guard ourselves

against 1t; innocence 1is llke a dumb leper who has

lost his bell, wandering the world, meaning no harm

(40). :

Fowler's next encounter with Pyle 1s at the front.

Fowler has made one of his periodic trips north and 1s stay-
ing with a French detachment, when Pyle appears in his tent
in the middle of the night. Pyle, 1in the apparent 1nvulnef-
abillity of his youth and innocence, has survived a river
journey (alone) which no sane man would even have consid-
ered undértaking. He has come to the front to see Fowler,
to énnounce to him (in accord with his own stiff notions of
honor) that he, Pyle, has falleh in love with Phudng. Fowler
is at once irritated by Pyle's smug alr of having done the

right thing, by his complacent attitude that Phuong will
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choose him as the fitter of the two men, and by his bland
assumption that Fowler will act in accordance with his own
youthful notions of honor and right conduct. Pyle keeps
insisting that he knows that Fowler is "absolutely straight"
"and affirms thét, after all, "'we both have her interests
at heart'" (71). Finally Fowler, goaded beyond the point
of containment; plurts out in protest: "'I don't care that
for her interests. You can have her interests. 1 only want
her body. I want her in bed with me. I'd rather ruin her
and sleep with her than, than--look after her damned in-
terests'" (71).

Fowler now realizes that Pyle poses a real threat to
his own comfortable pattern of 1life. Pyle insists that let-
ting Phuong choose between them is "fair enough," but Fowler
wonders: ". . . was it falr? I felt for the first time the
premonitory chill of loneliness. It was all fantastic, and
yet, and yet . . . He might be a poor lover, but I was the
poor man. He had in his hand the infinite riches of respec— .
tability" (69-70). Pyle has inadvertently struck at the
very heart of the older man's sense of insecurity:

From childhood I had never belleved 1in permanence,
and yet I had longed for it. Always I was afrald of
losing happiness. Thls month, next year, Phuong
would leave me. If not next year, in three years.

- Death was the only absolute value in my world. Lose
life and one would lose nothing again forever. I
envied those would could believe in a God, and I
distrusted them. I felt they were keeping thelr cour-
age up with a fable of the chengeless and permanent.

Death was far more certain than God, and with death
there would be no longer the dally possibillty of
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love's dying. The nightmare of a future of boredom
and indifference would 1ift (50). :

Thus Alden Pyle, through his candid revelation of his 1n—d
tentions toward Phuong, commiis his first overt act of de-
struction. He has seriously thréatened Fowler's happiness,
but, having eased his consclence through his confesslon, he
ig satisfied that he has done the "right thing" and ob-
viously no longer "feels bad" about the situation.

The second triangle in which Pyle and Fowler are
~engaged has as its third member not an object of love but
the condition of war. (As one of the French officers re-
marks, war and love have always been compared.) Neilther
man 1s, of course, an active participant in the fighting,
just as the nation each.represents is not ostensibly in-
volved in the action. Fowler, by virtue of his profession,
is stationed in Indo~China striétly in the capacliy of ob~
server, a recorder of events of a struggle waged (for him)
on forelgn soill. As remarked earlier, he carefuliy main-
tains his position of one degagé, refusing to take sides or
even to hold opinions as to the merits of the issues in-
volved. Pyle, although he.haé come in the guise of a
civilian emissary with the avowed pufpose of alleviating
the economic 1lls of the country, secretly intends to teake
an active role in the struggle, apparently confident that
he éan instigate a politicai coup (through the operation of
the mythical Third Force) that will bring peace to the war-

ring factions and serve the best interests of all concerned.
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Pyle, however, 1s unaware of the grim realitiés and terrible
'_consequences of war, Jjust as he 1ls unable to comprehend the
truth of the political lssues involved (he thinks invariably
in terms of the slogans and panaceas discovered in the works -
of his beloved York Harding). Fowler, although he claims to
have no real interest in the underlying motives and pfinciples
involved in the conflict, has a clear knowledge of the mean-
ing of war in terms of humen experience. Unlike the other
correspondents, whose knowledge of the war 1s based on the
scant information gleaned from "staged" visits to the front
(where the French dole out highiy screéned statistics),
Fowler periodically visits the front lines, to seek out the
grim truth behind the‘phony French press releases. In one
memorable episode, Fowler goes with a French patrol operat-
ing out of the deserted city of Phat Diem. Moving through
the empty streets, Fowler notes a dead body in the street,
around whose head the flles ére collecting. The repulsive-
ness of the scene is quickly eclipsed, however, by the sight
of a canal glutted with lnnumerable Dbodles of clvilians, the
remains of a religious procession trapped ln the cross~fire
of the two armies four days earlier. The gruesome aspect
of the experience 1ls then intensifled by the canal crossing,
during which the boat becomes wedged among the corpses, and
the boatman must sink his pole into a shoal of human clay
to free thé boat; Once on the othef glde, the patrol pro-

ceeds to a native farmhouse, where they spend most of their
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time simply “"walting" for the war to resume, but finally
succeed in killing a.woman and child (probably the farmhouse
was their home).

The point of Fowler's journey is that he thus shows
his willingness to face the unpleasant truihs of war, here
experienced as a river of.decaying bodies and a mother slain
with her child. For most.of the other reporters, the war
is & kind of mythic abstraction, whose true nature they are
either unwilling or unable to comprehend. For Granger and
the other correspondents, thelr assignment consists of a
period §f drinking and whoring, interrupted by occasional
safe visits to the front under the auspices‘of the French,
who thoughtfully attempt to make their visits as safe and
painless as possible, at the same time providing some sem-
blance of the actual front line conference. Fowler is not
satisfied to report the phony war. He moves into the front
line, seeking out 1ts reality in the grim facts of the spe-
cific devastation. | |

Fowler is aware of the difficulty of discovering the
"reality" of war or any situation. Even on the front line,
the fighting has certain unreal qualities. (Pyle, on the
other hand, makes no attempt to Qollect empirical evidence
in order to discover the concrete truth behind the abstract
issues. For him, the war 1s lnevitably fought in terms of
the slogens of York Harding.) Even in the city of Phat~

Diem, where Fowler watches the battle from a cathedral tower
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before going on the patrol, the war has a fixed, unreal
quality, like a still shot of the Boer War seen in an old
copy of the Illustrated London News. From the tower, Fowler
observes an alrplane dropping supplles in the distance, but
because 1t always returns to the same place for its glide;
1t seems not to héve moved. The parachute appears to hang
always in the same spot, suspended halfway to earth. The
mortar bursts above the plain are unchanging, the smoke as
solid as stone. From this distance, the war "is very tidy
and clean." Only in the muck and rubble of tﬁe street, in
the Dantean journey across the sullied river, in the killing
of a mother and child, is the reél way discovered. This is
the war'that Pyle does not know. And here 1s polsed a basic
igsue of Greene's book: the nature of experience and man's
proper relatibn to.it.

| Thé action of this novel, like that of moét of
Greene's works, is played out against a background of re-
liglous considerations. (However, the religious element is
not nearly éo prominent here as in many of the other novels.)
Fowler, the central viewpoint character, is himself an athe-
1st, and he‘offers ironic atheiétic commentary on many of
the events of the novel. Viewlng the frightened population
of Phat Diem (including Catholics, Buddhists,‘and pagans)
who have crowded into the temple in the bellef that they will
here be safe, he reflects (in answer to the priest's as=

sertion "'we are neutral here. It is God's territory.'"):
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". . . it's a strange population God has in his kingdom,
frightened, cold, starving . . . You'd think a great king
would do better than that" (56). Later, at the native farm-
house, he notes "{wo hidebus oleographs of the Sacred Heart
and the Mother ahd Child" on the living room walls. (The
Juxtaposition of this obéervation with the lmmediately fol-
lowing description of the slain mother and child provides
an ironic and self-evident parallel.) Observing the holy
medal worn by the lieutenant inspecting the body of the
slain child, Fowler thinks, "The juju doesn't work" (63).

The religious elemenf of the book ié most bronounced,
however, in the description of the curious Caodaist religious
festival, a yearly phenomenon which all the local dignitaries
attend as courtesy to the Caodaist group. Cacdaism, a re-
ligion of recent origin, 1s a curious blend of three di#er—
gent religious philosophies--Buddhism, Confuclanism, and
Roman Catholicism. The Holy See of Caodalsm is located at
Tonjin. There the Caodalsts are ruled by a pope and his
female cardinals. In tﬁelr temple Christ and Buddha look
down on a "Walt Disney fantasia" of "snakes and dragons in
technicolor" (103). Above the door ihe Eye of God keeps
wateh over Saint Victor Hugo in the uniform of the French
Academy with a halo around hls tricorn hat pointing at Sun
Yat Sen who is inscribing noble sentiments on a tablet:
"The dragons with lionlike heads climbed the pulpit; on the

roof Christ exposed his bleeding hearti. Buddha sat . . .
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with his lap empty; Confucius' beard hung meagerly down,
like a waterfall in the dry season" (110). For Fowler, the
bizarre hodgepodge of religious syﬁbol holds no convinéing-
ness:

The Pope worked his prophecies with a pencll in a mov-

able 11d and the people believed. In any vision some-

where you could find the planchette. I had no visions

or miracles in my repertolre of memory . . . The Jjob of

a reporter is to expose and record. I had never in my

career discovered the inexplicable (110).
The creed of the Caodalsts 1s an intellectual analogue of
the ludicrous eclecticism of their grotesque religlous orna-
mentation. Interviewing the Pope's deputy, Féwler notes how
like a gramophone record his speech 1s, as he explains:
"Caodaism was a religlous synthesis . . . the best of all
réligions . » « missionaries had been dispatched to Los
Angeles . . . the secrets of the Great Pyramid" (106). The
High Priest, a chaln smoker who scatters ashes as he talks,
uses the word'ngg often. In parting, he reminds Fowler
that "'. . . God loves the truth.'" When Fowler parries
with "'Which truth?'", the priest enswers glibly, "'In the
Caodaist faith all tfuths are reconciled, and truth is
love'" (106). But Fowler has alfeady noted that the
priest's face is both cunning and corrupt.

The Caodaist religious machinery apparently repre-

sents for Fowler the ultimate distillation of all the ir-
rationality and hypocritic superstition which (Fowler feels)

inevitably accompany any religlious movement. The Caodalsts
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have reached a high.point in religious hocus pocus, incor-
porating into thelr falth in a sweeping synthesls the banal-
ities, 1llogicalities, ahd fanciful uhrealities of centuries
of both eastern and western religlous traditions. For Fowler
the nightmarish banalitles of Caodalsm are a religlous ccun-
terpart of the ludicrous slogans and meaningless abstractions
of Pyle's political theories; Fowler percelves both the
grotesqueness and the corruption inherent in their religioﬁs
hodgepodge,.but he credits them for the fact that their
hypocrisy has at least won them arms, suppllies, and even
cold cash. Pyle, characteristically, falls to detect the
sinister aspects of the Caodalst organization. His anélysis
of them is that they are "friendly people" who will respdnd
pfoperly if they are treated with kindnesé. (Fowler knows
that even at the festival Pyle is promoting a polipical tie-
-up with the Caodaist leaders--the Caodalsts ére‘one of’the
warring factions in the country.) Pyle rides back with
Fowier, but midway they are halted when the car runs out of
gesoline. (The Caodalsts have funneled it out, just as they
have stolen Pyle's muffler for conversion into a bomb.) The
two men spend the night in a patrol tower manned by two
frightened young natives. Fowler and Pyle pass the tense
hours in the tower exchanging ldeas on.the basic issues of
the book: love (sex), politics, and God. The tower in this
scene serves as & kind of dual.  symbol. It becomes, first

of all, a kind of tower of contemplation where the two men
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withdraw to meditate and share thelr ideas on the basic
lssues of 1life. Also, occupied as it 1s by its solely male
‘inhabitants, 1t operates as a kind of symbol of essential
maleness. That is, the.two men now withdraw into their es-
sentially male selves, meet on terms of their basic mascu-
linity, and face the central issue of the clash between them
which involves their contrary attitudes toward virtually |
every aspect of 1life. (Their earlier relationship, that of
father-son, experience and innocence, has now been trans-
formed by thelr new roles as men competing for the affec-
tions of the same woman.) In their colloquy in the tower,
Fowler consistently rejects all-"mental concepts" and af=-
firms the validity of the facts of experience over the
fancles of the intellect. He explalns that he does not be-
lieve in God because he can find no reason why he should.
Pyle, as might be expected, is a Unitarian. (This belief
adequateiy reflects Pyle's preference for a‘légical, unemo-
tional approach to existence. One also 1s reminded of the
Unitarian tendency to refine God out of exlstence, to dis-
sipate the idea of divinity into an extremely tenuous mental
concept. As with the Caodalsts, the God of the Unitarians
ié extremely difficult to characterize or get hold of.)

In the realm of politics, Fowler asserts that the
people of the East want neither commgnism;nor démocracy; but
enough rice to eat and the assurance that they wlll not be

shot at. When Eylé protests that they also need freedom of
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thought, Fowler answers, "'Thought's a luxury. Do you think
the peasant sits and thinks of God and democracy when he
gets inside his mud hut at night?'" (120).

When the talk turns to women, Pyle confesses that
he has never had a "real experience" with a girl. He then
candidly questlions Fowler about hls own sexual experlences.
Fowler answers that perhaps four women in his life have been
truly important to him. (The other forty-odd he accounts
for as a result of mistaken notions of hyglene and of one's
social obligations.) Fowler then sums up his present atti-
tude:

". . . I've reached the age when sex isn't the problem
so much as old age and death. I wake up with these
in mind, and not a woman's body. I just don't want to

“be alone in my last decade. That's all . . . I'd
gsooner have a woman in the same room--even one I didn't
love. But if Phuong left me, would I have the energy
to find another?"

"If that's all she means to you . . ."

In his reply, Fowler sums up the exact nature of the
threat posed by the young American: "'All, Pyle? Wait until
ydu're afrald of the years alone with no companion and a
nursing home at the end of 1it'" (133).

Fowler attempts to explain to Pyle the nature of
his relation to Phuong:

M., . It [lovd isn't in their nature. You'll find
that out. It's a cliche to call them children--but
there's one thing which is childish. They love you in
return for klndness, security, the presents you glve
them--they hate you for a blow or an injustice. They

don't know what it's like--just walking into a room and
loving a stranger. For an aging man, Pyle, it's very
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secure--she won't run away from home so long as the
home is happy" (132).

Just as the conversation is about to turn to God
oncé again, the Vietminh open fire on the tower, and Fowler
and Pyle are forced to flee for their lives. (Pyle wants
to kill the native gﬁards, but Fowler.prevents him from
this. Iﬁ is Fowler who 1s the humanltarian in the moment of
speclfic application. Pyle is ready to sacrifice anyone in
the ilnterest of expediency and thé service of his ideal.)

In the frantic exit from the tower, Fowler seriously injdres
his leg. Thus he 1s put in the uncomfortable position of
depending for ald and protection on Pyle, who 1lnsists on
saviﬁg his 1ife. Fowler can never forgive him for this,
since he had, after all, come east to be ki11ed.

The interval after their return to safety is con-
cerned with.Pyle's discovery of Fowler's duplicity toward
Phuong (he has kept from her both the fact that he has been
ordered back home to England and the news that hls wife has
flatly refused him a divorce) and Fowler's simultaneous de-
tection of the nature and scope of Pyle's secret mission in
Indo~China. During fhis time Phuong 1eaves Fowler for Pyle,
who through private contacts has been operating through
General Thé and cooperating in the manufacture of a new
type of bomb made from a plastic substance called Diolacton.
At first, there are only a few lnnocent bombings around
toﬁn, causing little damage. Then there 1s a major demo=~

lition, a setting-off of the blg bomb in the mllk bar,



70
- Which results in the death or brutal maiming of many women
and children. The bomb had exploded at 11:30 a.m., the
shopping hour, when the square was full of women. Fowler
knows that Phuong always visits the milk bar at this hour.
(Milk, with its assocliations with infancy and nourishment,
here has the obvious connotation of 1lnnocence and purity.
Also, as Fowler remarks, the Dlolacton used in the bombs
has something to do with milk--as the name suggests. Here,
Diolacton, derived from milk, suggests the ideals of in-
nocénce and purity gone wrong; that which should nourish
now destrqys.) Fowler dlscovers Pyle, squeamishly viewing
the blood and chaos, and pleads with him to help find Phuong
in the wreckage. When Pyle assures him that Phuong is safe,
since he had warned her to stay away at that hour, Fowlef
realizes that Pyle 1s implicated in the bombing beyond
.justification.- He angrily inguires why the plotters chose
.this precise hour, when the square would be full of women
and children. Pyle lamely replies that a parade had sup-
posedly been scheduled for 11:30. He defends General Théj
insisting that someone (perhaps the Communists) have de-
~celved him, but Fowler reminds him that for General Théj
such a demonstration (the slaying of women and children) is
much better than the killing of a few colonels 1in a parade;
The mass slaughter of civilians is real news, a stroke that
will put Thé in the headlines at once.

It is at this point that Fowler realizes the true
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threat of Pyle's innocence. Looking at him, he thinks:
"What's the good? He'll always be innocent, you‘can't
blame the innocent, they are always gulltless. All you can
do is control.them or eliminate them. Innocence l1ls a kind
of insanity" (215-216).

Fowler now knows that Pyle must be stopped at all
costs. He contacts Heng, the native leader who first re-
vealed to him Pyle’s'association.with the bombs and with
General Thé, and together they plot the death of Pyle.
Fowler is to invite the young man to dinner at a public
vrestaurant that evening. On the way Heng's men will quietly
dispose of him as he crosses the dark Dakow bridge. In an
interview with Pyle earlier in the evening, Fowler momentar-
ily releﬁts and decides to warn Pyle. But Pyle insistently
injects his absurd platitudes 1into the conversation, finally
driving Fowler in despair to let the plan proceed as planned.
Pyle explalns that he has no'thought of breaking with General
Thé over the bombing incident. He has, however, seen Thé,
and has spoken to him "very severely." ‘Fowler notes that
"He spoke like the capﬁain of é~school team who has found
one of his boys breaking his training.™ Pylé also reveals
that he has gotten permission from Washington to reimburse
the relativés of the bombing victims for the inconvenience
the dlsaster caused them. Anyway, he explains, they were
"only war casualties" who, in a way, "died for democracy."

With this, Fowler's decision is irreversible. Now only God
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can save Pyle, should He choose to intervene.

But God does not intervene, and Pyle is discovered,
accqrding to schedule, murdered by & rusty bayonet and left
to die in the Dakow mud.

Thus Fowler has at last become engagé. He has dis-
covered the essential truth of the fact volced earlier by
Heng, his coconspirator: "'Sooner or later, one has to take
sides~~1if one is to remain human.'" Fowler thus discovers
that 1f one is to live at all, he cannot remain an idle
spectator of the "drama' of human events, but must become
himself both an actor and a shaper of the action. Fowler
has, by his action, acquired an 1lrremovable guilt} And,
since he has renounced God, he 1is left to bear alone the
knowledge of that guilt.

Heng's comments are virtually a paraphrase of T. S.
Eliot's remarks on Baudelaire (1930), which suggest that
Fowler's present state of damnation is more desirable than
his prior condition of apathy and moral paralysis:

So far as we are human, what we do must be elther
evil or good; so far as we do evll or good, we are
human; and i1t 1s better, in a paradoxical way, to do
evil than to do nothlng; at least, we exlst. It 1s
true to say that the glory of man 1is hils capaclity for
salvation; it is also true to say that his glory 1s his
capacity for damnation. The worst that can be said of
most of our malefactors, from statesmen to thieves, 1s

that they are not men enough to be damned.25

Heretofore, thé réporter has stood in danger of

_ 25Quoted in another connection in his discussion of
Greene by Zabel, op. cit., p. 283.
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being neither "hot enough" or "cold enough" in the terms of
the Angel of Revelation.26 Now he has at least made a posi-
tive commitment. He has supported a basic human value--
that of 1life itself--against the valn intellectualisms in-
herent in slogans and political abstractions.

Everything has gone "right" with Fowlér since the
death of Pyle. Phuong has come back to him and his wife haé
unexplainably decided to grant him the long desired divorce.
Yet he is haunted by the image of the young man with the
crew cut and the slogans of York Harding at his lips.

Phuong pretends that she is content, but Fowler knows she
can never forgive him his robbing hér of her one chance to
see the Statue of Liberty and the Royal Gorge. The police,
though suspicious, have been unable to Incriminate Fowler
in the murder plot. Fowler himself lacks the courage td
confess, but he points out to the police that iIn reality it
is‘York Harding who 1s responsible for Pyle's death:

‘%, ., . Pyle came out here full of York Harding's

ideas. Harding had been here once for & week on hils

way from Bangkok to Tokyo. Pyle made the mistake of

putting his 1dea into practice. Harding wrote about

a Third Force. Pyle formed one--a shoddy little

bandit with two thousand men and a couple of tame

tigers. He got mixed up" (220).
As for Fowler, "Everything had gone right with me since he

_ 26umpese things salth the Amen . . . I know thy works,
that thou art neither cold nor hot; I would thou wert cold
or hot. 8o then, because thou art lukewarm, and neither
cold or hot, I will spue thee out of my mouth." Rev. 3,
14-16. Quoted in a different context in his chapter on

Greene by Lewis, op. eit., p. 252.
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had died, but how I ﬁ&shed there exlsted someone to whom I
could say that I was sorry" (249).

Thus the "inﬁocent" American has produced a triple
‘path.of destruction. Firsﬁ, he has disrupted the pérsonal
relatlion between Fowier and Phuong. Next, his efforts in
the political sphere have resulted only in the senseleés
slaughter of civilians, mostly womeﬁ and children. Finally,
by his forcing of Fowler to take positive efforts to destroy
him, he has cast Fowler into a state of damnation for which
there can be, for him, no redemption.

The innocents of Grahavareene may thus'be seen'to
fall into two major categories. The first ihcludes the
"passive innocents"--the childlike Helen ﬁ;lt and the suf-
fering Mrs. Rowe (hot actually a character--only a motive-~
in the book). The loneliness and sgony of these pathetlc
ones can be relleved only at the cost of adultery or murder
committed by the Man of Pity. The second type--of which
Alden Pyle 1s the final 1ssue--1s the actlvely destructive
innocent: the justice=ridden lda Arnold, the single-~
purposed Lieutenant, the illusloned Alden Pyle, who, them-
selves knowing 6nly a simple standard of "right and wrong,"
search out as victims those who are endoﬁed with an aware-
ness of "good and evil." 1In each instance, the consequence
is the ostensible damnation of the victim: The boj—criminal
is driven to commit a massacre; the pfiest loses all the

outward vestments of ais statlon, falls into drunkenness and
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‘débauchery, and finally dles without absolution; the degagé
English reporter is forced at last to perform the unequlvocal
act of involvement, at the price of his own eternal damnatlion
(since no means of absolution is available to him). But
usually there is the implied premise that the outward dem-
netion is essential to the inward salvation. Scoble sees
clearly that he is a kind of Christ. The Priest obviously
attains the status of martyrdom, even though he is robbed
of its nominal attributes; And even Fowler, the reluctant
murderer, has, by inference, attained a more desirable status
than that of the sterile non-participant which he endured be-
fore his involvement in violence. Greene's apparent message
1s that the path of salvatlon passes necessarily through the
slough of damnation. To achieve redemption, one must be
willing to assume the stigmata of the damned soul. Only
through the willing assumption of guilt and sufferlng can
the purgatorial process be successfully set in operation and

the soul recelve its ultimate purification and redemption.



CHAPTER III

HENRY JAMES: OF INNOCENCE IN THE GUILT AND
OF GUILT IN THE INNOCENCE
", . . beneath the stylistic surface, the portentous‘
snobbery, the golden display, of James's work, there

lurk forms of violence and chaos.".

Stephen Spender

The chief preoccupation of the ﬁajor works of Henry
James 1s, manifestly, the depiction of the archetypal en- |
counter of innocence with experience. Repeatedly, James
turns to the Adamic myth as his source, tracing its outlines
through the innoceni's‘;mergence into the untried world of
knowledge, the encounter, fall (the consequent moral growth
resulting in felix culpz), and, finally, the process of com-
ing to terms with the subsequent enlargement of experiencé.
A catalogue of the Jamesian linnocents constitutes:a compre=-
hensive listing of his chief works: Christopher Newman in
The American; Dalsy Miller; Hyacinth Robinson in The Princess
Casamassima; Miles and Flora (and/or the governess, according

to the reading one gives the work) in The Turn of the Screw;

Lambert Strether in The Ambassadors; Isabel Archer in The

Portralt of a Lady; Milly Theale in The Wings of the Dove;
| 76 |
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and Maggle and Adam Verver in The Golden Bowl. Characteris-
tically, the good-evil dlalectic is set up in terms of
American innocence ensnared by 0ld World decadence. The
initiation is brought about through the Americans' encouﬁter
with previously unknown patterns, forms, valueé, which repre-
sent the corrupt heritage of the 01ld World. (This is not to
imply that James was blind to the positive values of the
European tréditibn. But ﬁhen the initiaﬁbry process repre-
sents Ilntroduction into evll, it is the decadent aspects of
the tradition which emerge as significant.)

The Jamesian encounter isbnot, however, a mere de-
piction of blameless American purity trapped and crushed by
corrupt European exploiters.1 James again and agaln dri#es
home the point that it i1s the Americans who, in their search
for an enlargement of experience, deliberately seek out the
agents of thelr own destruction. And i1t is the Americans'
insistent blindness to the dangers inherent in their pre-
carious situations which stimulates the European conspira-
tors to concelve and execute thelr various schemes of ex-
ploitation. Thus the Americans~-the Isabel Archers, the

Milly Theales, the Maggie and Adam Ververs--act themselves

1R. W. B. Lewls observes,,"James saw deeply--and
he was the flrst American writer to do so--that innocence
could be cruel as well as vulnerable. The American Adam:
Innocence, Tragedy, and Iradition in the Nineteenth Cen-
tury (U. of Chicago, 19559, p. 154. Lewis 1s here over-
looking the even earlier examples of cruel lnnocence 1n
Hawthorne; e. g. Dimmesdale 1in The Scarlet Letter and Hilds

in The Marble Faun.
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as passive agents of their own destruction.? In a sense,
the passive innocents of James have as their prototype the
image of destruétive innocence set forth by Melville in
Billy Eggg. Billy 1s an archetypal figure of Christ-like
purity, but his very presence ls sufficient to evoke the
operation of evil in the person of Claggart. (The most
satlisfactory explanatioh of Claggart's apparently unmoti-
vated hostillty towards Billy is that the mere existence
of such ﬁnmitigated purity is adequate cause to arouse in
Claggart a perverse desire to attack and corrupt.) Of
course, thé Jamesian explolters have a more lmmediate, per-
sonal motive than the perverse sullying of unmixed good.
But both Billy and his American descendants provoke the
immoral act. |

Frequently, in James, a bargain 1s struck for an
exchange of European "experience" on the one hand and Amer-
ican "ready cash" on the other. Too late, the Americans
realize that they have been the victims of an unfalr ex-
.change of values, that an assumed principle of reciprocity
was not in operation. They come to terms with their dis-
covery in various ways: Isabel Archer chooses to live with

her mistake; Mllly Theale effects a very literal renunci-

2Elizabeth Stevenson points out that "one strange
revelation of thesellnternationaﬂ novels 1s that goodness
may provoke evil. By being consplcuous enough, proud
enough, or blind enough it does just that." The Crooked
Corridor: A Study of Henry Jemes (New York: Macmillan
Co., 1949), p. 89. |
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ation of her life, making as her terminal gesture an act,bf
unparalleled gratuitous magnanimity. Maggle Verver, alone of
the trio, comes to terms wlth and éonquers evil on its own
ground, using its own techniques and‘instruments Which she
has mastered with such acuity.

| Always, the Jamesian indoctrination. into evil is a
highiy educative process. The American initiate galns im-
meagurably in moral perspective and total awafeness of self
and others. And, not infrequently, the European predator
takes a lesson of.equal value from his American victim.J
Thus the process 1ls both rédemptive and destructive. The
theme of the American innocents operating as agents of both
destruction and redemption is stated with especial vivlidness
in The Golden Bowl. The Ververs, by the fact of thelr
presence, provide the occasion for the immoral act; but the
ultimate consequence of the sequence of events they unknow-
ingly activate is a mutually instructive process for those
concerned.

The morallperfection of Adam Verver and his daughter

is repeatedly emphasized throughout the novel. The Prince,
speaking to Maggie, suggests that she is a creature shaped

by some lost Golden Age rather than by present time:

5Philip Rahv notes that "James's tendency is to re-
solve this drama of entanglements by finally accepting what
Europe offers on condition that it cleanse itself of it
taint of evil through an alliance with New World virtue."
Image and Idea: Fourteen Essays on Literary Themes
(Norfolk, Conn.: New Directions, 1949), p. 7.
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"'. . . you . . . are not of this age. You're a creature of

a braver and finer one, and the cilnquecento, at 1ts most
gblden‘hour, wouldn't have been asﬁamed of you.’"4 Later,
commenting to Charlotte on Maggle's rather unnatural state
of bliss, he says of her: M10f course she's happy, thank
God! Only it's almost terrible, you know, the happiness of
young, good, generous_creétures. It ?a;her frightens one.
But the Blessed Virgin and all the Saints . . . have her
in their keeping.'" (52). Charlotte also uses the word
i"c.errible" in referring to Maggle's overwhelming goodness
and the demands which such an immaculate spirit places on
those who encounter it: "'She lets everything go but her
own dispositioh to be kind to you. It's of herself that
she asks efforts~-so far as she ever has to ask them . . .
And that'é terrible . . . unless one 1s almost as good as
she . . . Nobody 1s decent enough, good enough, to stand 1t
--not without help from religion, or something of that
kind . . .'" (102). |

Maggie herselfl realizes that her innocence is in
part a result of her having lived an artificially sheltered
existence. She points out to her father ﬁhat she does not
know how she would respond to adversity because she has never

endured any real sorrow in her life: "'I don' t know, I

4Henry James, The Golden Bowl (New York: Chas.
Scribner's Sons, 1922), Vol. I, p. 13. All future refer-
ences to The Golden Bowl will refer to thls edition.
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admit, what I should do 1f I were lonely and sore--for what
sorrow, to speak of, have I ever had in my life? I don't
know even if I'm proud--it seems to me the question has
never come up for me. . . . 1've never had the least
blow!'" (131). Her carefully protected existence has glven
her a eertain prim quality, a quality which has caused
others to ncte her resemblance to a nun. Yet her father
recognizes that her lnnocence 1s not merely that of the
cloister. He detects within her a certain "mythological®
quality suggestive of the nymphf Thus Maggie's fall into
knowledge has a dual agspect. On the one hand, 1t marks her
emergence out of the sheltered existence of her nun-like
(Christian) state of artificially preserved innocence. At
the same time, her transformation is a re-enactment of an
even earlier cycle of loss of a natural, pre-Christian para-
dise. (The Obvious'parallel hére 1s that of Donatello,
Hawthorne's faun, who, like Maggle, represents an image out
of a pre-Christian epoch.) Thus Maggie's loss is twofold:
she is deprived of both the innate (faun-like) and artifi-
clally induced (nun-like) aspects of her innocénce. (The
point of Maggie's resemblance to a nymph should not be over-
stressed. Actually, it is only her father who percelives
thls quality which is, for the most part, submerged in her
typidal outward manner which reflects the nun, not the

nymph. )

It is Mrs. Assingham, the constant choral inter-
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preter, who sums up most effectively the imperfection of
Maggie's perfection (her state of imperception) and who,
later, recognizes most clearly her necessity to redeen
herself through emergence into full moral consciousness:
"'There are things . . ..that no one could tell Maggie. . . .
She'd be so frightened. ©She'd be . . . so hurt. She wasn't
born to know evil. She must never know it'" (77-78).
Later, She}perceives that 1t 1s only through a recognition
and acceptance of the fact of Evil that Maggie can save
herself:

"Maggie was the creature in the world to whom a wrong

thing could least be communicated. It was as if her

imagination had been closed to it, her sense alto-

gether sealed. That therefore . . . 1s what will now

have to happen. Her senge willl have to open. . . . to

what's called Evil--with a very big E; for the first

time in her life. To the discovery of it, to the

knowledge of it, to the crude experience of it. . . .

To the harsh bewlldering brush, the daily chilling

- breath of it" (384-385).
The childlike innocence of Adam (the implications

of his first name are self-evident?) fully matches that of

5But there is much disagreement as to the inter-
pretation of the Ververs' surname. R. W. B. Lewls says that
it 1s a "two-syllable suggestion of greenness or freshness."
Op. eit., p. 154. F. O. Matthiessen comments that both
syllables suggest spring. Henry James: The Major Phase
(London: Oxford University Press, 1944), p. 88. And Raymond
Mortimer notes that “verver" is Latin for "wether." ‘"Henry
James," Horizon, VII (May, 1943), p. 322. Verve 1is defined
simply as "marked aptitude or talent" and this seems to me -
to be the most likely meaning as here applicable. For the
Ververs do demonstrate a marked aptitude or talent for 1life
in thelr adjustments to a previously unencountered situatlion.
Verve also refers to "vivacity of imagination" as well as
Tenthusiasm" and "spirit." These traits also characterize
Adam Verver and his daughter.
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his daughter. Though older, he is, in the terms of the
Prince, "as bad--that is, as good--as herself" (11).
Adam's appearance reflects the absence of pretense and
cunning in his nature. He is a small, self-effacing man
whose physical presence in no way suggests those gualities
of assumed importance which might be expected to accompany
. hls position and achievement in the world. The salient
feature of his face is that it is "clear“ (170). It re-
sembles "a small decent room, clean-swept and unencumbered
with furniture" out of which look a pair of eyes "youthfuily,
almost strangely beautiful" which are like "a pair of ample
and uncurtained windows" (170). Twice in the novel, it is
suggested that Adam is actually "younger" than Charlotte
(once by Charlotte herself, once by Fénny). Agaln, it is
Fanny who most effectlvely sums up Adam as "an incredible
.little 1dealist1" (281).

Together, Adam and Magglie Verver typify the charac-
teristic Jameslan American innocent. Thelr faith i1s a char-
acteristic "American good faith" (10) and their blindness
to the imperfections of the world about them is nourished
by an inescapably romantic view of life. To the Prince's
obsefvation that "'You Americans are almost incredibly
romantic'" (11), Maggie replies, "'Of course, we are.
That's just what makes everything so nice for us. . . . The
world, the beautiful world--or everything in.it that 1s

beautiful . . . we see so much'" (11). On this the Prince
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reflects that there seems to be no real_foily atﬂéched to
their romantic‘dispositions, for, to appearance, they enjoy
"innocent pleasures, pleasures without penalties®" (11).

There are, of course, ingscapable penalties attached
to the "innocent pleasures" of Adam and Maggie. Through
their innocent desire to extend thelr range of experience,
as well as because of their mutual concern for each other's
welfare, they seek a new member to complete their "magic
circle." Adam's choice of Charlotte creates a situatibn
which is chérged with destructive potential. True, the
‘Ververs have no way of ascertalning the prior relation of
the Prince and Charlotte, a relation which obviously colors
thelr later situatlion aé members of the same household. Yet,
had Maggie and her father not been éo totally absorbed in
thelr own shared, exclusive world; and, further, had they
not so persistently clung to their romantic failth in the
inherent goodness of mankind, commensurate with their own
moral perfection--then the intriguers would certéinly not
have found it'so easy to put.their subtle scheme into oper-
ation. As it 1s, the Ververs, as if deliberately subverting A
the good intentions of thelr gposi, provide them with an op-
portunity which 1s imposslble to refuse.

The Prince is indeed a "persohage" in the eyes of
the Ververs. He 1s a representative of the "great world" as

opposed to the restricted "little world" of the Ververs.®

6Philip Rahv points out that the Américan search for
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He is one of the few survivors of an ancient tradition, one
of the last of the "real" princes. Not only is his heritage
bound up with a tradition of‘greatness, but it bears the
imprint of all the marriages, crimes, follies, and bound-
less b8tises which comprise the history of hls house. His
race has been notably possessed of certain vlices, arrogance
and greed foremost among thém. Although the Prince conéoles
himself that he 1s free of the latter, he 1s forced to
recognize that he is, nonetheless, stamped with the mark of
his race. "Its presence in him was like the consciousness
of some inexpugnable scent in which his clothes, his whole
person, his hands and the hair of his head, might have been
stamped as in some chemical bath" (16). Thus, though the
Ververs thraugh the Prince assoclate themselfes with a
tradition of graﬁdeur from which thelr American backgroﬁnd
has heretqfore excluded them, they, at the same time, lay

themselves open to all the deceits, connivances, and corrupt

experience 1s a re-enactment of the Faustian urge to explore
"Ithe little and the great world.' -~ Wir sehen die kleine,
dann die grosse Welt." However there is a confusion of
roles, since the protagonist is unsure as to. whether he is
to play the part of Gretchen or Faust, seducer or seduced.
"It may be that this confusion of roles is the inner source
of the famous Jamesian ambigulty and ever-recurring theme

of betrayal. James's herclnes--his Isabel Archers and Milly
Theales and Maggle Ververs--are they not somehow always be-
ing victimized by the 'great world' even as they succeed in
mastering 1t? Gretchen-like in their innocence, they none
the less enact the Faustian role in their uninterrupted pur-
sult of experience and in the use of the truly Mephistophe-
lean gold of thelr millionaire-fathers to buy up the brains
and beauty and nobility of the clivilization that enchants
them." Op. cit., p. 11. _

23
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machinations implicit in that tradition.
The prince, however, reveals by no outward sign the
seeds of decelt within. His inward degeneracy (marked by an
_ absence of the "moral sense") i1s offset by an outward charm,
grace, and concern for "form." (Indeed, the Prince adheres
to a concern for "gppearance” or "form" in lieu of accepted
morality.) In every way, the Prince seeks to comprehend and
accommodate himself to the unfamiliar patterns of 1life in the
English-American household. In the early years of his mar-
riage, he takes speclal care to attend to the desires and
comforts of his father-in-law, who, observing the smooth way
Amerigo has fitted himself to the household, concludes that
Amerigo is very "round" in all his aspects. Amerigo himself
recognizes, however, hls fatal lack of the moral sense. To
Fanny he confesses:
"I've of course something that in our poor old dear
backward Rome sufficlently passes for it. But it's no
more like yours than the tortuous stone stalrcase--half-
rulned into the bargain!--in some castle of our guat-
trocento is like the 'lightning elevator' in one of
Mr. Verver's fifteen~-story buildings. Ours i1s slow
and steep and unlighted, with so many of the steps
missing that--well, it's as short, in almost any case,
to turn around and come down again® (31). :
The Prince, too, has his own sense of romance, and
it includes as its center the "passion of personal loyalty."
It 1is precisely to this sense that the Ververs never appeal.
For them, the Prince 1s never called uponﬂto be tested or

tried:s ". . . one had never to plot or to lie for them. . .

one had never to lie in wait wilth the dagger and. the cup.
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These were the services that, by all romantic traditioms,
were consecrated to affection quite as much as to hate"
(315). Because thelr demands on him are so few, the Prince
feels that there is a deflciency of the "personal relation"
with the Ververs. And, although the Prince has mastered the
outward forms of'English soclety, he feels that here, too,
something of him is left out: ". . . he had learned to do
the English things . . . in the English way . . ." (327)
but "'English soclety . . .' cut him in two" (3%28). "His
body, very constantly, was engaged at the front--in shoot~-
ing, in riding, in golfing, in walking, over the fine diag-
onals of meadow~paths or round the pocketed corners of bil-
liard tables" (327-328) but he feels a constant need "of
returning upon himself, of . . . rejolning there . . . that
part of his mind not engaged at the front" (327). Further-
moréfJQith the English he feels "reduced," relegated to a
posifion of inferiority by people themselves his inferiors.
He 1s like a man with a private shiningvstar or decoration
which is needed to complete his identity but which he is
forced to'keep hidden because such ornaments are not gener-
ally worn (328). The Prince experiences a sense of full
recognition, of existing as a "congruent whole" only when
he i1g by himself, or with his own people, or alone with
Mrs. Verver. |

Charlotte Stant, like Prince Amerigo, is something

of a personage. Though she has no home in the world, and
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no great means (her lack of wealth had been the irremovable
impediment blocking her marriage to the Prince), she creates
in others a sense of a presence which is somehow higher, .-
finer, elevated above the common level of humanity. She
generates an immedlate effect of competency and assurance,
an abllity to cope with all situations. ©She suggests "winds
and waves and custom-houses . . . far off countries and‘long
journeys, the knowledge of how and where and the habit,
founded on long experience, of not being afraid" (45). For
Maggie, Charlotte représents a "grander" way of 1life than
her own. She finde Charlotte "'Great in nature, in charac-
ter, in spirit. Great in 11fe!™ (180). And the Prince seés
in her "a rare, a special pfoduct" (54) possessed of some -
"rare gift of nature to which you could scarce give a defin-
ite name" (54). She is like "some wonderful finished instru-
ment, something intently made for exhibition, for a
prize" (47). |

| Charlotte shares wlth Amerigo the suggestlion of a
corrupt ancestry. Though an American, she Was.born in Flor-
ence of parents who themselves were "demoralised,"fﬁeing "of
a corrupt generation." Her posifion in society is, simply,
that of an adventuress, and her appeérance suggests her "ad-
venturous situatién" (45). She displays the "sylvan head of
a huntress" (46).

Charlotte has, manifestly, rejected'her American

heritage. Mrs. Assiﬁgham points out early that Charlotte
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"'doesn't like her country'" (40). Charlotte herself admits
that America doesn't seem to be her own country (56). Mrs.
Assingham later observes of Charlotte that "'. . . she hates
America. There was no place for her there--she didn't fit
in'" (68).

Indeed, Charlotte's attitudes and affinities are
.much more closely allled to the Prince and the anclent herlt-
age he represénts than with her fellow countrymen. Her very
method of operation has a notable resemblance to 0ld World
tactics of expediency. When she arrives at Fawns and dis-
covers that the Ververs are encumbered with unwelcome guests,
Charlotte simply "clears them out" as by the operation of
some superior force. She acts wlith the directness of a
Borgia dispensing wine to unsuspecting guegts (193~194).

Charlotte's affinity to the Prince is further empha-
slzed by her remarkabie facility in Italian. To account for
the mystery of hor perfect control of his native tongue, the
Prince posits some remote, unknown Tuscan ancestor, who now
makes himself known in Charlotte's "blood and in her tone"
(55). Observing thaﬁ Charlotte displays the same consider-
ation aﬁd attentive attitude toward him that the Prince has
customarily shown, Adam wonders 1f they are not somehow as-
soclated with the same "tradition, training, tact, or‘what-
ever else one might call it" (205). And when the Prince
oomplains that he cannot understand his relatives because he

is "too different,'" Charlotte replies, meaningfully, "'Yet
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you're not . . . too different from me'" (311). The extent
of Charlotte's assimilation of 0ld World standardé is later
.fully revealed when 1t is she, not the Prince, who takes
the inltlative 1n thelr scheme of duplicity.

From the first, the marriages are set up on a false
basis. Although Maggle clearly loves her husband, she is
incapable, at first, of comprehending with any completeness
certain unexposed aspects of his nature. The Prince warns
her that although she may know his public history--the ac-
counts of the follies, crimes, plunders, wastes of his in-
famous ancestry, all carefully documented and writﬁen up
in books--s8till, she knows nothing of his "personal quality,"
the single self, unknown but important (9). (Maggle nalvely
retorts that she is not afraid of history.) For the Ververs,
then, the Prince represents an unkﬁown quantity, but one
which they assume will supplement gnd enrich their own rather
meagre store of experlences. Charlotte, too, 1s seen as a
mode of entry into life on a "grander" scale, and it is for
the ostensible purpose of thus enlarging their lives that

Adem and Maggie bring Charlotte into their circle.”

TPnilip Rehv asserts that "since Whitman and James
the American creative mind, seizing at last upon what had
long been denied to 1t, has found the terms and objects of
its activity in the urge toward the immersion in experience.
It is this search for experience, conducted on diverse and
often conflicting levels of consciousness, which has been
the dominant, quintessential theme of the characteristic
American literary production--from Leaves of Grass to .
Winegsburg, Ohio and beyond; and the more typically American
the writer--a f figure like Thomas Wolfe l1ls a patent example-~
the more deeply does it engulf him." Op. eit., p. 8.
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Charlotte, also, warns Adam that he does not know her, but he
.casually turns her cautlion aside.

For Adam, both the Prince and Charlotte represent
important additions to hls collection of rare items. Adam
is one of the greét collectors of the world. It was the in-
stinet of the collector which had finally moved him for
the acceptance of the Prince's suit. The Prihce had shown
the "great mafks and signs . . . the high authenticities"
of the rare, precious‘object (i4o); Maggie explains,
"'You're at any rate a part of his collection . . . one of
the rare things that can only be got over here. You're a
‘rarity, an Objecf of beauty, an object of price'" (12).
Charlotte, too, impresses Adam as presenting the same note
of "reality" that he had occasionally observed in his great
finds (196). It is Adam's way to apply the same test of
value to "new human acquisitions" and "old Persian carpets."
In this way he had satisfled himself both about Amerigo and
a Bernadino Luini he had discovered; in the same way he
evaluates the extraordinary set of oriental tilgs he pur-
chases shortly before he makes his offer to Charlotte. |

The marriages, then, are grounded on false premises
from the beginning. In an innocent desire to wideh-the
scope of their restficted lives, the Ververs choose mates
whose essential identities they are incapable, by nature,
of fully comprehending. Thus the unions ére incomplete

because the Ververs never really "have" their mates. Adam,
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Judging from his experience in appraising valuable "things,"'
appllies a false set of standards, and thus misses the
subtle, hidden imperfections in the humén acqulsitions.
Finally, his prime motive in oBtaining Charlotte as his
wife 1s palpably fallacious, for he acts not out of a per-
sonal feeling of need or love (the word love is not men-
tioned in his proposal), but from a wish to please Maggie.
Maggie is concerned lest her father feel neglected or "left
out" after her own marriage to the Prince. In order to re-
assure her fhat he feels no sense of loss or exclusion, Adam
proposes to Charlotte, to "put his child at peace."

It 1s significant that both the Prince and Charlotte
enter upon thelr respective unions in the best of faith.
The Prince, contemplating his approaching marriage, VOowSs
that he will be a "decent" son-in-law (5). And in the early
stag@svof his union, he strives consciously to win accept-
ance, to fulfill in every possible way the imége of the
rare; perfect being which thé Ververs take him io be. Of
- course, it is only wlth the entry of Charlotte 1lnto the
household that the Princé is put to any sort of real test.
Fanny assumes (probably.correctly) that the Prince endorsed
Charlotte's union simply because he felt that he was ade-
quate to meet the test (282). Charlotte, also, in Fanny's
view, married in good faith. She apparently believed that
she could match the standards of integrity set by the "in-
credible little idealist," her future husband (281). Char-



_ 93
lotte wailted, significantly, for the acceptance of both
Maggle and the Prince before shé accepted Adam's suit. The
Prince granted his approval because he believed in Charlotté,
and she accepted her opportunity because she felt herself
strong enoﬁgh to Jjustify his trust.
The good intentions of the Prince and Charlotte are,
- however, quickly subverted by the curious conduét of theilr
respective mates. Maggie's marriage to the Prince had done
little to loosen the close tles between herself and her
father. The birth df the Princlipino had served as a link,
not between wife and husband, but between wife and father
(156). The Principino, in fact, was viftually reduced to
" the state of a half-orphan. After Adam's marriage, Maggie
and he continue in their old pattern of shared lntimacy,
utilizing every opportunity to be close together, in "make-
believe renewals of their old life" (252). The Prince
acutely observes that the.pair ls simply undivided by ﬁhe
marriége of each (323), that in her father's house the
Princess would always be Maggle Verver. In his relations
with Charlotte, Adam 1is like a father-in-law rather than a
husband (269). And Charlotte, in her turn, defers to Adam's
wishes in everything, but her acquiescence 1ls perfunctory,
as 1f she were performing the dutles of a remunerative of-
fice (318).
The first public revelation of the dlsturbed state

of affairs in the Verver household occurs at an important
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ball to which both palrs have been invited. Adam; feeling
111, and not particularly fond of social activity anyway,
has stayed behind. Soon after her arrival at the ball,
Maggle leaves to return to her father. The Prince and
Charlotte are thus thrown into a conspicuous pairing, and
Fanny Assingham is quick to detect 1in theilr appearance an
objectionable note of "being together." Charlotte, defend-
ing their situation, ruefully observes to Fanny that Adam's
company is of first necessity to Maggie (258), and that
Maggie, in turn, represents the greatest affection of which
Adam is capable (262). And when Fanny warns the Prince that
Charlotte should be known more as "her husband's wife" (267),
the Prince counteré that Adam should manage to be known more
as "his wife's husband" (272). |
To this point, Charlotte and the Prince have not
truly taken advantage of the oﬁporfunity which the singular
attitude of their mates has set before them. - Shortly after
the ball, however, Charlotte boldly takes the initial step
to utilize the larger freedom of thelr curlous position.
She goes tb the Prince alone (his wife is again spending
'the day with her father at Portland Place) and there boldly
asserts the futility of thelr trying to escape the destiny .
which fate (the Verversf has prepared for them. Thelr unique
situation has comc about with no plottings, no consclous ex-
ertion on their parts. They have been granted an unprece-

dented freedom, but "the magic web had spun itself without
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thelir toll, almost without their touch" (298)} They agree
that theilr own course must be directed toward accepting the
Ververs as they are, utllizing the unexpected liberties
granted them, but spéring the Ververs all knowledge and all
pain. And they seal thelr pledge with a passionate kiss.

It is at Matcham of course, that the Prince and
Charlotte make, at last, the irretractable gesture, the act
which "can be explalned but which canhot be justified.”

They have gone to Matcham alone, at the insistence of Maggie,
to attend a house party at the country estate, and it is here
that they are finally "matched" or paired.8 Contemplating
his present freedom, the Prince muses that it 1s "as perfect
and rounded and lustrous as some huge preéious pearl" (358).
Further, he has not had tc work or scheme to bring about his
presSent opportunity: "He hadn't struggle nor snatched; he
was taking but'what had been given him; the pearl dropped
itself, with its exquisite quality and rarity, straight into
his hand" (358). The Prince and Charlotté discover their
long awaited chance when they contrive to remaln behind after

the other guests leave, and go together to the neighboring

e

8R. P. Blackmur observes that "during her long days
of susplcion without certainty of Charlotte and the Prince,
she [Maggie] had tortured them to go off together, so by
her goodness she had bred theilr wrong, and had so put them
between Scylla and Charybdis, between 'the danger of their
doing too much and that of thelr not having any longer the
confidence or the nerve, or whatever you may call it, to do
enough.'" "Introduction," The Golden Bowl (New York: Grove
Press, 1952), p. xvii.
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town of Gloucester, on the pretext of exploring the tourist
attractions there. Later, Fanny, contemplating the con-
sequent entanglements of thelr disordered domestic relation=-
ship, nemarks that all the participants were "victims of
fate" (392). For the Prince and Charlotte; as much as the
others, were abjectly innocent in thelr original intentions.

The incident at Matcham marks the beginning of
Maggle's initiation into the processes of evil. §She senses
intulitively that something 1s amiss in the delayed arrival
of the Prince and Charlotte. Her suspliclons are apparently
confirmed a short tlme later when she 6omes into possession
‘of the Golden Bowl and discovers the facts of its history.
The Bowl is, of coursé, the central image of the book.
The flaw in the Bowl finds obvious parallels in the flawed
nature of the Prince and the imperfect relationship that
exists among the members of what has been, apparently, a
charmed circle. The crack which 1s contained within the
Bowl is concealed from the eye of all but the acutest ob~-
server. (The Prince, significantly, perceives its imper-
fection at once, suggesting that the corrupt observer 1is
reqnired to detect the hidden corruption.) The seller
points out that 1t will require some fierce blow to reveal
its hidden defect; 1t is through an abrupt revelation that
Maggie is shocked into recognition of the truth about her
wusband. (He has eariier been likened to "a perfect crys-

tal;”) The shattering of the Bowl coincides with the de-
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structlon of Maggie's universe, and marks her ejection from
the false Eden. |

It is, appropriately, Fanny who smashes the false
cup. It is she who has instigated thé faise unions. It
was she who promoted the case of the Prince with Maggile.
And through her silence, Charlotte was able to obtain entry
into the family. Fanny, of course, refuses to admit her
error to Maggle. Fanny ls unwilling, or unable, to assume
responsiblility for the consequences of her act. Thus, her
smashing of the Bowl is, in effect, an attempt to eliminate
the evidence. Apparently she feels that by destroying the
visible symbol of shared gullt, she can effectually eradi-
cate the basic fact of corruption. Her action, of course,
merely confirms the existence of the suspected deficiency.
The flaw of the bowl 1is revealed openly, and the Prince,
entering at this moment, understands immedlately that his
own deceptlons are thus exposed and known.

Having thus been introduced to the fact of Evil,
Maggie must nok discover a means of coming to terms wlith it.
Significantly, she chooses the weapons of her adversary to

achieve her victory.9 The first technique she adopts is

9Blackmur comments that "the sacrifice that she
(Maggie] makes is that she renounces the old ground of her
beseeching--the aspiration of her innoccence, candor, and
energy, the innocence of her money--and stands on the new
and terrible ground of the conditions of life itself." [The
Lion and the Honeycomb: Essays in Solicitude and Critigue.

——

(New York: Harcourt, Brace, and Co., 1955), PpP. 275-276.
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the device of concealment. True, she confrénts the Prince
with the visible evidence of his duplicity. Yet, she‘leaVes-
him to speculate as to the full extent of her knowledge.
And she pointedly refuses to divulge the degree of Adam's
avareness of the sltuation. Previously, 1t had been Maggie
who did not “"know" the Prince. Now it is the Prince who is
'ieft to grope toward a recognition of heretofore undlscovered
aspects of his wife's identity.

The second method Maggle utllizes in her struggle
1s deception in the form gf the manifest lie. Maggie lies
twice to Charlotte, once %9 the garden when she explicitly
denies that she finds anything amiss iﬁ theip gituation,
again by implication when she allows Charlotte to bellieve
that she (Maggle) will suffer a defeat in the proposed
separation from her father.10

The third means employed by Maggie is an eiaggerated
reliance on forms and appearances. Forms, as such, are of
supreme lmportance to the Prince, as an integral part of his
014 World herltage. He has carefully preserved the outward
appearance of a successful marriage, and the kéynote of the
conspiracy has been to insure that no hint of irregularity,

no sense of a wrong committed, be transmitted to either of

1OMarius Bewley observes that Maggle's duplicity
represents a kind of reversal of ordlnary human values, an
inversion elevated to the level of sublimity. The Complex
Fate: Hawthorne, Henry James and Some QOther American

Writers (London: Chatto & Windus, 19525? Pe ok,
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the Ververs. 4It 1s now Maggle who insists on preserving the
externals. ©She allows no hint 6f her discovery to betray
her to elther her father or to Charlotte. On the night of
her confrontation of the Prince with the Golden Bowl and the
discoveries it implies, she and the Prince attend, as
planned, a state dinner at the American Embassy. Maggle
carefully touches up her appearance, so that no outward
dishevelment will suggest the disturbance within. In the
interval hefore the group makes its annual summer retreat.
to Fawns, Maggle consclously seeks oﬁt the company of Char-
lotte, in an averred renewal of old friendship, so that the
couples are now paired as conspicuously according to sex as
they were préviously on lines of affection. At Fawns, where
the group is resolved into a tense body of watchers and
watched, decelvers and decelved, it is Maggie who insists
by every outward gesture and attitude that the perfect circle
of their relationship is unb?oken.

Thus Maggie successfully survives and triumphs in
her initlation. Her eyes have been opened toc the presence
of Evil in the universe, more especially to the revelation
that Evil can exilst within the cbnfines of the small world
which has been her oﬁn, private province.11 She learns that

wrongs can be committed, and she discovers the personal sense

"Tpustin Warren notes that "The great theme of The
Bowl 1s the dlscovery that evil exists in the forms most
disruptive to cilvilization: in disloyalty and treason.'
Rage for Order: ZEssays in Criticism (University of Min-
"nesota, 1959), p. 159.
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of wrong. ©She accepts the necessary condition of "sacrific-
'ing" her father, of freeing herself from the infantile bonds
which have linked them too long. Finally, she is willing,
gor the first time in‘her life, to place herself first, td
put her own interests before those of others. The net ef-
fect of her transformation 1s that she begins, at last, to
"live.h

The obvious victory achleved by Maggie 1s in the
immedlate fact that she saves her marriage. The Prince,
faced with the inescapable decislon, chooses his wife over
his mistress. (Maggle becomes aware of her impending vic-
tory when she realizes‘that the Prince has not confided in
Charlotte.- Thus Magglie knows that the center of the con-
spiracy has shifted, and that it is now she and the Prince
who are leagued in a mutual allience.) Further, because
of her discovery; Maggié's marriage now has provided for it
a basls for becoming a true union. Maggle has suffered the
igl;; culpa, and because of.her changed state, she has ac-
guired heightened value in the eyes of her husband. He
realizeé his mistaken estimate of her as one who reflected
mereiy the "neutral and negative propriety that made up, in )
his long line, the average of wifehood and motherhood" (322).
,Hé realizes that his wife is, indeed, a remarkable person.

Because of Maggle's felix culpa, her-loss of innocence
1s both destructive and redemﬁtive. The Prince shares in the

redemptive process, for the experience 1is also, for him, a



_ 101
highly instructive one. Just as Maggie 1ls informed as to
the true nature of evil, the Prince, also, is brought to an
awareness of the potentialitles of good.12 The theme of a
reclprocal transference of knowledge is stressed throughout
the book. Just as the Prince represents to the Ververs a
link with an unkhown past, the Ververs, for the Prince, are
seen as a means of access into untried areas of experiénce,
particularly those associated with all that 1s "modern" in
the world. The Ververs' tie with the "modern" era is seen
by the Prince specifically in terms of thelr acQuaintance
with the world of the machine: " Maggie had images,‘like
that, that were drawn from steamers and trains, from a
familiarity with 'lines,' a command of 'own' cars, from an
experience of continents aﬁd seas, that he was unable as
yet to emulate; from vast modern machineries and facilities
.whose acquaintance he had still to make . . ." (15). The
Prince expresses, always, a felt need to be informed of
any situation, to know clearly where he stands. He compares
his forthcoming marriage to a voyage on unknown waters, and
asks Fanny to be his companion ship, to serve as his in-
terpreter and gulde in unfamlllar reglons. Repeatedly,

-

the Prince confesses his inabllity to understand his

2

1251 ackmur remarks, "What he [the Prince] failed to
see was that his tortuous morality would be exposed to, and
transformed by, the secretly growing, guiet, desolating,
convinced force of his wife's morality when it found it-
self, in peril of its 1life, opposed like a tide-rip to his
own." "Introduction," The Golden Bowl, pp. xii-xiii.
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relatives, who remain, always, something of a mystery to
him. The American state of mind is for him like a dazzling
white curtain, reminiscent of the baffling white mist en-
countered by Arthur Gordon Pym in his journey to the polar
regions (22). The Prince carefully studies his wife and
father-in-law, gathering data, facts, lmpressions, and gen-
eralizations, “putting them away and packing theﬁ down be~
cause he wanted his great gun to be loaded to the brim on
the day he should decide to fire it off" (163).

But the total sum of the Prince's accumulated store
of observations is insufficient to lead him to an accurate
estimate of the potential of his wife's spirit. She proves
to be, finally, the unexpected factor, and it is She, not
the Prince, who directs the course of events during the
final stages of the actlion. Maggie proves herself possessed
of depths of percebtion, of resources of action fhaf can .
arouse in the Prince only amazement and wonder. He 1s un-
prepared for Maggle's deft utilization of methods essential-
1ly belonging to his own tradition. However, Maggle triumphs
through a fusion of 0l1d World duplicity with New World mag-
nanimity. Her basic motivationlin choosing her particular
course of concealment 1s to spére, ét all costs, her father
the ugly truth of thelr situation. (Hence, she suffers a
minor defeat when her proposal that the Prince and Adam go
abroad together 1s so neatly frustirated by Charlotte.

Maggle cannot afford to give her real reasons for deslring



103

the particular separation at this time.) And Maggie acts,
throughout, with characteristic freedom from pettihess or
narrow vindictive attitudes. She realizes that she cannot
prermit herself the latitude of brdinary jealousies. Her
explanétion for her actions is simply that she does all for
"love." She, in effect, "lets the Prince off," (once she
has revealed her discovery to him), indicating that she is
willing to co-operate with him fully in his efforts to ex-
tricate himself from his uncomfortable situation. Not only
does she refuse to confront Charlotte directly with the
evidence of her guilt; but she makes a point ofvhumiliating
herself before Charlotte, never ciearly defining to her the
reagons for her action. Thus Charlotte is allowed to re-
treat with at least a portion of her pride intact.

The Prince 1is confounded by Maggie's willingness to
‘let herself appear as a fool in the eyes of Charlotte, but
he is forced to the recognition that her methods are effec-
tive. The Prince, who has complained that the Ververs never
really have put him to the test, has been tried and found
wanting by thelr standards of integrity and purity. Maggile,
on the other hand, triumphs when she 1s matched against 0ld
World decelt and duplicity. Her triumph is effected through
a fuslon of both old and new, a blend of decelt and magna- |
nimity. On the lmmediate level, her victory is expressed by
the retention of her husband, in whose eyes she takes on new

value. For Maggle, the experience has been one of discovery,
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suffering, and growth. And the Prince, too, has been in-
structed in the effectiveness of certain methods of dealing
with reality, methods which are essentially the possessions
of the pure heart and the generous spifit.

Maggie's victory is qualified, however, in a typical
Jamesian ambiguity. In the first place, though she 1s will-
ing to relinguish her féther to retain her husband, Maggile
novwvhere gives explicit evideﬁce that she herself is cogni-
zant 6f the full extent of her culpability in insisting on
maintaining a relation of unnatural intimacy with her parent
at thé expense of her relaﬁionship with her husband. fur-
ther, her rellance on decelt to achieve her ends compromlises
the essentlial purity of her own nature. 13 (Shé not only
recognizes evlil, she herself becomes, for the time, an active
practitioner of its own devices.) Finally, a baslc question
is raised as to what Maggie has really wern in the Prince.
ObviouSly, their situation has altered immeasurably. Maggile
has gained an adulterer for a husband, but, more important
than this, the Prince (though his eyes have been opened 1o
previously undetected values) has, by virtue of his moral
defection and subsequent discovery, dlminished markedly in
overall morél stature and intrinsic value. For Maggie haé

succeeded where he has failed. She.has acted as the super-

13Matthiessen asserts that Maggie "seems to get an
unnatural knowledge of evil since she keeps her lnnocence
intact." Henry James: The Major Phase (London: Oxford
University Press, 1944), p. 101. '
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lor moral force, displaying attributes of imagination,
plasticity, and wisdom exceliing all the efforts of the
Prince. She has won the'"sovereigﬁty"‘in their relation-
ship, for she has proved herself hls moral superior. Thus
Maggie is novw ready to assume full posseésion of the title
which she has won not by birth but by right of painful ac-
quisition.

Magglie's awareness of the Prince's reduced status 1is
indicated in the final lines when she cannct meet his eyes
out of "pity" and "dread"--pity, presumably, out of her
recognition of his defeated, diminished state; and dread‘
lest she discover a corresponding awareness ih hls own eyes.

A survey of the criticism of The Golden Bowl reveals

an amazing divergénce of opinion as to'the‘proper assessment
of the gullt of Maggieiand Adam Verver. The views range

from the allegorical interpretation of Quentin Anderson,

who, assuming that James was workiqg from the Swedenborglan
frame of his father's philosophy, cbnstructs an intricate
pattern in which Adam represents "Divine Wisdom" and Maggie
"Divine Love,"'% to the somewhat hysterical attack of Joseph
Firebaqgh, who denounces Maggie and Adam as moral_monsters.15

Firebaugh labels Maggle a "heathen Machiavellian absolutist”

14guentin Anderson, "Henry Jemes and the New Jeru-
salem," Kenyon Review, VIII (Autumn, 1956), pp. 555-561.

15Joseph Firebaugh, "The Ververs," Essays in Criti-
cism, IV (Oct., 1954), pp. 400-410.
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who, in marrying her father to Charlotte, 1s gullty of
"symbolle incest." According to Firebaugh, Maggle and Adam,
in thelr attémpts to salvage thelr respective marriages,
follow a course which 1s "obscenely cruel." One of the
earliest critics to detect the evidence of Maggle's culpa-
bility was Ferner Nuhn, who points out that, had the story
been told from Charlotte's point of view, Maggie, the "lovely
‘Princess of the fairy tale," might instead have stood re~
vealed as "the bad witch."'® Jean Kimball, taking Nuhn's
suggestion as her point of departure, sees Charlotte Stant
as the true heroine of the novel, tracing her affinities
with the archetypal Jamesian herolc woman, Minny'Temple, as
well as Minny's fictive descendents, Milly Theale and Isabel
Archer.!7 In a brilliant summation of the total impression
one might well receive from the "Ververs as serpents"
school, Walter Wright says:
. . . we may find that she (Maggie) is the spoiled
daughter of a seemlingly meek but actually ruthless
aggressor, who uses his money to buy whatever he wantus.
He purchases Maggle a prince for husband~-for by any
interpretation the Prince recognizes the financlal
considerations in his marrylng Maggle; otherwlse he
might have married Charlotte. Maggie regards her
husband as her possession-~James considered the attempt
to possess another soul as a supreme evil. Adam, with

Maggie's encouragement, purchases Charlotte as a work
of art and a protectlion agalnst the marriage designs of

16Ferner Nuhn, The Wind Blew from the East (New
York: Harper & Bros., 193b5, p. 133. ‘

Msean Kimball, "Henry James' Last Portrait of a
Lady: Charlotte Stant in 'The Golden Bowl,'" American
Literature, XXVIII (Jan., 1957), pp. 449-468.

—
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other women. - He controls Charlotte with faint tugs
on a sllken halter--geveral times mentioned in the
novel--and Maggie delights with a witch's mallce in
the power she has over both Charlotte and Amerigo.

She flnally manages to force Charlotte into the pre-
sumably horrible exile of American Clty, whlle she her-
self overmasters Amerigo and has him as a helpless
possession at the close. BShe represents evil destroy-
ing all attempis to live, to be free. And the justi-
ficatlion of the novel 1s that James is being bitterly
ironic on Bhg evils of American materialism and
Puritenism.!

In my own discussion of the guilt of the Ververs, I
have in no sense intended to exonerate their "sposi." The
Prince‘and Charlotte, aftér all, are the ones‘who commit
the adulterous act. And there is ample evidence in the
hovel to show that James certainly did ﬁot condone their.
particular duplicity. What James intended, I believe, was .
to show the distribution of the gullt among the partlcl-
pants.19 The novel 1s in effect a meticulous examination
of "the guilt in the innocence and the innocence in the

guilt.” Thus, though Amerigo and Charlotte "sin," there

18Wa1ter Wright, "Maggie Verver: ©Neither Saint nor
Witch," Nineteenth Century Fiction, XII (June, 1957),
PP 59 71. Mr. Wright also includes excerpts from state-
ments by the major critics on the gullt of the Ververs.

191¢ seems highly unlikely that a man of James'
acute moral sensibility could be gullty of the charge of
imperceptivity directed at him by Leavis: "That in our
feelings about the Ververs there would be any element of
distaste Henry James . . . seems to have had no inkling."
The Great Tradition: George Ellot, Henry James, Joseph
Conrad (New York: Geo. W. Stewart, n. d.g, p. 180. It is
improbable that James, the exemplar of the consclous artist,
did not know what he was about in his depiction of the
curlous conduct of the Ververs.
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are obvlious extenuating circumstances which in part mitigate
thelr act. And, although the Ververs are childlike in their
innocence, they must share in the responsibility for the
conseqguences of théir stubborn retention of the Edenic
view. But the Ververs are.not villains. They must share
the blame for what enéues, but thelr destructive quality
arises but of the basic fact that they are pure, that they

are true "innocents."

J—



CHAPTER IV

JOYCE CARY AND THE OLD HORSE: THROUGH.GENERATION
INTO REGENERATION

"But I was born very young, and I grew up with little

experience of the world."

Gulley Jimson, in The Horse's Mouth

The central purpose of Joyce Cary's political

trilogy (Prisoner of Grace, 1952; Except the Lord, 1953;

Not Honouf More, 1955) appears to be to show the impossi-~
bility of ever establishing'the truth of human motive and
conduct, elther on the‘private or public level. The 1i#es
of the three principals--Chéster Nimmo, Jim Latter, and Nina
Woodville Nimmo Latter--are hopeléssly entangled throughout
their adult years. Each book presents the action from the
point of view of one‘of the characters. Each narrator, in
effect, sets forth his case against the other two; thus
each in turn ls presented ag the wounder and the wounded,
the abuser and the abused. Each exposes the others, but at
the same time each displays a certain generosity toward and
understandiﬁg of his fellow participahts in the communal
experience. Jim 1s shown fifst in the role of seducer of

109
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Nina, and later as the cuckolder of Chester (who has married
Nina apparently to further his political career). Jim
recognizes his early wrong to Nina; and Chester's moﬁives
in marrying her are obviously suspect; but both men manifest
what appears to be a sincere devotion to her throughout life.
Chester's senlle advances toward Nina after she has finally
divorced him and married Jim seem indefensible; yet his guilt
seems 1n part mitigated by the fact that Jim has deceived him
in the same way when Nina was his (Nimmo's) legal wife.

Nina's role is even more difficult to assess. Her
flaw seems to stem from the fact that she hates violence
and scenes, and prefers; glways, to "let things drift"
rather than to take a definlte actioh. Thus, she is never
able to terminate completely her relationship with either
man. As Chester's wife, she bears Jim two children. As
Jiﬁ's wife, she allows herself to be compromised by Chester.
Her attitude toward Chester seems to be shaped by pity,
rather than love. ©She senses hils great need for her as the
source of his vital, creativé energies. Though she does not
really love him, she cannot totally reject him, éince she
feels that, with all his faults and weaknessés, he may in-
deed be the great man he believes himself to be, one called
by destiny to play a great role in the shaping of the events
of the nation. By the time of the final action,.she is
fluctuating violently in her attitudes toward both men, ex-

pressing alternate love and hate for Jim, vaclllating be-
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tween loyalty toﬁard and renunciation of Chester.

The hopeless muddle of the personal relationships
of the three principals 1s reflected in their respectlve
lnvolvements in the political action. In Niﬁmo's book,
Except the Lord, hé recounts the events of his childhood
which molded his character and led him to his great decision
to dedicate his life to pdli&;cs. In his account of the
poverty which beset his own family‘and most of the inhab-~
itants of thelr district, in the depiction of the fanatic
religious dedication of his father, in Chester's own early
Involvement with causes of various,kinds--We'get what appears
to be a sincere and honest account by Chester of the motives
which led him, finally, to plunge‘into the realm of politics
ags a way of rectifying the wrongs which beset the nation at |
the time. Yet Nina's story of Nimmo's rise to political
power (in Prisoner.gi Grace) reveals undeniably that Chester
is not motivated by a simple humenitarian desire to ralse
the stendards of the working classes, but that he acts from
é compulsive desire to satisfy the demands of a megalomanlac
ego. Jim finally establishes the truth of Chester's moral
corruption when he uncovers indisputable évidence of his
political duplicity and personal dishonor. Nina, apparently,
1s unable to make up her mind about Chester. She submits to
his will and supports his political maneuverings at the ex-
pense of perSopal freedom and, finally, her own integrity.

(It is she, ultimately, who is the Prisoner of the Grace
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0which Nimmo belleves has been extended to him 1n his role
of politiecal savior,1 Nina 1s flnally unable to face the
truth of her own innervcorruption, and attempts sulclde
when she and Chester are about to be exposedkin thelr mutual
deceit of Jim.

Unlike Nina, Jim has no doubt where he stands toward
Nimmo and Nimmo's peclitical views. He never doubts that
Nimmo is a hypocrite and a phony, and it is he who finally
takes steps to resolve thelr lmpossible situatlion. Falling
in hls first attempt to kill Chester, he 1s prevented in
his second try only by the untimely death of his victim at
the moment of apprehension. Jim contends that hls murder
of Nina was motivated not by a husband's jealousy but by
his unbearabie outrage at her involvement in the unsavory
political schemes of Chester, whlch are, he thinks, sympto-
matic of the moral corruption which 1s destroying England.
(Jim's motives here obviously could not be as unmixed as he
contends, but he is right in hls contention that Nimmo and
Nina have become corrupt through submission to political
expédigncy at the.cost of honor and truth.)

It 1s difficult to say Just where the theme of de-

structive innocence rests in this study (to be meaningful,

1Gary states that Nina's imprisonment is confirmed
when Nimmo stops her at the railway station: "Nimmo stops
his wife from running away by purely moral pressure. That
1s, she became a prisoner of grace." John Burrows and Alex
Hamilton, "An Interview with Joyce Cary," Parls Review, II
(Fall-Winter, 1954-55), p. T4. '
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the three novels must be treated as a single unit). All
the particlipants are manlfestly guilty of certalin destruc-
tive acts. Chester In hls rise to power sacrifices numerous
victims to the success of hls career. And both Jim and
Chester contribute to the destructlion of Nina; one is guilty
of physical murder, one of spiritual violation. Nina,
through her vaclillatlons and refusal to take a flrm stand,
contributes to the moral deterioration of Nimmo (she fails
to check the dangerous expansion of his inflated ego), and
arouses 1ln Jim a response of moral outrage.that can be sat-
isfied only at the cost of murder. Thus all contribute, in
one way or another, to the destructlon of themselves and
othérs. And all are, in one sense, ilnnocents. Jim ié the
most nalve member of the trlio. He clings to an outmoded
sense of ethics which is impractical in the modern scheme.
He cherishes outworn notions of honor, truth, Jjustlce,
which clash with the world of political necessity and the
expedient compromise. Jim's sense of justice can be sérved
only by adherence to the Inflexible codes of the past age.
And it 1s Jim, finally, who takes the drastlc step to end
thelr mutual dilemma. He commits the act of overt murder,
but his victims must share in his guilt. For Cary makes it
rlear that 1t 1s impossible, within the tangled course of

human events, ever to set up final lines of truth and
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falsehood, gullt and innocence. 2

In his "first trilogy," Cary also employs the mul-
tiple point of view to reveal the underlying complexity and
many-slided aspects of human experience. The first volume,
Herself Surprised (1941), is told in the person of Sara
Monday, an exuberant earth-mother, who possesses an undying
capacity for renewling her sources of vitallty through con-
stant adaptation and change to the unexpected configurations
of 1life. The second book, To Be a Pilgrim (1942), is nar-
rated by Tom Wilcher, whom Sara serves as housekeeper and
mistress for some ten years prior to her imprisonment. The
third book, The Horse's Mouth (1944), is the story of Gulley
Jimson, defilant artist-rebel, who 1s Sara's common-law
husband after the death of Matt Monday.

Although Cary utilizes three separate polints of view
in this trilogy, he 18, in effect, stating a single central

2Andrew Wright seems to belleve that Cary intends
to make some final statement about the nature of reality
in the trilogies: "But these worlds constitute different
aspects of a single world, and that this world has a 'final’
shape is a fact clearly to be drawn from a consideration of
each of these trilogles as a whole. To write a novel in
the first person may be to hlde behind the mask of a nar-
rator; to write trilogies of the kind now discussed is, on
the other hand, to insist upon 'finality,' for the reader is
constantly required to compare and assess the versions of
the same world presented by competent but interested wit-
nesses." Joyce Cary: A Preface 1o His Novels (London:
Catto & Windus, 1958), pp. 109-110.

Cary, however, seems to take a somewhat different
view, asserting: "For it 1s only from one point of view
that experience, like landscape, can be ranged 1n any kind
of order." Quoted by Edward Case, "The Free World of Joyce
Cary,"_Modern Age, III (Spring, 1959), p. 119.



115
theme three different ways. In each book, he affirms the
need of the human spirit to constantly renew and feshape
itself in terms of a changing world, which world is itself |
a product of the unceasing creative imagination of the
human spirit. The titles of the books suggest this affinity
of theme: Herself Surprised suggests the unpredictable
quality of Séra Monday, whdse spontaneous responses to the
challenge of unexpected circumstance often are a surprise,
even to Sara herself. In To Be a Pilgrim (the phrase is
taken from Bunyan) Wilcher repeatedly asserts the nesd to
view 1life as a journey of discovery of the self, since
stasis can lead only to spiritual stagnation and death. In

The Horse's Mbuth, Gulley Jimson, through his ability to

recreate constantly his vision of the universe through works
of "passion and imagination," reveals that he is in direct
contact with the ultimate sources of creftion.af
The human spirit regenerates itself in the act of
creation, but destruction inevitably accompanies the cre-

ative act.3 Those who are most alive are those who are in

some way larger than the ordinary, confined splrits of the

3"Rou‘ghly, for me, the principal fact of life is
the free mind. For good and evil, man is a free creative
spirit. This produces the very queer world we live in, a
world in continuous creation and therefore continuous change
and insecurity. A perpetually new and lively world, but s
dangerous one full of tragedy and lnjustice. A world in
everlasting conflict between the new ldes and the old alle-~
giances, new acts and new lnventlon against the old estab-
lishment." Joyce Cary, quoted in Burrows and Hamilton,

- op. git., p. 65. '

—
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world. The vital, creative souls--Sara Monday, Gulley Jim-
son, Lucy Wilcher, and, before his downfall, Edward Wilcher
--these have somehow got hold of a source of secret energy
which infuses them with 1ts currents and 1lifts them out of
the realm of the ordinary; They seem to transcend the laws
of human action by which most men allow themselves to be
governed. Thus Sara can with easy conscience lie to, steal
from (and for) Gulley--and at the last refuse Wilcher the
relatlon that would restore his own life-energles. Sara
obeys the law of her own nature, which is, always, to an-
swer her own inner needs, at the world's expense.4 Lucy
Wilcher goes off to her Benjamlite preacher, and breaks her
- father's heaft, but her action 1s an external expression of
her internal need for self-assertion. Edward abuses hie
mistress Julie, uses hls faithful brother Tom to relieve
him of the irksome duties which attend the management of
his estate-»jet Edward stands excused 1ln the éyes of his
devoted servitors by virtue of his prerogatives as a great
man, whose political ascent must be augmented at all costs.
Tom Wilcher, who allows himself to be conflned 1n the mold
of convention and duty for more than sixty years, flnally
bresks out at the cost of becoming a soclal menace. (He

takes to accostiﬁg young girls in the street as a means of

4Often, of course, Sara's "inner need" is simply to
give fully of herself to the person 1ln want. This she does
in defiance of the lsws of church, state, and custom.
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protest against the "system" and a way of giving the girls
a needed shock. ) Thﬁs the Cary hero is godllke in his cre-
ativity and self-assertion, but dlabolic in his ablility to
inflict human suffering snd disturbance as the price of the
expansion of his own soul. |

To Be g Pllgrim 1s concerned with life as an inex-
orable process of growth and éhange, with emphasis on the
continually shifting aspects of reality. The central con-
sciousness 1s that of Tom Wilcher, novw seventy-one and suf-
fering from heart trouble, suspected also of belng somewhat
mentallj unbalanced. Tom has been brought to Tolbrook, the
ancestral home of the Wilchers, by his niece Ann, who is
apparently concerned both with providing for his physical
welfare and removing him from the temptations of shop girls
in the London parks. Tolbrook, as the setting of his child-
hood, immedlately calls up in Tom & great rush of'past mem-
ories, so that his présent sltuation 1s comstantly contrasted
with and reflected through these memories and lmages of his
past life which have, for him, even greater reality and sig-
nificance than events of preéent time. And, as Tom reviews
his 1life, the persons he recalls and thelr various relation-
ships are seen in constantly changing perspectives. Thus
Tom's recollections of continuing change 1llustraté that
life itself 1s a flow, not a fixed image, that those who
are to survive must be prepared to travel with its currents.

Since fixitylis death, pause is fatal. The only mode of
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salvation is through a constant mobility which produces

—

life.

Wilcher's detainment at Tolbrodk is a gross vio-
lation of personal freedom. His imprisonment is actually |
twofold: he is, in a literal sense, ihe prisoner of his
niece and her co-conspirators. Further, his being placed
at Tolbrook serves to thrust him into his past 1life, and his
many past selves, so that he becomes the captive of a former
time. Wllcher reallizes that in order to escape complete
stultification he must break out of his prison and flee
Tolbrook. Thus, during the course of the narrative, he
keeps 1n mind his intended flight from Tolbrook and the re-
union with Sara which is to mark, for him, the beginning of
a new life. |

In the course of Tom's reminiscences, several types
of "innocent' destructions are revealed. There are, first
of éil, the cruelties inflicted by the young ﬁpon each other.
One of the great traumas of Tom's childhood occurred when
he was locked 1n a clothes basket by his brothers and sister.
Not realizing that he was the victim of a prank, Tom suffered
the agony of one convinced that he was being deliberately
murdered. Even as an old maﬁ, Tom feels the hurt of thils
childhood terror. Tom's siblings do not intend a consclous
hurt to his ego. As children, they simply are lincapable of
reallizing the serious consequences of.their action. In a

similar fashion, because of a lack of understanding, they
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(as adults) later mock the simplicity of Amy (Bill's wife)
and exploit her willingness to serve them. They fail to
perceive that Amy, though she appears totally nalve, may be
deeply wounded by the unkindnesses directed at her.

A second type of hurt arises out of the.total in-
abllity of the generations to understand each other. Tom
realizes that the seemingly callous attitude of Ann and.
Robert toward him is but a repetitlion of the fallure of his
own generation to understand their parents. He knows now
that youth can never comprehend the loneliness and sorrows
of 0ld age. He remembers with regret the pathetic image
of his mother in her}laét years, when she was cut off in
spirit from all her children, including Edward, her favorite
‘son. Tom senses the cruelty inflicted upon his father in
his last hours, when he was rendered uncohscious with
oplates at the very moﬁ;nt he was aptempting frantically to
make a final statement before dying. In the'same way, Ann
and Robert, who do not understand Tom, unintentionally
frighten and wound him. On the trip to Tolbrook, Tom ls
terrified by Ann's fast'driving,_and only when spe expresses
concern for his'well-beiﬁg after they arrive is he assured
that she has not dellberately attempted to torment him.

Tom is also able to understand that Ann and Robert have no
’ ﬁay of percelving the blow dealt to his epirit by confining
him at Tolbrook. There is no way in which the young can

understand the meeaning of his 1life or share his present
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experience of the wbrld. Thus, although Ann and Robert
- agree to aptend the household.réligious services that are
so meaningful to Tom, they do not really grasp the inner
import of the ritual. Twice, Tom 1s so elevated by the
services that he feels that the others must lnevitably be
sharing his 1llumination. But each tlme, before he can com-
municate his feellngs, the others leave abruptly to attend
to mundane household duties. Because Tom knows that Ann
cannot comprehend or sympathize with the impact upon his
sensibllity of various aébects of Tolbrobk, he often prefers
to let himself be taken for an eccentrlc, even unbalanced
old man rather than to violate the past by an ineffectual
atteﬁpt t0 share his memories with an unsympathetic listener.

Likewise,‘the'young also suffer from the incapaclty
of thelr elders to comprehénd thelr needs andlmotlves. Thus
Tom frequently blurts out harsh criticiems of Ann's be-
havior and appearance, although he hlimself 1s often stunned
and embarrassed by these outbursts. For the young, the ways
and attitudes of thelr elders represent, lnevitably, a re-
stricting mold from which they must free themselves i1f they
are to discover and realizé théif own natures. Lucy's child-
hood rebellion reaches an extfeme polnt when she flings her-
self into the lake in a suiclde attempt rather than submit
to her father's stern will. Later, Lucy's defiance of her
father is eipressed again whenvshe runs away, and marries

the radical preacher Brown.
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In Cary's view, anything is damaging which restricts
the growth of the human spirit and lmpairs its necessary
self-realization. At the same time, the very process of
self-expression and creative fulfillﬁent inévitably entalls
the incidental infliction of hurt upon those who aré chosen
to serve the needs of the expansive ego. In ﬁhe careers of
the Wilcher chlldren, défy traces the course of creative
vitality operating in various areas. 'Edward, at first the
brilliant success and later the brillliant fallure of the
family, enters politics with great initial success. Tom
recognizes that Edward's talents place him above the rank of
ordinary men. Edward, however, ls extraordinarily lacking
in a sense of social responsibility toward hls immedlate as-
soclates. He tfeats hislmistress‘Julie_shaméfully,Ausing
her merely as an sadjunct of his own ego, utterly refusing to
recognize or respect the inner ﬁeeds of her own éjirit. On
coming into hls inheritance, Edward lmmedlately begins té
squander his estate, 1e€ving Tom burdened with the manage-
ment of Tolbrook. It is of no concern to Edward that Tom is
sacrificing his own dream of serving as a forelgn missionary
in order to attend to Edward's affairs. Far from being grate-
ful to Tom, Edward seems totally unaware of the extent of hils
brother's sacrifice. Edward's success has come easy, and he
is unpfepared for failure;‘ He 1s unable to survive defeat,
for he 1s spiritually bankrupt. In adversity, his spirit

shrinks and dies.
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Lucy, the constant rebel, explorgs the religlous
career. Allying herself by marriage to the leader of the
radical Benjamite. sect, she thus renounces everything in-
herent in.the conserfative genteel tradition of her family.
Her declsion is an act of open defiance againét her father
and the values he has steadfastly attempted to inculcate in
her. It 1s inherent in Lucy's nature to inflict the wound
upon the spirit of others. Tom especlally 1s the helpless
victim of her bitter tongue and demonic nature. Yet Tom
loves Lucy intensely,vfor he recognizes that she is in
touch with the vital springs of life.” Her untamed spirit
1s constantly asserting its right to life, and thus he for-
glves her allioffense. Lucy's affiliation with the Benja~
mites, as well as being an act of febellion agalinst her
background, seems to operate also as a self-willed punitive
device. Among the Benjamites, Lucy performs the humblest
chores (Tom discovers her scrubbing floors on his first
visit) and suffers the humiliation of seeing her husband

choose a second wife whom she must serve as handservant.

5Tom says of Lucy and Brown, "They were both people
of power; l1ife ran in them wlth a primitive force and in-
nocence. They were close to its springs as children are
close, so that its experience, its loves, its wonders, its
furies, lts mysterious altrulsm, came to them as to chil-
dren, like mysterles, and gave them nelther peace nor time
to fall into sloth and decadence." Joyce Cary, To Be a
Pilgrim (New York: Harper & Bros., 1942), p. 93. All
future page references 1o Cary will refer to the Harper
editions, unless otherwise noted.
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It 1s as 1f Lucy were cognizant of the need for rebuking
her devil wlthin, and had deliberately chosen the religlous
mode for quelling her rebelllous nature.

The Benjaﬁites as a sect reflect both the vitality
and danger inherent in fanatical organized religion. The
BenjJamites are alive with the sense of the significance of
thelr missibn. Their dedication has all the appeﬁl that
accbmpanies any cause which offers to .its adherents a sense
of purpose and a set of ansvers for all questions. Yet the
Benjamlites also display the dangers impliclt in radical
religion. Tom sees Lucy deliberately decelve an innoeenﬁ
landlady, who 1s led to believe.that she has accepted a few
transient roomers and then 1s invaded by thé outsized con-~
tingent of iravelling Benjamites on crusade. When Tom pro-
teats the unfalrness of her ddplicity, Lucy easily defends
her action with the attitude that the landlady should be
Iproud to serve the holy.cause. Tom is also appalled at
witnessing the distortion of the ideal of Christian humility
by one of the members who grovels at the feet of the leader
Brown.. Brown himself is the stereotype of the religlous
zealot, whose inflated ego is revealed when he puts Lucy
aside for a second wife, on the pretext that it is God's
will. '

William, the soldler of the family, inflicts litﬁle
damage on those about him but he accomplishes virtually

nothing of real worth. Williém's 1life reflects both the
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dangers and virtues of submitting to the rigidity of an
inflexible external system, here the military. Willlam
lives in all a quiet, sensible 1ife, which seems to serve
the needs of hils ﬁndemanding spirit. Williamnis the most
nearly "innocent" of all the familyﬁ Marrying on only a
few days' acquaintance, Wiillam and ‘Amy discover much hap-
Piness iIn their unidh, simply because it does not occur to
- elther of them that things mlight be otherwlse. When Amy
bears her first child, shg refuses to worry in anticipation,
simply trusting that God has prepared her internel physiol-
ogy for the event. Though Tom honors and respects both
William and Amy, he cannot endorse-their life or attitudes.
- For, though they are good people, they are missing that
creatlve spgrk which energizes the truly vital spirits such
as Edward and Lucj.

Tom's 1ife 1s characterized initially by the ti-
midity and reserve of Williem, finally by the deflance and
energy of Edward end Lucy. As a child, Tom 1s awed by
Edward and frightened by Lucy. Yet he willingly suffers
thelir arrogénce and intimidations because of the glamor
which he attaches to them. As a young man, he foregoes'his
ambition 6f entering the foreign missionary sérvice in order
to act as Edward's agent. (The closest he gets to reallzing
his dream is in dressing in Indian garb and speaking to
local civic clubs on Indian affairs.) Tom never marfies,

partly because his shy nature fears to assert itself. Yet
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Tom's urge toward self-expression is'ﬁanifested sporadically
froﬁ”ah early date. One of his childhood memories is of
becoming overcome with an attack of hysteria in the pres-
ence of Lucy, of whom he had for once lost all fear. It
was as if something within Tom had been released and, al-
though his suddenly freed energies found.no direction or
purpose (it is significant that Lucy was in his bed at the
time) the incident foreshadows the later springing forth of
his inner spirit. As a'youth, he seeks sexual experience,
but he must be virtually robbed of his virginity by a
coquetﬁish housemald. In a fit of boldness he manages to
win a kiss from Edward's mistress Julie, of whom he is in
great awe, and finally succeeds in gaining Julie for his own
companion. His lialson with Sara, continued over Some ten
years, is an act of deflance againsi the sténdards of hié
family and his soclety. But, for the most part, Tom lives
a 1life of containment'rather than rebellion. His great
breakthrough~-his ultimate release of 1nnér spirit--occurs
in the final series of antisoclal acts that leads to his
cbnfinement at Tolbrook. |

In his later years, Tom wearies of his affliliation
with Julie.' He goes to-her not from a sense of personal
need or satisfaction but out of a wish to spare her feelings,
and a fear that 1f he broke the pattern of thelr fixed
routine, he would also break something within Julie. Tom

is both amazed and horrified at his actions in accosting
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young girls. He'recoghizes that his behavior is a mani-
festétion of an inward spiritual corruption, bred of
his fallure to exerclse his true spirituel capacltlies. He
writes the following entry in his commonplace book at the
time: _

. “"The soul which is deprived of its essential ac-
tivity, in works of falth and imagination, quickly
corrupts. Lilke all spiritual things, enclosed within
the prison walls of fear and doubt, 1t grows quickly
monstrous and evil. It 1s like a plant shut away in
darkness, which, still living and striving, throws
out, instead of green leaves and bright flowers,
pallid tentacles, and frult so strange, so horrible
that i1s lilke a phantasm seen ln a dream; something

- at once comic and terrifying. The dumb stupld
creature appears suddenly to be possessed of a
devil's imagination" (307).
Tom's behavior is 1ndeed both comic and terrifying.
It 1s as if some inward force or energy, deprived of normal,
creative outlets, were suddenly released in a perverted ex-
pression, so that Tom presents the ludicrous spectacle of a
corrupt old man attacking innocent London shop girls. Yet
his actions spring from motlves far more complex than a
Simple urge to release pent-up sexual energles. His exclte-
ment during his adventures 1s heightened by his awareness
of imminent apprehension by the police. Tom is flirting
with all the dark forces of destruction which he has hereto-
fore avoided in his cautious life. Each successful en-
counter (suecessful'in that he avoids apprehension) is a

kind of triumph against "the laws of the country and de-

cency, and everything I respected" (306). Tom's deliberate
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wooing of digaster parallels Edwgrd’s earller reckless
course, when he was forever on the brink of open scandal
(for his clandestine romantic activities) or financial ruin.
And Lucy also provokes her own destruction, when she rashly
marries Brown and throws away her chance for a_ﬁormal'life,
of happiness and Joy within the confines of a conventlonal
exlstence.

| In part, Tom is driven by a need to startle into
life the dull natures of the shop girls he accosts. He
finds unbearable thelr émug, blank faces, which have '"no
more expression . . . than a new potato" (304), are as dull
as "an unaddressed envelope" (304-305). His purpose is to
".. . . shock her modeéty « + +» to wake her up. To exclte
her. To make something happén, for myself as well as her"
(306). The psychiatrist who calls on Tom after his appre-
henslon accurately pinpoints the natufe of Tém's need: to
smash the pattern. The psychlatrist recalls other in- B
stances of violent agtions performed out of an intense inner
need to break through the restricting forms which éonfine
the human spirit: .instances of smashing china, climbing
rocks, confessing to uncommitted murders. When the psychi-
atrist refers to an old lady who had, Just the day before,
"'broken all her china and torn all her clothes off and
walked down a crowded street, in the rain,'" Tbm percelves
instantly her secret motives:

"I know exactly how she felt. She thought, 'Here I
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am, a nice respectable old lady in a black silk dress,
and two petticoats, and stays and drawers, with lace
edges, and chemises and all the rest. . . . .
'Here I am . . « & respectable old lady, and all
my brothers and sisters, and nephews and nleces, think
that they have me safe, stuck down in this pearlor, and
tied up with strings and buttons and buckles, so that
I can't be anything else but a respectable o0ld rela-
tive, until I die and leave them my money. Yes, they
think they have got me boxed up for life, and almost
as good as in my coffin. But they're wrong, I'm not
dead yet. I've got legs and arms. I've got & body.

- I'm & human being after all. Sees' And off came the
8llk dress, the stays and the petticoats and the but-
tons and the strings, and there she is walking down
the street as naked as Eve. I wish I had been there
to see.” And I burst out laughing (309).

Tom's great need (like the old lady's) is to regis-
ter a protest, a supreme act of defiance against ihe law,
the church, the conventlons and restrictions of 1life which
have bound his spirit and stifled his soui. Though his
breakthrough 1s expressed in a form which'verges on sheer
evil, though he shocks his victims by his breach of the ac-
cepted mores, though he represents--by his antlsoclal
asction--~a menace to all the established norms and con-
ventions which give soclety coherence and stability--yet his
greaﬁ act of rebellion is essential to him if he is to sur-
vive in 1life. It 15 the essentlal immersion into the
destructive element which 1s the necesséry‘prelude to re-~
birth, the reshaping of the spirit in an untried image:

. To change the pattern. To get into prison, into
an asylum. You would say vhole nations grow suddenly
bored at the same moment and tear off thelr clothes
and dive into vice, or, fasclnated by some dark un-

known sea, draw nearer and nearer to it, walkins on
the very edge of war and destruction.
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All breaks, all passes save God's ery to men,
Break all, dle all, that ye be born again (310).

The way of life 1s thus a course of deflance. Oné
must constantly reject.the cutworn moids, break through the
confining shell of existence. If, in the process, one 1is
forced to violate another's protective armor, this de-
structlon must be accepted as but the'inevitable consequence
of the effort for individual fulfillment. And one must be
prepared to accept, in turn, the blows inflicted 6n him by
others in theilr thdughtless course'of self-assertion. The
child Tom, shocked and terrorized by his nightﬁarish im-
prisonment in the clothes basket, is nursed back to well-
being by being allowed to share his mother's bed for three
‘nights. |

It was by mere contact, I suppose, that I regained;

on my mother's breast, the power to live, to believe,
teking 1t directly from that warmth, that 1life, which
had gilven me life already. As I took from Lucy, from
~ Amy, and from that little maid whose name I can't
remember, from Bill, from Sara, some dlrect communi-
cation of their energy, thelr confidence (334).

Lucy, rejected and humiliated by her husband, re-~
turns to him in an affirmation of life. Ann performs a
similar act of acceptance after Robert deserts her and gets
a new wife and child. .Sara, after her imprisonment, dis-
covers for herself a new husband and a new life. Adaptation
is the key to survival. Even Tolbrook must be modified to
‘fit into the patterns of the new age. The 0ld lovers' lane

must give way to the new pastures, the thresher musi be

brought into the outmoded drawlng room. These changes are
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but reflections of the vaster transformations going on in
England itself. |
If a nation or an individual is to survive, he must
accept, aséimilate, absorb, adapt to the inexorable shiftsv
and changes of existence. He must not "hold grudges“ against
life. This is the way of death. Edward falls because he
succumbs to the harsh blow dealt him by an unprediciable
fortune. His spirit withers and dies. Likewlse, the mother
and father of the Wilcher family lapse into.a state of spir-
itual death long before they die in fact. A too solid ac-
ceptance--a passive receptivity lacking plastic adaptability
-=1s also fatal. Bill and Amy accept and endure, but they
fall to create. The grand achievers, those who are aflame
with life, are those who constantly create the world afresh
in a new 1mage.‘ Tom 1ooké to Sara to restore him to life
after the humiliation of his imprisonment at Tolbfook:
"With you I can make & new life, and unless life

be made, 1t is no life. For we are the children of

creation, and we cannot escape our fate, which 1ls to

live in creating and re-creating. We must renew our-

selves or die; we must work even at our joys or they

wlll become burdens; we must make new worlds about us

for the o0ld does not last . . . Those who cling to

this world must be dragged backwards into the womb
which is also & grave.

"We are the pllgrims who must sleep every night
beneath a new sky, for elther we go forward to & new
camp or the whirling earth carries us backwards to
one behind. There is no choice but to move, forwards
or backwards. Forward to the clean hut, or backward
to the o0ld camp . « . " (29).

Tom's final pllgrimage, his escape to Sara, 18 &

manlifest failure. Sara has prepared a new life for herself,
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where there i1s no place for Tom, and, though she treats him
kindly, she delivers him into the hands of his captors.
Awalting his death at Tolbrook, Tom realizes that he was
notvprepared, by nature, to be a true pllgrim: |
The truth must be confessed, that I am an old
fossll, and that I have deceived myself about my
abllities. I thought I could be an adventurer
like Lucy and Edward, a missionary. I shouted the
pilgrim's cry, democracy, liberty. and so forth,
but I was a pilgrim only by race (342).
Yet the fact remains: Tom gave the pilgrim's ery. Though
perhaps he lacked the bold spirit and inner flame essential
for the reckless venture, he understood the need for the
pilgrim's quest, his spirit wes illuminated by the truth
of 1ts vision.
Sara Monday, spokeswoman-herolne of Herself Sur-
rised, epitomizesvboth the virtues and vices of the natural
woman. Sara's roots are in the earth, and she displays all
the intense gusto for the simple pleasures of 1life that
characterizes the country woman. Her particular grace is a
profound sense of joy in 1ife. And the Joys she discovers
are the simple.ones which arise out of the constantly chang-
ing course.of her surprising career. Her response to life
is spontaneous, unpremeditated. Her reactions are frequently
surprising, even shocking, to herself and others. But it is
her plastic quality that fits her to eopeAﬁith the exigencles

of 1life and to triunph over rather than succuab to_its

shifting circumstances.
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Séra's‘background 1s that of a simple country girl
from a so0lid middle-class family: h. . . I had come frbm
a good home, for my father was a freeholder and working
foreman, and my mother had been avteacher. I myself had
prizes from school for recitation and scripturé, and a
certificate for sewling; and afterward I had a very good
training as kitchen-maid under a man cook in a goed relig-
ious house . . ." (4). Although she 1s possessed of a quick
native intelligence, Sara is fully aware of her intellectual
limitations: "For though I could speak very well, like any
farmer's daughter in those days, I knew very little of
geography, or music, or languages" (3). In the first months
of her marriage, Sa;a is in terror that she will shame her
husband by revealing her ignorance.

Sara is always assoclated with images of life. OFf
these, food 1s perhaps most significant. It is as a cook
that Sara goes into the world and it is to this role she
returns when she loses her money after the death of Matt.
Contemplating her kitchen at Tolbrook, Séra reflects that a
kitchen 1s her true home:

S0 here I am, I thought, mistress of my own world

in my own kitchen, and I looked at the shining steel

of the range and the china on the dresser glittering
like jewels and the dish covers, hanging in their

row from the big venison one on the left to the little
chop one on the right, as beautiful as a row of cal~
endar moons, and the kitchen table scrubbed as white
as beef fat and the copper on the dark wall throwing

out a glow to warm the heart, and the blue delf bowls
like pots of precious balm.
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And then beyond where the larder door stood ajar

you could see bottles of oll and relish and anchovles

and pickles and underneath the 1lid of the big flour

bin as white as 1ts own lovely flour: I call it a

treat for queens to sink your hands in new wheaten

flour. . « . I felt bits of myself running out from

the grand kitchen into pantry and scullery and

larder and beyond into the passage and the still-

room and even to the wood cellar and the boot hole

as if I was really a king or queen whose flesh is

brought up to be father of all his countries. . . .

You would say I was putting out in buds like a

shallot with my big kitchen heart in the middle and

my little hearts all around in the empire of those

good faithful offices . . . (182-183). |
Sara typlcally sees the world in terms of kitchen or food
imagery: "It was aboutvsunset with & sky llke a kitchen
fire, all sparkles below and blue ash on top; meaning per-
haps a storm tomorrow. But the alr as warm as new milk and
still as water in a goldfish bowl. The water was as soft
and bright as sweet oll; 1t seemed that you could have put
1t on your tongue and tasted its luxury" (28).

Sara is also assoclated with gafdens arid outdoor
settings. At Woodview, she 1s delighted with the kitchen
garden, a place where a maid can "walk and look at the
world, I mean the growing world, and sometimes even bring
out & chair and shell her peas or shred up her runners, and
feel the open air . . ." (6). At Tolbrook she is quickly
won by the "old gardens full of yew trees and old statues
of the women goddesses" (171). Sara notes the resemblance
of the figures of the women goddesses to her own: ". . .
They had Just such thick walsts and wrists and ankles, and

heavy chins" (171). The image of Sara in her garden setting
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suggests a kind of archetypal woman anticipating her fall.
And the garden does serve her as a place of temptation, since
it is while strolling in the garden at Woodvliew that she
allows Hickson to make hié first overf advances to her. And
it is, appropriately, on a little island in the lake on his
estate that Hickson really éoes too far with Sara, who has
failed to notice what he is about until it is too late. The
temple with its whlte plillars where Hlckson seduces Sara is
ocbviously intended to represent a kind of temple of love.
Sara herself notes that the temple is "all white and clean,
as if from a wedding cake" (29).

The kitchen gardeh is a favorite place of Sara's in
which to read. Thus it serves her as a kind of "garden of
contemplation." Sara's reading reflects the siﬁblicity of
her approach to the world. Her favorite books are highly
romantic accounts of noble characters caught in overwhelm-
ing catastrophes and sorrows. She 1s‘convinced that they
offer not only a real picture of life but a valuable_source-
book for moral conduct. Sara tries to convince herself
that she is bettef off in her "quiet corner" at Tolbrook
than she was durlng her happy jears at Woodﬁiew, but the
truth 1s that with only books for companions, Sara finds life
dull. Secretly she 1s convinced that this inactlive life is
"a waste of my days and their proper delights" (178).

Yet Sara's great virtues are her unfailing joy in

life and her ablllity to accept and adapt to its changes. The
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many transformations her life undergoes are reflected l1ln her
varlous husbands and lovers (Mondaj, Hickson, Jimson,
Wilcher, etc.) with the accompanying changes of lodging and
adaptation of role each new relatlion brings. Thus at Wood-
" view she goes from cook to lady (aé Matt's wife) to mistress
(of Hickson). After Matt's death, she becomes a kind of
itinerate companion of Gulley; then she is cook at Tolbridgé,
later Wilcher's housekeeper and mistress in his London
house. She is later installed by Wilcher in a "box" in a
ﬂeﬁ housing section, before her final apprehension and con-
finement in prison. In To Be a Pilgrim, Wiicher discovers
her after her release, already set up in a new household
with a2 new companion who is a prospective husbénd. Sara's
mobiiity,,the evef-willingness of her spirit to shift to a
new location and a new role, 1s symbolized by her maid's
"box," which contains most of her possesgiops, and which she
is evér prepared to transfer on short notiée to & new lo-
cation and a8 new life.

Sara has another great virtue, which ié also a weak~
ness, in her love of human nature. She is ever ready to
excuse her oﬁn and others' conduct on the grounds that it
is simply "nature." Her humane spirit.causes her to let
herself be taken advantage of, rathef than hurt the pride of
another. Thus most of her infidelities occur because she
fears to wound her lover's ego. Sara vows that she never

meant to deceive her husband Matt, but she falls to stop
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". + . he was mj‘friend

Hickson's amorous overtures because
and Matt's and I did not want to hurt his feelings" (30).
‘Later she becomes Wilcher's mistress because she does not
wish to embarrass him by revealing that she had believed
that his offer was a proposal of marriage.6

Sara's weak mature ls a contlnuing threat to the
happinéss of those about her. Matt, after first being
brought out of his timidity by hls marriage with Sara, is
crushed by his discovery of her adulteries, and returns to
his earlier "creeper stage." Because she fails tc consider
the consequences of her actlions, she becomes a source of
embarrassment to her children, and finally leaves Woodyiew
to spare thelr pride. Her affair with Tom contributes‘to
the violent reaction on the part of his famlly which results
in his being virtually imprisoned at Tolbrook during the
last part of his life. Sara's vague notions of right and
wrong lead her to write bad checks, give Hickson ﬁossession
of Gulley's valuable prints, and steal householdvgoods from
Wilcher. Thus, by her actlons, Sara 1s indeed gullty of

the judge's accusation that she is ". . . another unhappy

“

6Wa1ter E. Allen says of Sara, "She is a woman in
~her twin-role of mother and mistress; desplte her good in-
tentions and her early religious education, she l1ls incapable
of resisting the demands that man, the male chlild, makes on
her. If she cannot square her behavior with her sincerely
- held religlous beliefs it 1s because they cannot in the
nature of things be squared. In her own eyes she is a
sinner; but to the reader her life 18 a hymn of praise to
creation and the creator." "Joyce Cary," British Book
News, XLI (London: Longmans, Green, 1953), p. 22.
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example of the laxlity and contempt for all religious prin-
ciple and social obligétion which threatens to undermine
the whole fabric of our civilization" (1). Sara, with her
gusﬁo for 11fe, her'unfettered;spirit, does represent a
constant manacé to the fixed social frame. She is a con-
stitutional rebel agalnst all the stébie values of soclety.
Cary says of Sara, "Her morals were the elementary moréls
of a primitive womah, of nature heréélf, which do ﬁot
change; and she was supremely indifferent to politlcs, re-
ligion, economics.®? Sara is a menace, but only because she
follews her 1nstinéts asg a natural woman. In her attempts
to realize the spirit of 1life within her, she introduces
an element of cheos vwhich éan be repaifed only at the cost
of lmposing external restrictions‘which wouid imprison her
spirit and fetter her wayward;soul.

Gulley Jimson, rbgue-hefo of The Horse's Mouth,
epltomlzes the character who is fully alive because he is
constantly born airesh out 6f the perpetual unfolding of his
inward seif in hils work. Gulley typifies most vividly the
fierce, joyful life pllgrim, the person unafrald to teake
the tremendous leap into experience, to diécover and recre-
ate himself anew in the constant flow of the life process.

Gulley is in immediate contact with the baslc sources of

7Joyce Cary, "The Wey a Novel Gets Written,"
Harper's Magazine, CC (February, 1950), p. 92. :
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human vitality. Its currents shoot through him like an
electric force, so that he 1s constantly reacting and re=-
sponding to external stimull, then transforming the subjec-
'tive experience lnto the rorms of art. Gulley's electric
vitality 1s revealed when he describes himself just after
his release from prison as "hopping up and down Greenbank
Hard for half an hour grinning like a gargoyle® (1) or says
that it makes him "Jump" to think of a little iarble woman
of Dobson, or describes the impact of a new idea for a plc~
ture like the kick of & foal inside his stomach. .

Gulley 1s a plcaresque hero;8 The unity of his
narrative 1ls obtained not from a clear sequence of events
relating to a single development of action,.but from his
role as artist and his unfalling artistic percept;on of the
world about him. Gulley's pfime purpose in life 1s to
function as an artist. All other concerns are secondary.
People, 1nSt1tutions, his own welfare--all are subservient
to the needs‘of his own creative will. To éerve his calling
as artist, Gulley has turned rogue. Thus his story becomes
a plcaresque kumstler roman, with Gulley as rogue-hero.

In his role as plcaro-artist, Gulley offers a virtual

parody of the traditional artist type. The verious aspects

8Gu11ey Jimson would seem to fall clearly into the

éateﬁory of modern heroes recognized by R. W. B. Lewls as
the "Picaresque Saint." Gulley, of necessity picaro-rogue,
is by nature sanctified artist. ©See Lewis, Ihe Plcaresgue
Saint.
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of the artist myth Included in Gulley's self-account have
been transformed by his comic sensibility into a hilarious
inversion of the stereotyped image of the struggling artist.
This 1s not to say that Gulley fails of being a true artist;
or that his work is lacking in significance. Gulley seems
'clearly to be intended to represent the true artistic prin-
ciple, seeking to express 1tself in a soclety of phlilistines.
Yet, because the narrative ls filtered through the consclous-~
ness of Gulley, the most serious events are invariably given
comic treatment. Gulley is fully aware of the inherent ab-
surdity of his situation as a natlonal genius who must en-
dure severe deprivatlon and humiliatlon to express his
talent. He chooses to assume an alr of mild cynlicism as an
alternative to the bitter despair that would follow a frank
confrontation of the truth of his positidn. Soclety victim-
izes Gulley, but Gulley retaliates by rendering society (as
well as himself) ludicrous. His comic irony thus becomes a
cushion againsﬁ the harsh truth of his conditlion. He knows
that self-pity 1s fatal, that hate clogs the springs of
creativity. Thué he utilizes Joy as a fundaméntal life

principle, and finds laughter the equivalent of prayer.J

9In his Preface to the Carfax editlon, Cary says:
"Anyone who has served in a war knows the man who's suddenly
full of Jokes on the night before an attack, even Jjust be-
fore going over the top.

"Jimson, as an original artist,  is always golng over
the top into No Man's Land, and knows that he will probably
get nothing for his palns and enterprise but a bee~swarm of
~bullets, death in frustration, and an unmarked grave. He
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Almost every convention and cliché of the artist

myth 1s parodied in Gulley's narrative. Part of his defense
is his ostensible refusal to take himself seriously, and
thus many of the cruclal experlences of his life are de~
liberately presented in reduced terms. For example, one of
the great crlses of the artist's career is the moment of
commitment, when the aspiring artlst accepts his vocation
and dedicates his 1life to the service of art. Gulley de-
scribes his conversion in this way: A

But one day when I was sitting in our London office on

Bankside, I dropped a blot on an envelope; and having

nothing to do just then, I pushed it about with my pen

to try and maske 1t look more like a face. And the

next thing was I was drawlng filgures in red and black,

on the same envelope. And from that moment I was done

for . . . I had a bad infection, galloping art (55-56).
The established artist generally views his youth as a period
of struggle against the 8tifling restrictions of comventlon
and respectability of a bourgeols society. Gulley, on the

other hand, had deliberately chosen the bourgeols life for

himself:

makes a joke of life because he dare not take it otherwise.
He is afraild that i1f he does not laugh he will lose elther
his nerves or his temper, that he will want to run away from
his duty, or demand with rage, 'What i1s the sense of any-
thing in a world at war?' and elther shoot the nearest of-

Ticer or himself.
"He is himself a creator, and has lived in creation

all his life, and so he understands and continually reminds
himself that in a world of everlasting creatlion there 1s no
justice. The original artist who counts on understanding

and reward is a fool." Quoted in The Horse's Mouth (London:

George Rainbird, 1957), p. 19.
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"When I came to London in '99, I was a regular clerk. I
had a bowler, a home, a nice wife, a nice little baby, and
a bank account. I sent money to my mother every week, and
helped my sister. A nice happy respectable young man. I
enjoyed 1life in those days" (55). When Gulley is bitten
with the bug of "galloping art," he simply ignores nie
family until they go away.

Every event, every human relatlon, every moment in
time i1s immedlately translated by Gulley into artistic
terms. The world about him acquires significance only as
it relates to his function as creator of visual form. A
striking characteristic of the novel is the way Gulley's
strong vlisual sense 1s revealed through the imagery.
Gulley's observations of the Thames on the morning after his
release are typical:

I was walking by the Thames. Half-past morning

on an autumn day. Sun in a mist. Llke an orange in
a fried fish shop. All bright below. Low tide,
dusty water and a crooked bar of straw, chlcken
boxes, dirt and oil from mud to mud. Like a viper
swimming in skim milk. The old serpent, symbol of
nature and love (1).
Gulley's visual perception emerges even in the most unex-
pected circumstanceé. While resting after being chased by
a policemﬁn, Gulley notes:

Surrey all in one blaze llke a forest flre.

Great clouds of dirty yellow smoke rolling up. Nine
carat gold. ©Sky water-green to lettuce-green. A
few top clouds, yellow and solid as lemons. River
dlsappeared out of its hole. Just a gap full of the

seme fire, the same smoky gold, the same green. Far
bank like a magic island floating in the green (48).
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Gulley's mind inevitably relates all human ex-
perlence to his role as artist. When Captain Jones speaks
of his daughter who is going deaf, Gulley immediately thinks
of all the handlcapped girls in the world as material for a
picture.

And I saw all the deaf, blind, ugly, cross-eyed,
limp-legged, bulge-headed, blind and crooked girls in
the world, sitting on little white mountains and
weeplng tears like sleet. . . . Yes, and a lot of
nuns pushing perambulators, with a holy babe in each.
Yes, and every nun with a golden crown. Yes, and the
nuns would be like great black tear drops. They
could be the tear drops. And they wouldn't have
feet. They would go on little wheels (13).

And Gulley concludes. that 1f he were a pretty girl going
deaf, he would be an artist's model. Or better yet, an
artist. He would use his deafness to concentrate on his
works, like Edison.

Contemplating his mother's strength and devotion to
his father, Gulley sees in her conduct a sense of control
comparable to the technique of the grand classical style:
"Nothing like the classical. A sense of form. None of
your surface tricks; but solid constructions" (52); Re-
membering his grief at his mother's funeral, Gulley is now
unsure whether he was 1n agony for her death“or for his
awful pilctures. His work of that period seemed dead to
him: ". . . it looked like a rotten corpse that someone
had forgotten to bury" (57). While Coker is determinedly
attempting to reach a settlement with Hickson for Gulley's

"stolen" pietufes, Gulley is occupled in making sketches in
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Hickson's)visitor's book. When Mr. Moseley discusses
Hitler, Gulley immediately thinks of Hitler as Artist, and
agrees that "He's got ideas that chap. And he wants to see
them on the ﬁéll"-(67).

Thus the unity of the novel rests with Gulley's
persistent artistic consclousness and his unfailing cre-
ative energies. The driving force in Gulley's life is his
need to create; all else is secondary.

Gulley suggests the "typical" artist in other ways,
also. His appesrance is that df the familiar impoverished
artist. His condition 1s truly pathetic, yet there is some-
* thing undeniably humdrous in Coker's calling him over to
show hls worn-out boots to Hickson as proof of his poverty,
in Sara's promising to bring him hand-me-down shirts from
‘her current husband, and in Gulley's arranging newspapers
into a kind of night dress as he prepares to go to.éed.

| Gulley's antisocial behavior acéurately reflects
the Artist as Rebel, defying law and conventlon to serve
the needs of his art. Gulley lies; steals, and cheats hils
way through life. He 1is the epitome of the amoral artist;
yet some of the funnlest scenes 1n the novel occur when
Gulley 1s enacting his role of decelver. When the ollman
attempté'to collect Gulley's long overdue account, Gulley}
hides behind a cart in the street:

I nipped under the horse and round the back of

the cart. ©Stood there with my legs by the front
wheel. Got a nlice view of the ollman in the shop
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window opposite. He was a bit éurpriséd. Looked up

and down. Came out at last to have a look under the

cart. So did I, the opposite way, and when he came

back to the horse s head, I was round by. the tall-

board (9).
‘When Coker 1s adamant 1n her lnsistence that Gulley accom-
pany her to demand Jjustice from Hickéon, Gulley tries to
escape by goling to the men's room, in the hopes that he can
flee out the far exit. But Coker, who is not fooled, tri-
umphantly accosts him at the top of the stairs:

She jumped on me like a lion. "I thought S0w==

now why shouldn't I give you a smack." "Didn't I come

up the same way?® "No, you didn't, and you didn't

do anything down there elther. There wasn't time.

Why, you old fool, I knew you wanted to make a get-

away as soon-as you spoke. A monkey at the Zoo

could look more innocent"™ (91).
Gulley 1s especially ludierous in his attempts to play the
extortionist, cslling Hickson in various roles including
the President of the Royél Acedemy and the Home Secretary.
Even Gulley's great swindle at Brlighton, when he sells post-
card views of the sea by pretending that they are obscene
pictures, can be classed only as a brilliant absurdity;

Surrounding Gulley 1s an assortment of characters

typlical of those who assoclate themselves with Art. Each
is given (in Gulley's perception of them) some ludicrous
twist of personality, some trait of banallty or naiveté,
which renders him preposterous and reduces him to a parody
of his serious éountertype. Foremost among these 1s Hick-

son, the millionalre collector. Gulley sees Hickson as

ridiculous in appearance:
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Hickson came in. Hickson had got older since I

saw him last. ©Small and dry, black suit hanging off

his back like a sack. Looked like a little beetle

on its crooked hind legs. Poking out his head as if

too heavy for hls neck. Long white face, all folded

with misery-wrinkles llke a sick albino bloodhound.

Big bald head and a couple of tufis of white wool.

Eyes like a palr of half-sucked acid drops. Rolled

them from me to Coker and back again. Then lifted

up his hand half-way and let me shake it. Like.

shaking a piece of.cold bacon fat (99). :
When Hickson speaks, it is "in a kind of thin flat voice,
like some chemical squeezed out of him by the welight of
woe" (99). Coker has descended on Hickson in the bellef
that he has ruthlessly swindled Gulley out of his valuable
art work. ©She is astonished to learn that Hickson has ac-
tually contributed some three thousand pounds to Gulley,
in loans and allowances. Hickson carefully explains that
he was forced to cut off Gulley's allowance because of
Gulley's threatening calls. Then he explains politely:
"'I'm an old man . . . and a sick man. I don't mind much
if you do murder me, and you can write as many threats as
‘you like. ‘But I can't bear all this telephoning. It dis-
turbs the servants. One man has given notice already'"
(107). Hickson, who has‘conscientiously attempted to be
the friend of art, has had his 1life totally disrupted fof
his efforts. He has invested about a half a mlllion pounds
in pictures, "'Including commissions to artists who never
delivered any pictures at all'" (106). Gulley has made such
a nulsance of himself that Hickson is ready to pay any price

for peace of mind. But just as they are about to conclude
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the settlement, the man servant notifies Hickson of
Gulley's thefts, and Hickson i1s forced to call .in the police.

‘Hickson represents the wealthy patron who sincerely
wishes to ald the struggling artist. Gulley, however, re-
fuses to take him seriously, so that Hickson becomes a vic-
tim of mockery and exploitation. Lord and Lady Beeder are
.further eiamples of this type. They are sincere in their_
dedlcation to the cause of Art, but are handicapped by a
basic 1mpefceptivity to both art and the nature of the art-
ist. The Beeders are determined to maintain an air of geh-
teel refinement in every situation. Gulley, in his obser-
vations of their apartment befofe they arrive, renders them
ludicrous when he notes that notionly do they maintain an-
expensive art collecilon, but Sir William stocks his ward-
robe with real silk underdrawers. When the Beeders gra-
clously ask him to tea, Gulley reflects that, after all,
it 1s nothing to people llke that to send their cushions to
the cleaners. When Gulley slyly suggests that he could stay
the night with Lady Beeder, he rightly éalculates that they
will not take offense. "But I knew that I.couldn't shock
cultured people like the Beeders. They get past béing
shocked before they are out of school, Just as they get over
religion and other unexpected feelings" (153). When Lady
Beeder modéstly presents her own amateur art efforts for
Gulley's inspectlion, Gulley 1s caustic in his responses. He

finally sums up.his critique wilth the observation that
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"t. . . all this amateur stuff is like farting Annie Laurie
through a keyhole. It may be clever but i1s it worth the
trouble.'" (155). As Gulley has expected, the Beeders re-
spond to this comment with a look of sheer "Christian be-
nevolence" (156). Gulley rightly judges the Beeders as
persons willing to undergo all humiliations and inconven-
lences in the service of art. After Gulley wrecks their
apartment, pawns their furniture (including the bathroom
chain and taps), and ruins their wall with his sketches of
assorted feet for the Lazarus mural, they do not set ihé
police on him. Instead, they send him a polite message
through Alabastef thanking him for the care of thelr apart-
ment and indicating that they are stili interested in pur-
chasing a-bicture from him. Gulley sums up their attitude
of genteel acceptance as follows:

What I like abdut thé rich is the freedom and the
friendliness and Christian atmosphere. Liberty hall.
Everything shared because there is too much. All '
forgiveness because it's no trouble. Drop their
Dresden cups on the fireplace and they smile. They
are anxlous only that you should not be embarrassed,
and spoil the party. That's their aim. Comfort and
joy. Peace on earth. Goodwill all round (152-153).

The Art Critic is represented in the person of

A. W. Alabaster, who proposes to bring out IThe Life and
Works of Gulley Jimson. Gulley at first 1s half inclined
to belleve that Alabaster may be an established critic, but
on closer observgtidn.he realizes that Alabaster 1s a boy

just out of school; further, he recognizes in his eye “the

look of a man who can't pay for a drink" (138). Taking
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closer inventory, Gulley notes that

« » » there was a piece of his shirt sticking out of
his trousers, a little plece no bigger than a sixpence
but blue as the North Star. Indication to mariners.

" And when I looked longer I saw that hls shiny brown
boots were down on one slide like torpedoed ships.
There was a fringe on the back of his trousers like
old flags after the battle and the breeze, and his
collar had an edge like a splintered mast (135-139).

Gulley entertains Professor Alabaster at the Elslnore doss-
house, treating him to dinner and breakfast, and extending
him a loan of fourpence. |
Gulley also has a stuttering Disciple, Nosy Barbon,
the insistent youth who plagues Gulley with his attempts to’
administer to his physical and spiritual needs. Nosy brings
Gulley coffee and buns when he 1s starving, and Gulley ac-
cepts his kindnesses, protesting vehemently all the while.
Gulley mimicks Nosy's speech, ridicules his artistic am-
bitions, and in every way attempts to dissuade him from
pursuing an artistic career. Thus Gulley l1s inverting the
stereotyped image of the Master Artist offering sympathetic
encouragement and inspiration to his devoted follower.
The followlng exchange is typleal:
"B-but, Mr. Jimson, I w<want to be an artist."
"Of course, you do," I sald, "everybody does
once. But they get over it, thank God, like the
measles and the chicken pox. Go home and go to bed
and take some hot lemonade and put on three blankets
and sweat it out."
"But Mr. J-Jimson, there must be artists."
"Yes, and lunatics and lepers, but why go and
l1ive in an asylum before you're sent for. If you
find 1ife a blt dull at home," I said, "and want to

amuse yourself, put a stick of dynamite in the kitchen
fire, or shoot a policeman. Volunteer for a test
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pilot, or dive off Tower Bridge with five bobs' worth
of roman candles in each pocket. You get twlce the
fun at about one-tenth of the risk" (15-16).

Others in Gulley's circle include’Coker, the Prac-~
tical Friend; Plant, the Phllosopher Friend; and Séra and
Rozzle as Female Inspiration.' Coker represents all the
homelj girls in the world who have adopted a tough-minded
approach to life as a defenslve measure. Coker 1s obviously
impervious to beauty of all kinds. To her, Gﬁlley's works
have merit by virtue of the fact that they have market
value. However, although Coker does hot understand Gulley
the Artlist, she has a very humane concern for Gﬁlley the Man.
She invariébly allows him to wheedle money from her for art
supplies, furnishes him with new socks, and even takes him
home with her on a rainy night when his shed 1s fldoded
(she thoughtfully has Gulley reverse his trousers before
getting in bed to forestall any romantic mischief on his
part). Coker's mother i1s even more lacking in the aesthetic
sense. When she and Coker move into Gulley's shed, Mrs.
Coker chops up Gulley's painting'of The Fall and utlilizes
the pleces toc repalr the leaky roof. |

Plant, the philosopher-cobbler, represents the ab-
stract thinker whose energles are expended in thoughta about
rather than in the creatlon of art. Gulley likes Plant but
he cannot finally approve of Plant's intellectual approach |
to experlience. Although Plant pretends tovlike Qulley's
work, Gulley knows that he secretly hates it. Gulley is



150
not fooled when Plant brings in a group of blue-nose
preachers to admire hls work:

But preachers, being a class proof against domes-
tic influence, often go on believing in truth, beauty
and goodness all thelr lives. Plant was a very strong
bellever 1n all three, and whenever he could persuade
anybody to see my plctures, especlally another preach-
er, he would bring him in. As a public duty to art
and God and the English nation. ‘

The trouble is that though &ll good Protestant
preachers round Greenbank including anarchists and
antli-God Blackboys love beauty, they all hate pictures,
real pictures. Each time Plantie sees one of my _
pictures, he gets a worse shock. This, of course, ex-
cites him to great enthusiasm, and makes me feel de-
pressed (40).

Gully, on the other hand, is totally distrustful of ab-
stractions: "Contemplation is not the doings" (101). He
says, simply: "Talk 1s lies. The only satisfactory form
of communication is a good picturé" (85).

Sara and Rozzie are Gulley's Female Inspiration.

Gulley 1lives, off and on, with each of them, and at one
time maintains a dual household. The kind of exuberance
for life of these two 1s best deplcted in the scene in Her-
self Surprised where Gulley 1s wedged between the iwo women
on a horsehair sofa, like "'Mahomet between the Mountains'
or the 'Widow's Cheese Mite'" (98). Although Sara is at
the time é_ﬁidow in black, she cannot repress her glggles
at Rozzle's animated repartee with Gulley, who is "flzzing
between us like ginger beer" (98). Actually, Gulley's best
work seems to have been accomplished during the time he was

living with Sara. By the time of The Horse's Mouth, Sara
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is an old woman, but Gulley still detects in her traces of
the "original fireship." After Gulley and Coker call on
Sara‘to get her admission -that she 1llegally gave Hickson
possesgssion of Gulley's paintings, Gulley 1s impatient to
get back to his current project, since he is excilted over
his meeting with the "old individual geyser" (33). "I felt
I could paint. As always after a party. Life delights in
1ife. Especially with Sara" (35). |

Thus, throughout thé novel, everything is reduced
to comic terms. Primarily; this redqction 1s accomplished-
by Gulley himself as interprefer of events around him.

However, other factors also contribute to the comlc effect.

For example, the title, The Horse's Mouth, is Gulley's term
for the great source of Artistic Inspiration. When Gulley
is Inspired for a new depiction of Adam,vhe feels that his
idea is "stralght from the horse" (21). And when his in-
spiratioﬁ‘fails, Gulley notes that "'The truth is, THE OLD
HORSE DOESN'T SPEAK ONLY HORSE'" (43).

The names of the varlous characters also contribute
to the humorous effect of the narrative. Gulley Jims¢n, for
example, hardly seems appropriate aé the name of a serious
artist. A gully 1s a miniature gulch, and jimson is a type
of weed. Hickson suggests typlcal British aristocratic re-
spectabllity, until one notes its patfonymic connotations.
Alabaster suggests pretentiousness, primarily through its
sound. It is a word which "sounds big," but which produces

an undeniably comic effect. (Sylvester is a word which would
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fall in the same category.) Coker's name suggests, of
course, coke or coal, and Coker is indeed as plain and
simple and practlical as a plece of coal. Furﬁher, the
short, blunted syllables of the name suggest Coker's
abruptness, and her blunt, direct approach to 11fe; Mr.
Plant is stubbornly planted in his opinions, clinging to
his beliefs that there'must be a purpose in it," even when
he loses his right hand by blood poisoning. Also, his
family has flourishéd like a plant in England for centuries.

The yoking of high and low 1s seenICOnstantly in
the flow of Gulley's own consclousness. He consistently
undercuts his own serious or profound observations with a
wry, acrid counter-statement. It 1s as if he literally
jerks his thoughts back to earth, when they threaten to
soar too far. Thus Gulley's sense of the ridiculous emerges
in his description of Ollier on a cold morning: "Frost on
the grass like condensed moonlight; Moon high up, trans-
parent. Like snow mark in lice. Blrds very lively. Spar-
rows fluffed out like feather dusters. Met friend Ollier
delivering first post. Drop on his nose, a pearl, and two
more on his mustache, diamonds" (19). Contemplating his
outcast state, Gulley observes, "I wander weeping far away,
until some other takes me in. The police" (60). Formu-
lating a definition of Freedom, Gulley conplﬁdes that it is
the Inside of the Outside (102), and then he adds that "even

a philosopher like o0ld Ben can't judge the XXX by eating
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pint pots. It's the wrong approach" (102). A second prin-
ciple of contrast also operateé wheﬁ Gulley's exalted 1ldeas
are presented in ludicrous contexts. Thus, while Gulley is
loudly proclaiming to Coker that he 1s a genius, one of
the greateét artlsts who ever lived, Coker 1s buslly yanking
his tfousers off to get'him ready for bed. ("'Lif; up your
bottom=--how can I get 'em off when you keep on sitting
down.'" (88]) Gulley's greét flash of insight into the
meaning of Freedpm occurs as Ne wanders about Hickson's
drawing-room,'totally oblivious to the negotiations con-
cerning his welfare being conducted by Coker and Hickson on
the other side of the room. Gulley absolutely refuses to
let'otheré become maudllin at his expense. When Alabaster
simpers, "'Nobody éould call you a commercial artist, Mr.
Jimsdn,'“AGulley instantly answers, "'Blow the trumpets,
sound»thé drum, Tantara, Boom'" (137).

Frequently, the lronic contrast occurs when Gulley
quotes Blake.'© (The Blake quotations acuﬁally form a |
serioﬁs frame 6f meaning for the novel. They serve as a
'reminder that despite his ironic mask, Gulley 1s sincerely
conmitted as an artist.) Recalling his days with Sara,
Gulley quotes and then interprets lines from "The Mental

Traveller':

104azard Adams presents an interesting discussion
of the blographical and artistlc affinities of Blake and
Jimson in his article, "Blake and Gulley Jimson: English
Symbolists," Critigque, III (Spring-Fall, 1959), pp. 3-14.
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And he rends up his manacles

And binds her down for his delight

He plants himself in all her nerves

Just like a husbandman his mould

And she becomes his dwelling-place

And garden frultful seventy fold

As Biily would say, through generation lnto re-

generation. Materiality, that is, Sara, the old
female nature, having attempted to button up the
prophetic spirit, that is to say, Gulley Jimson,
in her plackethole, got a bonk on the conk, and
was reduced to her proper status, as spiritual
fodder (46). .

One of the great scenes of lronic contrast occurs
when Sara and Gulley drink beer and make love in Plant's
kitchen, finally falling off thelr chalirs altogether and
tumbiing onto the floor, while the speaker of the evening
pontificates in the next room about "'The boundless possi-
-bilities of human happiness when gulded by those natural
loves and fraternal sympathles planted in the soul'" (75).

The final episode of the book, the painting of the
church mural, represents a parodic treatment of the theme
of art as religion, or art in the service of the. church.
Gulley discovers his church by'accident, while he 1s snooping
about in an aliey looking for a wall for his mural of The
Creation. The church is not only deserted, 1t l1s condemned.
Gulley must pay for its use, and he acquires permission o
use 1t only by tricking the caretakers into believing it 1s
to be utilized for "religious observances." ("'What reli-
glon?' 'Low.' 'What sort?' 'Peculiar.'" [(251] ). The

A,

subject of Gulley's picture ("The Creation") is manifestly
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appropriate for the religious setting. (The title also
" serves to sum up the intent of Gulley's life.) Gulley's
treatment of hlis subject is characteristically unorthodox
(included in the picture 1s.a whale with its face on the
back of its head). The painting is in every sense a de-
piction of Gulley's subjective perception of the beginning
of the world, literally his creation of the Creation. The
whole épisode rises to riotous absurdity when Alabaster ar-
rives leading a committee of ihe Béeders, et al, who wish
to persuade Gulley to leave off his presen£ dangerous project
in favor of a conventional work, a portralt of a noted gen-A
eral. The committee of "art lovers" obviously has neither
comprehension of nor sympathy for Gﬁlley’s efforts. Gulley
is finally torn from his "Creation" by a party of wreckers,
who knock him out of his éwing andbdemolish his mural. As
he goes down, he seems to hear a thousand angels combining
thelr volces in a glgantic horse laugh. Gulley apparently
percelves God not only as the Divine Insplirer but also as
the Divine Destroyer; Gulley 1s first granted his idea and
his wall ("God has been good to you" [252] ). Then both are
destroyed in what seems to be a hugé cosmic Joke. ‘Gulley's
answer, as always, 1s to refuse to feel aggrieved. When -
the nun reminds him that he had better pray than laugh, he
ansvwers "'Seme thing; mother'" (311).

Thus Gulley's view of.life seems to be rooted in

an awareness of God (theAOld Horse) as a source of both
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créative Inspiration and potentielly destructive energles.
Gulley himself illustrates both the creative and destructive
aspects of the creator in action.!! On his first day out of
jall, Gulley attempts to wheedle mohey from Coker (to whom
he 18 already in debt), makes another threatening call to
Hickson, steals paint from the ollman, and solicitshﬁoney
from the unsuspecting Captain Jones for his fictitious
William Blake Soclety. In his role as artist-rebel, Gulley
' is a threat to all the fixed institutlons and codes which
stabllize soclety. Foremost among these 1s the family.l As
soon a8 he is infected with the germ of "galloping art,"
he promptly renounces all familial responsibilities. ("My
wife‘was nearly starving, and we had pawned most of our
furniture, but what did I care"(56]). He soon becomes
' totally absorbed ln his tranéition from classic to impres-
sionist schools, so that he hardly notices when his wife
leaves him and his mother dies. ("I was so wretched that I
hardly noticed when we were sold u§ and my wife went off;
or even when my mother died" [57]). After this, Gulley sets
up, from time to time, a vafiety of irregular domestic es-
tablishﬁents. Recallling his last imprisonment, Gulley re-
flects: "Last time I was locked up, in 'thirty-seven, I

left a regular establishment behind. Nice little wife, two

11Andrew Wright points out that "The world of cre-
atlon 18 a world of injustice, and injustice 1s a major '
theme of The Horse's Mouth." Op. c¢it., p. 125.
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kldas, flat and studio with & tin roof . . . when I came
back, there was nothing. Wife and kids gone back to her
mamma. Flat let to people who didn't even know my name"
(4=5). Gulley entices Sara to come away with him.by prémis-
ing to marry her, but at the registry office he i1s forced
to confess that he is already encumbered with a wife. (This
incident is described in Herself Surprised.) Gulley's solu-
tion, which Sara accepts, 1s that they simply pretend to be
man and wife without benefit of an actual ceremony (he ex~
' ﬁlains that he found this plan quite satisfactory on prior
occaslons). While Gulley is living with Sara; he is also
courting Rozzie, who bears his son Tom. After Rozzie's
death, Tom comes to live with Gulley and his current com=-
pénion (Margaret or Mud). Seara describes in Herself Sur-
prised the effects of letting Tom grow up in the bohemian

artistic household. Gulley advocateé a Rousseau-like up=-

bringing for the young:

"I'm not going to hand over this kid to the school~,
nasters and get rid of it under the pretence of edu-
cation. No, I'm going to teach i1t myself. No read-
ing and writing and arithmetic for my kid." For I
was really keen on education at the time. And I had
the idea that 1f you could only prevent a kid learning
to read, it couldn't pick up all the rubbish out of
the newspapers and books, that spoils children's
brains. My idea was to teach kids first of all to
sing, since Nature starts 'em singing before they
can talk; and then to draw; and then to swim and box;
and then when they got a bit older and could do more
brain work, to dance and make poetry in their heads.
Also I was goilng to teach my kid to know all Blake's
poetry and what it means and what is wrong with 1it,
and then, if he was a boy, I should have gone on to
Shekespeare and navigation, so that he could be a
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sallor and see some. of the outside world, and keep

avay from culture and all the rest of it; or if a

girl, Milton and cooking; so she might go into

service and see some of the lnside world (265).
Gulley expects his "wives" to assume the burden of his sup-
port (he continues to demand money from Sara'long after they
are separated), and he uses them as a means of releasing his
hostllities when he 1s frustrated in his work. Sara notes,

accurately, that Gulley 1s the type who will alwéys beat hls -

women (Herself Surprised, 142). Her great source of grief

is that Gulley, 1n a fit of plque, once gave her a "bonk on
the conk" that ruined her nose forever.

Gulley élso habitually practices theft, fraud, and
extortion. Most of his thefts are petiy larcenies committed
to obtain necessary supplies to survive and function as an
artist. He lifts paints from the oller's shop, lets a fry-
pan fall into his hand outside a Greenbank store, and steals
Sara's wedding picture to pawn the silver frame. At
Hickson's, he fills his pockets with Netsukes and expensive
snuff boxes, presumably because they appeal to his gesthetic
sensé. Among his more notable swindles are the phony
William Blake Society and the ingenlous post card scheme.
Both of these projects furnish ironic comments on Gulley and
his situation. When Gulley purportis to obtain funds for the
Blake Society, he is in one sense speaking the truth, since
he himself as creator is a living exponent of Blakean prin-

ciples; in fact, Gulley 1s actually a kind of ocne~man Blake
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Society.'2 The novel is interspersed with Blake quotations,
which provide a structuring principle for the plcaresgue de-
velopment. Gulley constantly quotes and interprets Blake td
himself, and spends his time in jail learning more Blake.
The post card swindle not only shows Gulley's cleverness,
but it also suggests the underlying irony of the attitude
of a pﬁblic which will readily purchase "art" that is obscene,
but will not recognize, much less pay for, the serious pro-
ductions of the true artist. Gulley}s ability to confuse
and outwit his opponents in business deals is revealed.in
his dévious bargainings with Coker, the paint dealer, and the
church sexton.

Gulley's antisocial acts frequently assume more
serious proportions. He makes himself a nuisance ahd a
threat to Hickson, who 1s forced to prosecute in self-defense.
Gulley litefally wrecks the Beeders' elegant apartment, but
they graciously do not prosecute. His greatest act of de-
structibn is, of course, his unintentional murder of Sara,

who dles as a consequence of a struggle with Gulley over an

12‘1’1&:3.‘@ Gulley is a Blakean artist 1s readily appar-
ent. "With Blake, art is a vehicle of knowledge in which
the imagination creates what it experiences. This act of
creation is the true ceremony, the inward ceremony, of
Christ, whereas abstract moral codes are the 'outward _
ceremony' or Antichrist. Thus Art becomes an intuition of
reality and the artist becomes a prophet for having created
the world in 1ts true form and thus revealed a morality in
its highest sense--a morality beyond abstractlion. All re-
ligious thought is thus the study of art." Adams, gop. cit.,
p. 11. '
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early portrait of her which Gulley wants to sell to the
Beeders.

None of Gulley's destructive acts is committed as a
deliberate attempt to commit an evil. He threatens Hickson
because he 1s desperate for money, and feels that Hickson
is enjoying undeserved préfits from‘his (Gulley's) work.
(The fact that Hickson has a legal right to these paintings
is of no consequence to Gulley.) His appropriation of the
furnishings of the Beeder apartment is justified 1n his mind
as a means of maintalning himself whlle he executes the'wall
mural which he has commissioned himself to do for them. And
the death of Sara is an unforeseen consequence of Gulley's
determination to wrest from her the early portrait which he
believes is hls by virtﬁé of hils right as creator.

Gulley's prime aim is to function as an artist, and
all other considerations are insignificant to him. His
destructions occur as an inevitable consequence of his de-
termination to release 1n artistic expression the creative
impulseJQithin him. His 1is the amoral nature of the dedl-
cated artist for whom all else is subordinate to his work.
He thus embodles the creétive-destructive principle which
-is reflected on a larger scale in the continuing cosmic
processes of'destruction and regeneration. As creator he is,
inevitably, destroyer. But out of his destructions are born
his "“works of passion and imagination" through which are

revitalized the spirits both of himself and of the world.

3
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Gulley recognizes the danger he represents in the
eyes of a world which fears to be transfigured. He poses
a threat not only because he 1s an artist, but, more espe-
clally, because he ls a modern artist. Modern art is an
ever-present ﬁenace to the established forms of society:

All art is bad, but modern art is the worst. Just like
the influenza. The newer it is, the more dangerous.
And modern art is not only a public danger=--it's in-
sidious. You never know what may happen when it's

got loose. Dickens and all the other noble and wise.
men who backed him up, parsons and magistrates and
judges, were quite right. So were the brave lads who
fought against the Impressionists in 1870, and the
Post-Impresslionists in 1910, and that rat Jimson in
1920. They were all quite right. They knew what
modern art can do. Creeping about everywhere, under-
mining the Church and the State and the Academy and the
Law and marriage and the Govermment--smashing up civ-
ilization, degenerating the Empire (18).

Art is innocuous only after 1t has grown old, and stale;
and famlliar. When it can do no more harm, it is ready to
be accepted aé a masterplece:

Nothing is a masterplece--a real masterplece-~till
it's about two hundred years old. A picture 1s like
a tree or a church, you've got to let it grow into a
masterpiece. Same wlith a poem or a new religion.
They begin as a lot of funny words. Nobody knows
whether they're all nonsense or a gift from heaven.
And the only people who think anything of 'em are a
lot of cranks or crackpots, or poor devils who don't
know enough to know anything. Look at Christianity.
Just a lot of floatlng seeds to start with, all sorts
of seeds. It was a long time before one of them grew
into a tree blg enough to kill the rest and keep the
rain off. And it's only when the tree has been cut
into planks and built into a house and the house has
got pretty old and about fifty generations of ordinary
lumpheads who don't know a work of art from a public
convenlence, have been knocking nails in the kltchen
beams Lo hang hams on, and screwlng hooks in the
walls for whips and guns and photographs and calen-
dars and measuring the children on the window frames
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and chopping out a new cupboard under the stalrs to
keep the cheese and murdering their wives in the
back room and burying them under the cellar flags,
that 1t beglns even to feel llke a real religion.

And when the whole place is full of dry rot and
ghosts and o0ld bones and the shelves are breaking
down with 0ld wormy books that no one could read

if they tried, and the attic floors are bulging
through the servants' cellings with old trunks and
top-boots and gasollers and dressmaker's dummies

and ball frocks and dolls' houses and pony saddles
and blunderbusses and parrot cages and uniforms and
love letters and jugs without handles and bridal

pots decorated with forget-me~nots and a plece out at
the bottom, that it grows into a real old faith, a
masterpiece which people can really get something out
of, each for himself. And then, of course, every-
hody keeps on saylng that it ought to be pulled down
at once, because it's an unsanitary nuisance (174-175).

Gulley's comparison between the tree and the house suggests

the difference between the artwork which is a new, living,

organic creation and that which is an anclent, establlshed,

dead artifact. The dlistinctlion is that betweén art as

process (of creation) and art as history (of accomplished

fact).

Taking the part of soclety, Gulley sums up its

hostile view of art and artists In an ironic denunciation:

"What is art? Just self-indulgence. You give way to
it. It's a vice. Prison 1s too good for artists--

they ought to be rolled down Primrose Hill in a bar-

rel full of broken bottles once a week and twlce on
public holidays, to teach them where they get off" (66).

Gulley asserts that he deserves seven years in prison for

"being Gulley Jimson" (53), and declares that the penalty

for being an artist ought to be "death without the option"
(54).

The great crime of the artist agalnst soclety is
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that he insists on being free.13, For Gulley, art i1s equated
with Freedom, the expression of thé inner lmagination. While
Hickson and Coker haggle over Gulley's paintings, Gulley ex-
periences his great 1llumination as to the truth of artistic
freedom: "Contemplation . . . is ON THE OUTSIDE. . .
Freedom . . . is nothing but THE INSIDE OF THE OUTSIDE.
e o« o it's SOMETHING THAT GOES ON GOING ON. ; . . It's the
ginger in the gingerbread. It's the apple ih the dumpling.
It's the jump in the OLD MOSQUITO. 1It's the klck in the |
0ld horse. It's the creation" (102). |

Art is the inevitable enemy of Government, which‘

seeks to restrict the,imagination.14 Gulley asserts that

1 Edward Case observes of Cary, ". . . of all those
who may be styled the major novelists of this century he is
the only ohe whose dominant theme 1s nelther tragedy, evil,
decadence, guilt, anxlety, neurosis, nor despalr. Hls many-
volumed subject is human freedom.. He sees the world as a
place of change, of adventure and surprise. He sees life as
full of infinite possibilities of experlence. He embraces
joy as readlly as sorrow."

"!'Freedom' 1s not.a political term, as Cary uses 1it.
He is not talking about liberty. ‘'Freedom' 1s descriptive.
It is the label for the internal reality of man's life, what-
ever his condition. It 1s the fact of humanity, which is
the fact of consclous individuality, conscious will and as-
piration, however thwarted or muted by physical circumstance-
It 1s that drive of self which 1s the very deflnition of
human consclousness. It l1s that inward autonomous realm
where man knows his own needs and yearnings, and ponders
thelr realization. Freedom, above all, is human power. It
is the capacity for action. It 1s actuallized by knowledge
and means. It is in fact beyond good and evil. It 1is the
creative principle itself." "The Free World of Joyce Cary,"
Modern Age, III (Spring, 1959), pp. 116-117. :

14prederick R. Karl notes, "Jimson, like Rousseau
and Blake, belleves that the natural goodness of man has
been corrupted by institutions, schools, and academies,
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"'The only good government . . . is a bad one in. the nell
of a fright; yes, what you want to do with government is
to put a bbmb under it every ten mihutes and blow its
whiskers off. . . . " (225). Judges are appointed to "'keep
imagination 1nlordef. If it wasn't for imagination .« o
we shouldn't need any police or government. The world would
be as nice and peaceful and uninteresting as a dead dog full:
of dead fleas'" (234)f |

Gulley as Artist represents the ultimate principle
of human freedom. He demonstrates the process of life con-
stantly belng born aneﬁ out of itself. He describes his
discovery of Manet as a young artist as like a rebifth
into a new world of color (57). As an old man in the for-
est, he feels that "no one has seen a tree till this mo-
ment" (229). For Gﬁlley, "'"It's a new world every heart
beat; The sun rises seventy-five times a minute'" (227).

Although Gulley 1is destructive in that helis a dis-.
rﬁptiVe element in society, deliberately rebelling against
iﬂs restricting forms and uses, he 1is ever an innocent with

the innocence of Natural Creation.15 Like the maiden

and that the only way a man can regailn a pure vision of
the world is by dissoclating himself from society and
following the call of his own individuality. Accordingly,
the conflict of The Horse's Mouth is created through the
pure will of Jimson as 1t runs agalnst institutlons and
institutional people." "Joyce Cary: The Moralist as
Novelist," Twentieth Century Literature, V (January, 1960),
p. 184.

15pgrbara Hardy observes, "Like Mister Johnson, the
best of the African novels, and Charley Is My Darling, this
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Oothoon, he possesses ﬁthe eternal innocence that thinks
no evil" (103). His is the "passion of intelligence e
The everlasting creation of delight. The Joy that is al-
ways new and fresh because it is created" (103). For Gulley
knows

That the soul of innocence, maidenhood, could never

be destroyed so long as it lived in the free spirit.

For it would always be new created in real virginity.

The virginity of the soul which never allows experi-

ence to grow stale. - Which never allows custom to
hide the wonders of love (104).

As Cary observes, "There is nothing sure, nothing dependable,
but the spirit of life itself and its invincible desperation
which, among the cruelty of circumstance that is the form

and effect of its real being, begets 1ltself for ever in

newness and innocence eternal delight."16

book [The Horse's Mouth| 1s about creative power and cre-
ative lawlessness. The emphasis varies. Mister Johnson is
cheat first and poet after, Jimson 1is painter first and law-
breaker after, and Charley is both Juvenile delinquent and
infant prodigy. The characteristics are constant though the
proportions vary. Johnson, Charley, and Jimson all create,.
all destroy, and all have power, a power which is less the
product of genlius or courage or lawlessness than of vital-
ity." "Form in Joyce Cary's Novels," Essays in Criticism,
IV (April, 1954), p. 187. ,

16Frdm a note to his poem The Drunken Sailor.
Quoted by Allen, op. cit., p. 19.

el



CHAPTER V

KATHERINE ANNE PORTER AND THE DUBIOUS
INNOCENCE OF MADNESS

"Fact is, I'm for law and order, I don't like to see

lawbreakers and loonatics at large. It ain't the

place for them."

Mr. Homer T. Hatch,
in "Noon Wine"
Although the theme of "destructive innocence" as

such is not central to the work of Katherine Anne Porter,
it 1s an important motif in several of her stories. 1In
"Flowering Judas," for example, the innocent appears in the
character of Laura, the Amerlcan school teacher, who has
come to Mexlico tc participate in the revolutionary activi-
ties there.! Laura is obviously from a highly conservative

background. ©She herself attended a convent, and even now

1Ray B. West says that according to Katherine Anne
Porter, "Laura was modeled upon a friend with whom Miss
Porter had taught school in Mexico . . ." "Katherine Anne
Porter and 'Historic Memory,'" Reprinted in Louis D. Rubin,
Jr., and Robert D. Jacobs (eds.), Southern Renascence: The
Literature of the Modern South (Baltimore: The Johns Hop-
kins Press, 1953). West adds: "But the important thing to
notice is that in all cases, Katherine Anne Porter's char-
acters possess qualities which have some point of similarity
with her own experience." Ibid., p. 281.

166
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she 1is unablé to break away entirely from her Catholic up-
bringing. Shé displays a distinct puritanism in her char-
acter, and this puritanism contrasts markedly with the cor-
ruption and degeneracy evident in the leaders of the revo-
lution. Laura can best be described as "prim." Her appear-
ance suggests the nun. She carefully conceals any evlidence

" she covers her great round

of sexual attractiveness:
breasts with thick dark cloth, and . . . hides 1ong, invalu-
ablj beautiful legs under a heavy skirt" (151). "Her knees
cling together under sound blue serge, and her round white
collar is notﬂiurposely nun=like" (142). She sleeps in a
"white linen nightgown" (159) symbolic of her chaste state.

Laura's innocence is further emphasized by her po-
sition as teacher. 1In the elementary school at Xochimilco,
she plays the role of mother to the native schoolchildren,
who obviously worship her:

When she appears iﬁ the classroom they crowd about
her with smiles on their wise, innocent, clay-colored
faces, crying, "Good morning, my titcher!" in immacu-
late volces, and they make of her desk a fresh garden
of flowers every day (145).

Laura is careful to malntaln her virginity despite
the insistent advances of numerous suitors. Always, she
takes precautions to insure that her rejections do not give
offense. When the young captain of Zapata's army invites
her for a horseback ride with the intentlion of expressing

"nis desire for her with the noble simplicity befitting a

rude folk-hero" (148), she cleverly manages for her horse
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to bolt and gallop off just at the moment the captain is
preparing to help her from the stirrup. When a young union
organizer serenades her persistently from her patio, she
observes the conventions by throwing him a flower, but she
does not encourage a closer relationship. When Braggioni
visits her in the evening to woo her with mournful ballads,
she listens with "pitiless courtesy" (140), for she fears
to do otherwise: "She knows what Braggionl would offer her,
and she must resist tenaciously without appearing to resist,
and 1f she could avecld it she would not admit even to her-
self the slow drift of his intention" (141). The result
of Laura's caution is that "nobody touches her, but all
'praise her gray eyes, and the soft, round under lip which
promises gayety, yet is always grave, nearly always firmly
closed . . ." (147).

Laura's ostensible commitment 1s to the cause of the
revolution. She wears "the uniform of an idea" (142), but
she cannot precisely define the "nature of this devotion,
ite true motives . . . [or] its obligations" (145).

During her lelsure she goes to union meetings

and listens to busy lmportant volces quarreling

over tactics, methods, internal pollitics. She

visits the prisoners of her own political falith in
their cells, where they entertaln themselves with
counting cockroaches, repenting of thelr indiscretions,
composing thelr memoirs, writing out manifestoes and
plans for thelr comrades who are still walkling about
free, hands in pockets, sniffing fresh alr. Laura
brings them food and cigerettes and a little money,

and she brings messages disgulsed in equivocal phrases

from the men outside who dare not set foot in the
prison for fear of disappearing into the cells kept
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empty for them. . . . she brings them their favorite
narcotlcs, and says in a tone that does not wound them
with pity, "Tonight will really be night for you . . ."
(145-146). :

Some of her missions are potentially dangerous, but Laursa

is protected with the 1nvulnerability of innocence:
She 1s not afrald to knock on any door in any street
after midnight, and enter in the darkness, and say
to one of these men who is really in danger: "They
will be looking for you~-=-seriously--tomorrow morning
after six. Here is some money from Vicente. Go to
Vera Cruz and walt" (146-147).
She walks back and forth on her errands, with puz-
zled eyebrows, carrying her 1llttle folder of drawings
and music and school papers (147).

Though she expends her time and energies in behalf of the

revolution, she carefully maintains her separatenéss from

' those who share her dedication to the common cause:
« « « the very cells of her flesh reject knowledge
and kinship in one monotonous word. No. ©No. No.
She draws her strength from this one holy tallsmanic
word which does not suffer her to be led into evil.
Denying everything, she may walk anywhere in safety,
she looks at everything without amazement (151).

The danger inherent in Laura's dedication lies in
the fact that the cause she serves is a corrupt one. The
corruption of the revolutionary movement is summed up in
the character of Braggiocni, the cunning leader. Braggioni
is lustful, self-indulgent, contemptuous of hls followers.
He brags that he is a man of power, and that this power en-
titles him to indulge his love of elegant refinements:

He has good food and abundant drink, he hires an
automobile and drives in the Paseo on Sunday morning,

and enjoys plenty of sleep in a soft bed beslde a wife
who dares not disturb him; and he sits pampering his
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bonez in easy billows of fat, singling to Laura, who
knows and thinks these things about him. When he was
fifteen, he tried to drown himself because he loved a
girl, his first love, and she laughed at him. "A
thousand women have paid for that," and his tight 1it-
tle mouth turns down at the corners. Now he perfumes
his halr with Jockey Club, and confides to Laura:

"One woman 1is really as good as another for me, in

the dark. I prefer them all" (154).

—_ Of his followers, he says, "'They are stupid, they are lazy,
they are treacherous, they would cutv my throcat for nothing

e o *"(154). When Eugenio dies, Braggioni comments, "'He

is a fool, and his death is his own business . . .'" (157).

Laura herself 1s aware of the discrepancies between
the 1deal. revolutionary and the "bulk of Braggioni' (141),
but she canhot renounce either her leader or her cause:

The gluttonous bulk of Bragglonl has become a symbol
of her many dislillusions, for a revolutionist should
be lean, animated by heroic faith, a vessel of ab-
stract virtues. This is nonsense, she knows it now
and is ashamed of it. Revolution must have leaders,
and leadership 1s a career for energetic men. OShe
is, her comrades tell her, full of romantic error,
for what she defines as cyniclism in them is merely
"a developed dense of reality." She is almost too,
willing to say, "I am wrong, I suppose I don't really
understand the principles," and afterward she makes
a secret truce with herself, determined not to sur-
render her will to such expedlent logic. But she
cannot help feeling that she has been betrayed ir-
reparably by the disunion between her way of living
and her feeling of what 1life should be, and at times
she is almost contented to rest in this sense of
grievance as a private store of consolation. Some-
times she wishes to run away, but she stays
(141-142).

Laura's overt act of destruction occurs when she
brings to the lmprisoned Eugenlo the narcotlics which he
uses to commit suicide. Laura, as always, is endeavoring

to serve the larger cause by providing for the comforts of
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its followers. But the fact that 1t 1s she who supplies
the material means forvEugenio's death leaves her with an
overwhelming sense of guilt. This deep gullt is reflected
in the dream which concludes the story, in which Eugenlo
comes for Laura. At first Laura wishes to go with him (that
is, she desires to escape her present existence), but she
hesitates when Eugenio calls her "Murderer," and refuses to
take her hand. Agalnst her will,.Laura is ﬁransported away
from familiar surroundings and into the "strange land":
", . . she clung first to the stair rail, and then to the
topmost branch of the Judas tree that bent down slowly and
set her upon the earth, and then to the rocky ledge of a
'cliff; and then to the jagged wave/of a sea that was not
water but a desert of crumbling stone" (160). At thié point,
she discovers that Eugenio 1is takiﬁg her to death. Agaln she
refuses to go unless he wlll take her hand. Laura obviously
senses that the spirit of Eugenio has come not out of love
but out of a desire for vengeance. As his "murderess," she
must forfeit a life for a life. Yet she rebels agéinsﬁ this
extreme punishment, and Eugenio now turns to her, commanding
her in a "voice of pity" to eat the Judas blossoms:

Then édt these flowérs, poor prisoner, sald Eugenio

in a volce of pity, take and eat: and from the Judas

tree he stripped the warm bleeding flowers, and held

them to her lips. ©She saw that his hand was fleshless,

2 cluster of small white petrified branches, and his

eye sockets were without llght, but she ate the

flowers greedlly for they satisfled both hunger and

thirst. Murderer! said .Eugenio, and Canniball This
is my body and my blood. Laura cried No! and at the
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sound of her own volce, she awake trembling, and was
afraid to sleep again. '

Thus; Laura expresses her highly ambivalent feellngs
toward the death of Eugenlo. He has, in effect, tricked her
into becoming an unwltting Judas. Supposedly her friend, he
has made cof her a murderess. Eugenlo, as sacrificial martyr
of the revolutionary cause, becomes the slain Christ, she
the betraying Judas. Thinking to do hiﬁ kindness, she be-

" comes the agent of hié death.

The guilt whiéh Laura feeis for the death of Eugenio
reflects, also, her larger gullt arising from her mixed
feelings for the entlire cause in which she is involved. Her
betrayal of Eugenlo is a petrayal of the cause for which he
stands, and thus her feeling of gullt for his death merges
with her larger guilt which arises from her growing distrust
of the revolutionary movement (distrust which she, to this
point, must repress at the conscious level). Despite her
doubts. she cannot desert the movement (cannot go "out of
this strange house' in the dream just as shé could.not,
earlier, "fly out §f thls room and leave Braggloni singing
to himself" (142). At the same time, she feels gullty for
the fact of her continuing associatioh with thé movement.

If she stays, she remains a "poor prisoner" who must re-
enact the betrayal of Eugenio (and all those whom the cause
should serve, but fails) in the symbolic ritual of the sac-

rament. Thus, Laura's dream reveals to her not oniy her
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 immedlate sense of personal gullt for her contribution to
the death.of Eugenio, but also her larger sense of guilt
arlsing from the knowledge that she serves a cause which 1is
only too ready to betray those whom it should sustain.2
Depictlions of larger scenes of soclal disorder also
occur in "Pale Horse, Pele Rider" and "The Leaning Tower."
In the first, the $tability and order of the world have
collapsed into the violence of war. In the second, the
damages of that war are presented in the deplctlon of Germany
in the early thirties. Both stories present examples of the
innccent agent of destruction. Miranda, by her unwitting
transmission of the fatal influenza germ to Adam, and
Charlés, by his inadvertent destruction of his landlady's
fragile souvenir of the past age, both act in this capacity.
The young artist in “The Léaning Tower" 1s a characteristic
figure 6f the Americén iﬁnoéent abroad; His journey to
Europe is an archetypal quest of youth for experience. As

artist, his aim is not only to discover and comprehend, but

2Harry J. Mooney, Jr., notes that "what Flowering
Judas suggests so powerfully 1s the treacherous capacity of
the individual to do wrong even when armed with the flrmest
intentions of doing right; and the story iiself, like the
modern history of which it 1s an instance, indicates this in
the light of the tragic course of contemporary political
events, in which so many noble concepts have led to so much
horror and oppression."” The Fiction and Criticism of
Katherine Anne Porter ("Critical Essays in English and
American Literature,“ No. 2; Pittsburgh: University of
Pittsburgh Press, 1957), p. 47.
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to frame, know, and interpret his discovéries;3' He has been
drawn to Germany by the myth of 1ts splendors relayed to
him by his childhood friend, Kuﬁo. In Berlin, he discovers
alarming discrepancles between the myth and the actuality.
Germany is for him a grim, hosp;le country where he 1is vic-
tiﬁized by unscrupulous hotel keepers and bullled by sullen
landladies. The manner in which he breaks the delicate
replica of the Pisan tower (his landlady's treasured relic
of her honeymoon, to her & symbol of all the lost riches of
her past life) shows that Charles is in no way to blame for
the hostilitles directed at him. The tiny reproduction
simply crumbles at his touch. Yet the landlady clearly
hdlds him responsible for his action, as if it has been é
deliberate act performed with malicious intent. Frau Reichl
clings to the souvenir as a symbol of the lost world of ser-
vants, luxury, wealth, and ease which was hers before the
war. Charles' breaking of the tower 1s a reminder to her
of all the losses which she has suffered. Charles could not
avoid breaking the tower, for 1t was already in a state of

decay, Jjust as the entire structure of pre-war Eﬁropean aris-

3Diana Trilling finds a weakness 1n the depiction
of the character of Charles 1in the fact that Porter does
not meke clear whether he is successful or unsuccessful as
an artist. I think thls is an irrelevant consideration.
The point 1s thet Charles 1s young and untried, that he is
seeking an enlargement of experlence. Even Miss Trilling
grants that ". . . Charles is less an artist than he 1s
young and American. . . ." "Fiction in Review," The Nation,
CLIX (September 23, 1944), p. 360.
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ftocratic soclety was far gone in decadence before the war
brought its final collapse. The German state of mind, as
exemplified in Frau Relichl's attitude, 1s unable to acéept
the fact of self-guilt. For her, as for her countrymen,.
the fault does not lie kithin the natlve structures but is |
the consequence of damages inflicted by externsl agents.
Frau Reichi hates Charles because he hés destroyed the symbol
of her opulent past, just as her countrymen despise America
for the destruction Americans have inflicted on Germany.
Charles, the typiéal American, cénnot understand the
logic of the German rationale. He is bewildered by the con-
niving shopkeepers who elther intimldate him or call on his
pity to cheat him of hls money. He does not understand the
insélent pride of the young German HanS-Who‘arrogantly dig-
plays hls ugly dueling scar as a symbol of aristocratic
prestige:
Charles had liked Héns on sight, but there was some~
thing he wouldn't know about him if they both lived
for a thousand years; 1t was somethling you were, or
were not, and Charles rejected that wound, the reason
why 1t exlisted, and everything that made 1t possible,
then and there, simply because there were no conditions
for acceptance in his mind.
Charles is faced with & set of standards and attitudes ut-
terly opposed to those of his own tradiiion. At the end of

the story, he declides that it is better to remain in his

“Katherine Anne Porter, "The Leaning Tower," in
The Leaning Tower and Other Stories (New York: Harcourt,
Brace and Co., 1934), D- 197.. ,
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state of wretched loneliness than to assoclate with these
disagreeable people.

In the story "Theft" it is the central figure (a
Miranda-llke young woﬁan) wﬁo plays the role of the destruc-
tive agent. The key action 1s the theft of an expensive
gold cloth purse from the bedroom of the héroine by the
Janitress of the bullding. But the young woman has invited
the robbery by her careless'attitude toyard her possessions.
When the janitress.finally admits her gullt, she polnts out
that the lodger has provided the temptation for the theft:
"!'I thought maybe you wouldn't mind, you leave things around
énd don't seem to notice much.'"® The young woman realizes
that she has, indeed, lived by a2 principle of exaggerated
trust: "She remembered how she had never locked a door in
- her life; on some principle of rejection in her that made

her ﬁncomfortablé‘in the ownership of things, and her para-
doxical boast before the warnings of her friends, that she
has never lost a penny by theft . . ." (89). The theft of
the purse now seems»but the culmination of the continuing
pillage of her 1life by those who have taken advantage of
her trust. She allows herself to be drenched in a rainstorm
to spare the pride of her lmpoverished escort, Camilo. When

another friend, Roger, offers to rescue her in a taxl, she

SKatherine Anne Porter, "Theft," Flowering Judas
and Other Stories (New York: Harcourt, Brace and Co.,
19305’ p' 900
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must provide part of the fare.} Her neighbor Bill refuses
to return the fifty dollars he owes for her contribution
of a scene tc his play, although he has recently purchased
a ninety-five dollar rug for his floor. Thus the loss of
the purse epitomlzes all the losées she has sustained in a

lifetime of pillage:

In this moment she felt that she had been robbed
of an enormous number of valuable things, whether
material or intangible: things lost or broken by
her own fault, things she had forgotten and left in
houses when she moved: bVooks borrowed from her and
not returned, Jjourneys she had planned and had not
made, words she had walted to hear spoken to her
and had not heard, and the words she had meant to
answer with; bitter alternatives and intolerable
substitutes worse than nothing, and yet inescapable:
the long patlent suffering of dying friendships and
the dark inexpllcable death of love--all that she
had had, and 21l that she had missed, were lost
together, and were twlice lost in this landslide of
remenbered losses (89-90).

She percelives, however, that it 1s she herself'who
has perpetuated the self-robbery: "She lald the purse on
the table and sat down with the cup.of chilled coffee, and
thouéht: I was right not to be afrald of any thief but
myself, who will end by leaving me noﬁhing" (91).

The theme of the shaping of the life of the indi-
vidual by forces outside himself and soclety is pbresented
'in the short sketch entitled "He." The idiot son in_this
story represents a burden andbtemptation which ‘his parents
are not equipped to cope with. They recognize thelir re-

. spongibilities to him, and sincerely attempt to glve him the

same love and consideration they express for thelr other
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children. Yet almost in spite of themselves, they take ad-
vantage of his defenseless state. He is sent to fetch the
dangerous bull, he is ordered into the pen to snatch the
young pig from *the fierce sow, and he must give up hls blan-
ket to warm the other children. Through their actlons to-
ward the handicapped boy the parents reveai their own inner
weakness and basic selfishness. They are willing to eke
ploit him.to serve thelr own needs and comfort. They want
to do what is just and proper for him. Yet, desplte their
jusﬁ intentlions, they exploit him cfuelly.' The idlot thus
becomes the innocent agent by which the déficiencies of the
human spirit are exposed. At the end of the story, the
parents recognize thelr inablllity to carry any longer the
burden which fate has placed upon them, and the boy is sur-
rendered to soclety (he is sent to the charity hospital).

Many of the themes which appear ih the above stories

reoccur in "Noon Wine,"

a study which deals specifically
with the préblem of the destructive innocent. Agaln, the
figure of the idiot (lunatic)‘is employed to demonstrate how
trate" works to lay on the individual a responsibility

éreatér than he can bear.6 Mr. Helton, the simple lunatic,:

6Mooney notes that "Noon Wine is another variation

of the now familiar theme of the invasion of the private
world by the reasonless forces of soclety at large. . . .
Nowhere else in her fictlon are the mysterious forces so
hostile to the Individual quite so succinctly dramatized as
they are in the character of Mr. Hatch; and nowhere else 1s
the individual's resistance in the face of the unknown quite
so heroic as Mr. Thompsonis." Op. cit., pp. 40-41.
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is first the preserver and later the destroyer of the
Thompson family. (Mr. Hatech is the lmmediate cause of
Thompson's downfall. But if Mr. Helton had not come toﬂthe
Thompson:farm, Mr. Thompson would have avolded involvement
in destruction and guilt.) Mr. Helton had no intention of
bringing disaster down dn the Thompsons. And Mr. Thompson
certainly did not mean to harm anyone. But Mr. Helton,
gimply by his presénce, serves aé a passive agent of de-
struction, involving Mr. Thompson 1n a pattern of disaster
which ends in death by violence for three of the principals.
The final discovery of thé story 1is the ultimate impossi-
bllity of evaluating or interpreﬁing accurately the events
of human life. It reveals the inextricablé fusion of guilt
énd innocence in human motive and actlon, and demonstrates'
the complexity and irresolvable ambiguity of human expe-
rience. The characters involved are humble people, who are
unprepared to comprehend or interpret the evénts in which
theyfbecome involved; but the issues upon vwhich the dramatic
action rests strike to the core of the human dilemms.

"Noon Wine" is & study of the innocent in 1its mést
basic or'essential'form: that of the "simple," the man
whose nature 1ls so restricted 1n 1ts 1ﬁtellectual and moral
development that soclety at large recognizes his defect and
mekes allowances for it by placing him in a special cate-
gory of persons not held responsible for their acts; the

term "ynnocent™ is applied to him in explicit recognition of
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his state of moral non-accountability. The "innocent" in
this instence is Mr. Olaf Helton, the silent Swede, who ar-
rives one day at the small south Texas farm of Mr. Royal
Earle Thompson, who hires him on the spot as a helper on the
farm. For nlne years Mr. Thompson enjoys the benefits of
Mr. Helton's labors, flourishing as he never had before, un-
aware that the course of his life 1s to be so 1lrrevocably
altered by the presence of the stranger at his home.
During the early years of hls stay with the Thompsons,

Mr. Helton succeeds (iromically) in doing what Mr. Thompson
has never been able to accomplish: he imposes a pattern of
order on the heretofore slipshod and haphazard management of
the farm. Mr. Thompson has never been able to cope ade-
quately with the problems of running the farm. Inwardly he
is convinced that most of the lrksome chores of farm life were
"women's work," anyway. The constant demand on him to cater
to the needs of cows and chickens he finds bothersome:

But from the first the cows worried him, comlng up

regularly twice a day to be milked, standing there

reproaching him with thelr smug female faces. . . .

Milk worried him, coming bltter sometimes, drying

up, turning sour. Hens worried him, clucking,

hatching out when you least expected i1t and leading

their broods into the barnyard where the horses

could step on them; dying of croup and wryneck and

getting plagues of chicken lice; laying eggs all

over God's creation so that half of them were
spoiled before a man could find them. . . .

TKatherine Anne Porter, "Noon Wine," Pale Horse,
Pale Rider: Three Short Novels (New York: Harcourt, Brace
and Co., 1936), pp. 112-113. All future page references to
"Noon Wine" will be to this edition.
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The truth is that Mr. Thompson has been golng downhill for
several years. His wife, a frall woman, had "simply gone
~down on him early” (114). The yards and sheds have become
cluttered with "broken-down maéhinery and ragged harness
and 0ld wagon wheels and battered milk pails" (114). The
front gate is now "sunk so firmly on its broken hinges no
one thought of trying to close it" (93). Things had gotten
out of hand, and there was no one to straighten the chaos
or remedy the disorder. Mr. Thompson had silently resigned
himself to failure.

From the day of his arrival, Mr. Helton sets about
determinedly to restore some order into the haphazard op-
eration of the Thompson farm. Desplte his limitations of
mind and spirit, he acts for nine years as a constructive
agent, steadily rébuilding the decayed fortunes of the
Thompson household.

He milked the cows, kept the milk house; and churned
the butter; rounded the hens up and somehow per-
suaded them to lay in the nests, not under the house
and behind the haystacks; he fed them regularly and
they hatched out until you couldn't set a foot down
for them. Little by little the piles of trash
around the barns and house disappeared (115-116).
e « o« It was a fact the hogs were 1ln better shape
and sold for more money. It was a fact that Mr.
Thompson stopped buying feed, Mr. Helton menaged
the crops so well (117).:
Mr. Thompson begins to flourish. For the first tlme, the
dairy begins to show a real profit. In gratlitude, Mr.

Thompson raises Mr. Helton's salary, once in the third

year and agein in the fourth, two dollars and a half a
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month each time. | _

It is true that the Thompsons notice that Mr.vHelton
is a strange man, but they never guess the full extent of
his abnormality. Over the years they accept his contri-
bution to their welfare, oblivious to the extent of his de-~
fect or of the potential danger he represents.8 Mr. Helton's
manner and appearance strike Mr. Thompson as somewhat odd
from the first. Mr. Helton never looks at Mr. Thompson,
but then he never appears to be looklng anywhere else,
either.' His eyes simply "Sat in his head and let things
pass by them” (95). At times he seems to be simply sleeping
with his eyeé open. He is extremely uncommunicative, and,
when he does talk, his voice wavers up and down, and he puts
the eﬁphasis in the wrong places. The Thompsone, however,
readily excuse Helton's faltering speech as the donsequence
of his being a "foreignere" Mrgs. Thompson decides that he
is unWilling to'talk becauéé he can't talk: he simply

- doesn't know the language. At first Mrs. Thompson is dis-
tressed by the sllent stranger at their house:

"It's like sitting down at the table with a dis-
embodied spirit," she said. "You'd think he'd find
something to say, sooner or later."

' "Let him alone," said Mr. Thompson. "When he
gets ready to talk, he'll talk" (117-118).

'But the years passed, and Mr. Helton never got réady to

8Porter notes that Helton possesses "the dubious
innocence -of the madman." "'Noon Wine': The Sources,"
. The Yale Review, XL (Autumn, 1956), p. 34.
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talk" (118). He goes his quiet way, silently performing his
tasks about the farm, withdrawing in the evening to his
cabin where he sits alone, playing interminably his single,
solltary tune on one of his many harmonicas. |
Although the Thompsons do”not recognize it as such,

Helton's obsessive attitude toward his harmonicas is the
strongest manifestation of his abnormality. The few times
he displays emotion of any kind, it is because his harmonicas
are in some ﬁay threatened. On the dey of his arrival, Mrs.
Thompson warns him that the children might be tempted to
meddle with them. Helton, for the first time, listens at-
tentively, then jumps up with uncharacteristic speed, and
sﬁeeps the harmonlicas onto a higher shelf. In the second
year of his stey, Mrs. Thompson observes him shaking her
two sons fiercely, his face "terribly fixed and pale" (121).
Later she learns that Helton is disturbed because the boys
had heen tampering with his harmonicas. The look of hatred
she had witnessed on his face made Mrs. Thompson uneasy; as
1f the whole scene were some sort of omen.

~ Mr. Helton owns several harmonicas, all expensive
and new, but on them he plays but a single tune. At first
the Thompsons like the melody very much, and stop whatever
they are doing to listen. Later they grow sick of it, and
wish to each other that Helton would learn anothef one.
Finally they slmply cease to hear 1t altogether, for it

has become "as natural as the sound of the wind rising in
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the evenings, or the cows loWing, or their own voices" (118).
In the same way they come to accept Helton, too, as some-
thing'natural and familiar, even:though he 1s a Swede, and
won't talk, and plays the harmonica besides: ". . . all
the Thompsons became fond of him, or at any rate they
ceased to regard him as in any way péculiar, and looked
upon‘him, from a dlstance they did not know how to bridge,
as a good man and a good friend" (127). Thus the abnormal
ié accepted and absorbed naturaily into the pattern of the
normal. Far from recognizing.him as a threat, the Thompsons
consider Helton the "hope and prop" of the family.

Thus the curious Mr. Helton maintains ihe Thompsons,
gradually restoring their’fortunes'and introducing a frame
of order into their hitherto undirected and chaotic exist-
vence. The Thompéons forget thelr early wonder at the queer-
ness of the~stranger, and come to accept him as a welcome
and needéd benefactor. Then, on & hot August afternoon in
1905, a second stranger arrives at the Thompson farm. By
the events which follow, the established pattern of orderly
living is abruptly terminated. Mr} Thompson finds himself
caught in a pattern of violent destruction which took its -
origin years ago in a forelgn place, but which now sweeps
him up in its currents so that he becomes its unwitting aéént,
performing the rash deed which éan ultimately be resolved
only in his own final act of self-annihilation.

Mr. Hatch bares to Mr. Thompson the truth of the
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stranger's identity. He reveals that Helton is an escaped
lunatic, who had been confined for the murder of his own
brother‘in a dispute over a lost harmonica. Hatch, a bounty
collector, has come to capture Helton and returnlhim to the
asylum. Hatch 1s prepared to use force and intends to en-
list the ald of Mr. Thompson to accomplish his purpose.
Helton, hearing the heated exchange of words between the two
men,‘rushes to Thompson's aid. Then; in'a swift series of
events that Thompson 1s never able to reconstruct accur-
ately in his ming, Thdmpson murders Hatch. Thompson per-
forms the actual deed‘of violénce, but Helton is its passive
agent. Just as his presence on the fa:m is sufficient to
call up the épﬁéarance of Hatch, his sudden arrival at the
scene of conflict precipitates Thompson into the murderous
act. For Thompson thinks he sees Hatch attack Helton. He
sees the bowle knife driven into Helton's stomach. In a
frantic attempt to save his benefactor, he swingé the axe at

Hatch's head. His intent 1s to stun, not kill. But he dis=-

covers, too late, that he has indeed murdered Mr. Hatch. He

has performed the irrevocable destructive act, which hence=-
forth he will never be able to justify to himself or séciety.
Thus Thompson's status 1s changed in an instant from
that of one comparatively lnnocent of moral wrongdolng to |
that of murderer. He 1s guilty of one of the most serious
violations of the codes of soclety. Desplte his'apparently

innocent intentions, he has killed. Further, he has killed
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without sufficlient provocation. For Mr. Hatch had not
really attacked Mr. Helton, after all. When Helton (who
fiees the scene like a frightened animal) is finally cap-
tured, there is no mark of the kﬁife on his body. Mr.
Thompson has been the victim of a terrible hallucination.
That single moment of frantic illusion is sufficlent to
effect the ruin of himself, his family, his victim, and the
man he intended to save. |

Thompson's_hallucination, brief but disastrous, 1is
well prepared fér in the scene leadling up to the act of
overt violence. To begin with, Hatch himself is a thorough-
ly repugnant character. He is described as a rabblt-
toothed man whose skin hangs about him in loose folds, as
if he had reéently been fat, but was no more. Hls loose-
fitting skin suggests that ﬁe is weariﬁg some sort of dis-
- -gulse. And it 1s soon apparent that in order to acéomplish
his mission he has assumed a false rolé. He misrepresents
himself in his opening conversation with Thompson, clalming
that he has come to the Thompson farm to purchase a horse.
After he reveals his true purpose, he explains that he ob-
tained the money to make his journey from North Dakota
through é deception of Helton's aged mother. Helton head
sent her a cheék for elght hundred and fifty dollars, hils
savings during his years of absence. Hatch persuaded the
senlle o0ld woman to give him funds fof the trip, promising

10 bring her a full report on her missing son. Ironically,
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it 1s thus Helton's own moﬁéy which Hatch utilizes to make
his contemptible Journey. |

Hatch's manner emphasizes the basic falseness of
his charaéter.” He shrieks with laughter at virtually every-
thing that is said, as if this were an outrageously funny
occasion. Mr. Thompson, himself a jolly sort, realizes
that Hatch's galety i1s unnatural: "Néw this feller laughed
like a perfect lunatic . . . and he wasn't laughing be-
cause he thought things were funny, either. He was laughing
for reasons of his own" (134).. The final evidence of
Hatch's dupiicity is iﬁ the discrepancy between his avowed
intention and his obvious purpose in ;racking down Helton.
‘ Hé admits that he 1is a professional bounty hunter, having
captured and collected the rewards for more thap twenty es-~
caped lunatics in his lengthy career. But he contends that
hié bagic aim is to serve‘the ends of justice by proteciing
society from lawbreakers and lupatics. It is on these
grounds of serving law and ordér that he appesals to Thompson
to ald his cause. _

Thompson 1is instinctively repelled by the impostor,
who has, 1t is true, the law on his side, but who 1s ob-~
viously lacking in the basic essential of human decency.9
Thompson cannot remember when he has so disliked a man on

sight. Thompson has been further antagonized by Hatch's

9Ibid., p. 38.
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curiously devious logic, which somehow implies a defect in
Mr. Thompson's thinking on virtually every toplc that is
introduced into the conversation. Hatch manages to impugn
Mr. Thompson's cholce of wigé,'his preference in chewing
tobacco, and his Jﬁdgment in hired hands. Somehow,'he suc-~
ceeds in twisting Mr. Thompson's words, so that everything
~he says- ls turned back agéinst him in a distorted version.
Mr. Thompson; sénsing that Hatch is trying to mortify him,
feels a ﬁslow muffled resentment climbing from somewhere
deep dowh in‘him e o WM (143). At oﬁe péint, he even con~
siders'the possibility of shoving Hatch off his stump, in
the hope that he might hurt himself on the axe, but he
quickly rejects this’temptation; realizing he has no motive
adequate to justify such a hostile act.

When Thompson thinks he sees Hatch knife Helton, he
is actually projecting into réality an act which‘is suf-
ficlient cause to enable him to release his mounting ag-
gressions against Hatch. In part, he is expressing his own
acute personal resentﬁent agalnst the stranger who has
aroused his antipathies to the point of wrath. In addition,
he 1s probably seeking to protect his investment in Nr.
Helton, the falthful friend and helper who has enabled him
to regain a foothold in life once more. More important, he
is seeking to save from immediate attack by the intruder,‘

the friend who has come to seem like one of the family.!O

10uyn, Thompson's motives are most certainly mizxed,



189
In part, the pressure that bullds within Thompson

1s the result of his belng unable to explain satisfﬁctorily
why he is unﬁilling to co-opefate.with Hateh. He knows that
as a lunatlc and murderer, Helton represenﬁs a2 menace to his
family and soclety. He knows that Hatch has the law on his
side. He also knows that Helton has-been perfectly harmless
for ten years, has succeeded, where he has falled, in re-
bullding the farm) He also knows that‘Helton is a good man,
in his own way more sensible than the devious Mr. Hatch,
who éppear;)out of nowhere on a peaceful afternodn to make
trouble for a deceht.household. On the other hand, he knows
that Helton is a lunmatic, that 1t will "look funny" when
‘folks discover that he has harbored an éscaped madman for
nine yéérs and then refused to give him up. Seelng no way
out, but recognizing the basic insanity of Mr. Hatch's per-
verted logic and corrupt pattern of life, he turns Hatch's
own accusation against him:

"You're crazy" Mr. Thompson roared suddenly, "You're

the crazy one.around here. You're crazier than he

ever was! You get off this place or I'11l handcuff

you and turn you over to the law. You're tres-

passing," shouted Mr. Thompson. "Get out of here

before I .knock you down!" (152).

Heafing the shouts of violence, Helton rushes up

yet not ignoble; not the highest but the highest he is
capable of: he helps someone who helps him in turn; while
acting in defense of what he sees as the good in his own
life, the thing worth trying to save at almost any cost,
he is trying at the same time to defend another life~~the
life of Mr. Helton, who has proved himself the bringer of
good, the present help, the true friend." Ibid., p. 37.
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to Thompson's aid. At.this moment, roused to a pitch of
unbearable tension, Thompsoh suffers the hallucination which
for a brief interval thréws him, also, into a state of mad-
ness. In the peak of his illusion, he grabs the axe and
swings, thereby performing the act which is, in 1ts own
way, as surely the manifestation of madness as was Helton's
crazed slaying of his brother with the pitchfork twenty-
four years before. His claim to innocence 1s basically the
same as that which excused Helton--he was, momentarily, un-
able to exercise normal powersvof Judgment. His act was
violent, instinctive, unreasoned--the expression of a mind
temporarily deflected from its normal course. But the after-
math of Thompson's temporary derangement 1s even more devas-
tating than that of Helton's earlier. |

| The first serious consequence of Thompson's violént
action 1s the death of Hatch. For, as Thompson soon dis-
covers, Mr. Hatch is not simply stunned, but dead. Instead
of preserving a 1llfe, as he had intended, Thompson has de-
‘stroyed a life. The second major consequence 1s the death
of Helton. Helton flees in panic\at the sight of Hatch.
When the men of thévcommunity discover him, he fights cap-
turé like a wild animal. In hié frantic attempts to save
himself, Helton is forced into the role of the lunatic once
more. In capturing the "mé&man," the capturers find it
necessary to wound him severely, so severely that he later

dies in his jail cell. Thus Thompson's act has resulted in
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the death of not one, but two men. The third battern of
destruction culminates in the death of Thompson himself.

The jury, of course, exonerates Thompson. The mur-
der of Hatch was, they agree, clearly an act of self-de-
Tense. All the facts, however, are not brought out at the
trial. Mrﬁ.Thompson 18 never given a full opportunity to
explain "his side of the story." To support his case, — -
Ellie, his wife,'has to.tell a lie. She has to testify that
she was a wltness, that Hatch had attacked Helton Jjust as
Thompson claimed. Mr. Thompson 1s acquitted, Just as his
lawyer had promised he would be, but his mind is not at ease.

Mr. Thompson kept saying to himself that he'd got off,
all right, just as Mr. Burleigh had predicted, but,
but--and it was right there that Mr. Thompson's mind

- stuck, squirming llke an angleworm on a flsh hook:
he had killed Mr. Hatch, and he was a murderer. That
was the truth about himself that Mr. Thompson couldn't
grasp, ever when he said the word to himself. Why,
he had not even once thought of killing anybody, much
less Mr. Hatch . . . (162-163).

In an attempt to éxplain his motives and clear his
conscience, Mr. Thompson forms the habit of calling on Mr.
Burleigh, the lawyer, to tell him things he had forgotten
té_éay before, and "ekplain what an ornery low down hound
Mr. Hatch had been, anyhow" (162). But Mr. Burleigh does ~
not look pleased to see him; he looked "sour and upset when
he saw Mr. Thompson at the door" (162). So Mr. and Mrs.
Thompson begin a dreary round of visits to the nelghboring

farms, in a despalring attempt to explain how 1t 1s that

| Mr. Thompson has come to be a murderer. (Thompson, like
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Helton, now becomes the soclal outcast, forever repeating
his "single tune.") But Thompson sees that nobody believes
him. He sees "soﬁething in all their faces that disheart-
ened him aﬁd made him feel empty and tired out. They didn't
believe he was not a murderer" (168). Mpr. and Mrs. Thompson
even rehearse their pathetic iale for the Mc(llellans, who
are clearly white trash, but even here they are refused pity
or compassion:

"Well, now," sald the man, drily, scratching his
ribs inside his shirt, "that sholy is too bad.
Well, now, I kaint see what we've got to do with
all this here, however. I kalnt see no good reason
for us to git mixed up in these murder matters, I
short kaint.. Whichever way you look at it, it
ain't none of my business. However, it's mighty
nice of you-all to come around and give us the
straight of it, for we've heerd some mighty queer
yarns about 1t, mighty queer, I golly you couldn't
hardly make head ner tall of 1t.

- "Evvybody g01n round shooting they heads off,
sald.the woman, "Now we don't hold with killin';
the Biple says--" _

"Shet yer trap," sald the man, "and keep it
shet.'r I'll shet it fer yer. . . ." (167-168)

]

These people are oblivious to the ambiguous nature
of human guilt. Unllke Thompson, they are unable or un-
willing to take into account that "'Circumstances alters
cases'" (148). (Thompson's defensé of Helton.) As Miss
Porter.points out, thelrs 1s a soclety of fixed values,
with established codes of conduct that rigldly define the
boundaries of honor, transgression, and retribution. Mr.

Thompson has violated these standards, and there 1s no pro-
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vision within the code for his forgiveness.'! Henceforth
he can be viewed only as a moral outcast, pltlable, perhaps,
but guilty. The éode 1s founded on the ideal of retribu-
tion, not ﬁercy. For his transgression there is no for-
glveness. He might bé comforted in his state of moral iso-
lation if his wife would'openly support him, and thus pal-
liate his grief. But she does not. In public she duti-
| fully repeats the lie (5y'now it 1s so familiar it almost
says itself), but nevef{dhce, in private, does she reassure
him of her own falth in hls lnnocence: |

Even Ellie never sald anythin% tovcomfort him. He

hoped she would say finally, "I remember now, Mr.

Thompson, I really did come round the corner in .

time to see everything. It's not a lie, Mr.

Thompson. Don't you worry" (164).

But Mrs. Thompson 1s silent, leaving her husband to
face alone the terrible truth of the magnitude of his trans-
gression. vTogether they make their lonely round, pltifully
recliting théir despairing explanation, but thelr listeners
hear them with no indication of true comprehension or sym-
pathy: "Their [the listeners! eyes looked as if someone
héd pinched the eyeball at the back; they shriveled and the
light went out of them. Some of them s&t with fixed tight

smiles trying to be friendly" (164). Some of them claimed

1M1 g5 Porter says of this soclety, "The elders all
talked and behaved as 1f the final word had gone out long
ago on manners, morality, religion, even polltics. . . .
The higher laws of morallty and religlon were defined; if a
man offended against the one, or sinned against the other,
he knew it, and so did his nelghbors,; and they called every-
thing by its right name." Ibid., p. 27.
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to believe him, and to accept his act as blameless. But
Thompson knows that really they neilther belleve nor accept:
"Sometimes the alr around him was so thick with their blame
he fought and pushed with his fists, and the sweat broke
out all over him, he shouted his story in a dust-choked
voice" (165). At the proper point, Mrs. Thompson never falls
to say, "'Yes, that's right, that's the truth'" (165). But
Thompson knows that she, too, 1s unconvinced; that she sees
him now as a person who has committed a terrible crime which
can never be justified. Her own life is rulned by the hor-
ror of her husband's misdeed:

Life was all one dread. The faces of her neighbors,

of her boys, of her husband, the face of the whole

world, the shape of her own house in the darkness,

the very smell of the grass and trees were horrlble

to her. There was no place to go, only one thing to

do, bear i1t somehow--but how? She asked herself that

question often. How was she golng to keep on living

now? Why had she lived at a2l11? G£he wished now she

had died one of those times when she had been so

sick, instead of living on for this (155-156).
As Miss Porter points out; Mr. Thompson, in forcing her to
tell the lie, ié guilty of a double murder: one of the -
flesh, and one of the spirit.lg

The Thompson boys side with their mother. Obviously

they believe that thelr father is gullty, and by thelr
shamed silence revezal not only thelr condemnation of their

father but thelr resentfulness that they, too, because of
blood ties, are implicated in the guillt. Regardleés of his

o~

12Tpig., p. 36.
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motives or Jjustifications, Mr. Thompson has made his sons

the sons of a murderer. This fact they will not forgive.

They view him now as some sort of dangerous beast, who must

be prevented forcibly from harming their threatened mother.

It is this final realization, that not only his friends and
neighbors-~-the world at large=--but also his own faﬁily,

those whose falth should sustain him, have ﬁﬁfned against
him, that finally driveé'Thompson to his ultimate act of
despair. Cne of hls last statements to his sons l1ls another
vain protest of innocence of motive: "iDon't you get any
notions in your head. I never did youf mother any harm in
‘vyour life, on purpose'" (173). In fact, none of Mr. Thomp~
son's actions were doné "on purpose." As he points out in
nis death note, "'It was Mr. Homer T. Hatch who came to do
wrong to a harmléss man. He caused all this trouble ahd he
deserved to die but I am sorry it was me who had to ki1l
hin'" (175). '

| Miss Porter says of "Noon Wine" that it is "a stéry

of the most painful moral and'emotional‘confusions, in which
everyone concerned, yes, in his crooked way, even Mr. Hatch,
is trying toAdo.right.“13 But "every onme in this story con-
tributes, in one way of another; directly or indireétly, to
nurder, or death by violence; even the two young sons of -

Mr. Thompson who turn on him in thelr fright and ignorance

"1pia., p. 37.
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and side with their mother, who does not ﬁeed them; they
are gulltless, for they meant no harm, and they do not know
what they have contributed to;,indeed in thelir innocence
they belleve they are doing, not only right, but the only
thing they could possibly do in the situation as they under-
stand it: they must defend theilr mother . . 14

Thompson's wife and sons do not intend to drive him
to the far edge of despair. Yet when he realizes the fixity
of their condemnation of him, he can no longer live in the
accusing world where he can never win acceptance again. In
a desperate bid for éxonération, he takes his own life.

Thus the circle of madness (for sulcide represents a violent
wrenching of normal modes of human conduct) completes its

- round. The track of violence set in motion by ihe crazed
deed of the North Dakota farm boy twenty-four years before
finally spends itself in the desperate act of self-annihi-
lation of Mr. Thompson, both agent and ﬁictim of_forcés too
powerful for him to comprehend or explain.

A word should be sald about the title of the work
and its relation to the theme. "Noon Wine" refers, of
course, to the merry but sad tuné th;t the-Swede plays 80 per=-
sistently on his harmonica. Hatch explalins that the song is
about a Swedlsh laborer who carries a Jjug of wine to the

fields with him to drink with his noon meal. The farmer cannot

141p14., p. 35.
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reslist sipping the wine during the morning, so that when
noon comes, the wine is gone. Like the song, the story ls
also "merry but sad." (Indeed, Porter's brilliant fusion of
comic.and serious eléments deserves a separate study, in
itself.) One who 1s intoxicated with wine 1s hisﬁoricaliy
recognized as being in a state of "madness." The intoxi-
cated man, being incapable of exeréising normal judgments,
is recognized as not being fully responsible for his acts.
Madness is a central theme of "Noon Wine." The ma jor acts
of destruction are committed af peaks of émotionél and
psychological imbalance, when the agent 1s incapable of
discovering a reasonable solution of his difficultles. His
tensions are so great that they can find release only |
through the frantlc act. Although the agent 1s not truly
culpable, the-coﬁsequence of his act is disastrous, ir-
remediable. (The madness represented in the story is de-
monic, not'divine.) And just as‘the wine of the song 1is
consumed before noon, the lives in the story are ended pre-
maturely.

| In ceriain respects, the issues underlylng the
dramatic action of the story elevate it to the level of
Greek tragedy. Llke 6edipus, Mr. Helton has attempted to
escape his destiny. He has fled hls native land, and at-
tempted to assume a new ldentity. Like Oedipus, he first
rebuilds and ultimately destroys his "province," and the

destruction arises as a consequence of past transgression.
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The catastrophe here (as in Qedipus) occurs simultaneously
with the revelation of true identity (tragic recognition).
It is Mr. Thompson, of coﬁrse; who performs the central
destructive act, and his flaw (rashness) is identical with
that of Oedipus. The suicide of Thompson parallels
Oedipus' infliction of self-punishment through blinding.

' as in classical tragedy, the disaster ap-

In "Noon Wine,'
pears to be‘wréught through the dual operations of fate
(here, perhaps, chance) and individual action. Glenway
Wescott says, "When Hatch appears on the scene it all goes
like a charm, iike a curse. To save Helton, as he thinks,
Thompegon kills Hatch. He 1s tried.and acquitted; but the
breach of the secret taboo is too much for him to forgive
himself. The Eumenides are in him, nagging; arguing . . ;"15
Mr. Thompson obviously does nqt possess the magni-.
tude or stature of the tragic hero, but he does meet the
requirement of possessing an average, typlcal moral sen-
sibility (he is neither saintly nor depraved). And his
final actlion certainly 1end§ to hls character something of
a traglc elevation. And, finally, the story arouses 1n its
readers an abundance of both plty and fear, pity for the

' and fear from the re=-

"undeserving man in his misfortune,'
alization that Mr. Thompson, 1in his susceptibllity to the

manipulations of fortune, is, after all, a man like ourselves.

, 15@lenway Wescott, "Praise," Southern Beview, V
(Summer, 1939), p. 161. : :
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"Noon Wine," like all of Porter's wofk, reflects a
sensibility fully aﬁare of the complex 1roniés of 1ife. It
i1s as 1f Porter, the author, here reveals the mature vision

toward which Miranda, the character of "0ld Mortality," was

groping. "“Noon Wine," a study of the péradox of dest;ﬁctive
1nnocence,lthus rel&tés in theme and techniqﬁe to the total

body of Pdrter's work. Robert Penn Warren's remarks on her

overall production certainly apply to "Noon Wine':

. « there 1s the same underlying structure of
contrast and tenslon, the same paradoxical prob-
lems of definition, the same dellcate balancing
of rival consideratlons, the same scrupulous de-
velopment of competing claims to attention and
actlion, the same inter-play of the humorous and
the serious, the same refusal to take the straight
- line, the formula, through the material at hand.

. « . It (her irony] implies, I think, a refusal to
accept the code, the formuls, the ready-made solution,
the hand-me-down morality, the word for the spirit.

It affirms, rather, the constant need for exercising
discrimination, the arduous obligation of the in-
tellect in the face of conflicting dogmas, the need
for a dialectical approach to matters of definition,
the need for gxercising as much of the human faculty
as possible,1 - -

o

16Robert Penn Warren, "Irony with a Center:
Katherine Anne Porter," Kenyon Review, IV (Winter, 1942),
p. 42. .
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CHAPTER VI
OF DESTRUCTION AND ITS CONSEQUENCES

Once recognized, the type of ithe destructive inno-~
cent emerges as a familiar figure in present-day literature.
Most often, he falls into one of four éategories, most of
which have been 1llustrated in the foregoing discussions.

An understanding of these categories will aid in the de-
tectlion of the destrﬁctive innocent as & prominent fiéure,
and the operation of destructive innocence as a major theme,
in contemporary fiction.

The first of these might be called the innocent
revolutionary. Hé is (or would like to be) a world shaper

and a worla shaker. He 1s seeking in some way to change the

 patterned structure of society (through political action)

or to disturb the world's image of itself by offering some
unfamiliar interpretation. Most often he appears as a-
political reformer, or an artist, or a priest. The Quiet
Amergcan would chénge the world, 1s determined to do good
"not to any individual person, but to a country, a conti-
nent, a world." Gulley Jimson has discovered the secret
sources of creétivity, and 1s determined to release his

200
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vision, even though in so doing he disturbs the settled
views of soclety, his eternal enemy. As artist, he is
automatic rebel agailnst soclety with its governments and
churches and schools, all of which restrict the creative
spirit and stifie the creative lmagination. He 1s willing
tg lie or cheat, to swindle a world,‘if neceéséry, in order
to "get th-picture on the wall." Soclety may bevshocked
by what 1t sees there, and alarmed at Gulley's amoral ways;
but Gulley himself, by virtue of'his status as creator,
stands acquitted for both his radical representations of
reality and his anti-social actions. As artist, he is
endowed with the eternal innocence which characterizes all
hatural creation. The Man of Religion desires, like the
political reformer, to change the world and has, like the
artist, an inner vision of truth which does not correspond
to the world's view of itéelf. When a Christ (or a Christ
follower) appears, the world turns over. O0ld views sub-
merge, old strubtures collapse into the institutions of the
new age. A new era begins, time breaks at the moment of =
the savior's birth. The old order, sensing the threat of
the messiah to its own establishment, kills the Christ, but
the blood of the fallen god but éerves to enrich the ground
from which new martyrs spfing. Graham Greene's furtive
priest is tracked and hunted iike an animal, for the lieu-
tenant knows that the new state 1s not safe untll it 1s rid

of all those who would challenge its aséumptions of a god-
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less universe. But the spirit of the priest is lndestruct-

- 1ble; -as the martyr is slain, a new priest arrives to'carryf

on the spiritual mlssion.

Politician, artist, saint--these seek active in-
volvement with a reality larger than self. They represent,
‘always, a threat to the established order,'a menace to the
fixed institutions. Akin to these is thé person.absorbed
in the search for enlarged experlence. Génerally he 1is a
youth (or one young in spirit) seeking the afchetypal en-
counter with experience. Philip Rahv (in a passage already
quoted) sees this'search for expefience as the central
:ﬁheme in modern American literature:

And since Whitman and James the American creative
mind, selzing at last upon what had long been denled
to 1t, has found the terms and objects of its activ-
ity in the urge toward and immersion in experience.
It is this search for experlience, conducted on di-
verse and often conflicting levels of consclousness,
which has been the dominant, quintessentlal theme of
the characteristic American productions--from Leaves
of Grass to Winesburg, Ohlo and beyond; and the more
typlcally American the writer--a figure like Thomas
Wolfe 1is a ?atent example--the more deeply does it
engulf him. :

Rahv also points out the dangers of such lnnocence
loosed upon the world:

And the later heroes of Ameritsn fiction--Hemingway's
young man, for instance, who lunvariably appears in
each of his novels, a young man posing his virility
against the background of continents and nations so
old that, like Tireslas, they have seen all and suf- -
fered all--in his own way he, too, responds to

_ 'Philip Rahv, Image znd Idea: Fourteen Essays on
Literary Themes (Norfolk, Connectlcut: New Directions,
1949 k] p. 80

e
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experience in the schizoid'fashion of the Gretchen-

Faust character. For what is his virility if not

at once the measure of his innocence and the measure

of his aggression? And what shall we make of Stein-

beck's fable of Lennie, that mindless giant who 1lit-

erally kills and gets killed from sheer desire for

those soft and lovely things of which fate has singu-.

larly deprived him? He comblries an unspeakable in-

nocence with an unspeakable aggresslion. Perhaps it

is not too far-fetched to say that in this grotesque

creature Stelnbeck has unconsciously created a sym-

bolic parody of a figure such as Thomas Wolfe, who

likewise crushed in hls huge caresses the delicate

objects of the art of life.2

The innocent revolutionéry and the innocent voyager

--these represent types dangercus because of thelr active
efforts to change the shape of the world about them or to
absorb its essence intec thelr own experience. Still another
category of dangerous innocence consists cf those who are
" not actively seeking to engage the world, but who are, on
the conmtrary, to be classed as passive threats. Often they
are dangerous by virtue of possession: that is, they pos-
sess some material i1tem or personal attribute which 1s de-
sirable and desired, but which they fail to protect ade-
quately. They are dangerous because they arouse in others
the temptation to robbery. Their possession may be of the
spirit, as with Billy Budd, whom Claggart would rob of his
moral purity. Or 1t may be material, as with the wealthy
Jamesian heroes and heroines who consistently discover
themselves swindled by the cunning Europeans. Or, again,

the possession may be physical beauty, either of the seli-

21pid., pp. 11=12.
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or of the love-partnef. This physical attractiveness be-
. comes a destructive threat when iﬁ 1s inadequately pro-
»tected,“of when it arouéesﬂundésirable responses‘in others.
Thus, Helen of Troy, herself gulltless, instigates a war,
and Lolita discovers her Humbert Humbert. Mann's aged hero
must die in Venice for love of the beautiful youth, and
Lawrence's Prussian Officer turn sadist to mask his at-
traction to the young socldier. Husbands who fall to protect
their wives (and vice versa) suffer consequent loss and
humiliation, but as Bendrix remarks of Henry Miles in The

Enéd of the Affair, they are to blame after the fashion of a

man who tempts to theft by leaving loose bank notes in a
hotel room. The Ververs, also, fall in this category, as
do the narrator in Ford Maddox Ford's The Good Soldier and,

perhaps, Tietjans in Parade's End.

Another type of passive threat exists in the inno-
cent who 1s dangerous not because of endowment but because
of lack. His helplessness cries out for proteétion, and
the response he provokes may be of two types, both charged
with destructive potential. The man of pity may damn him-
self in an attempt to prdtect the weak innocent. Thus

" Arthur Rowe commlts murder because he cannbt bear to wit-
ness the sufferings of his invalid wife. Scoble literally
damné himself in the eyes of the church after he allows
himself to be caught in dual loyalties to his neurotic wife
and to the childlike Helen Rolt. Scoble ends by committing
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suicide, the "unpardonable sin," in a vain attempt t. spare
others thfough'literal sacrifice of self. Mr. Thompson, in
"Noon Wine," in seeking to protect the lunatic hired manb
from thé threatenihg intruder, kills the bounty hunter and.
ends by taking his own life.

Thus lnnocence 1s dangerous when it provokes an
overly protectlive response in 1ts intended defender, who
sacrifices self-in his attempts to preservé,the innocent.
Innocence is also destructive when 1t poses a responsibil-
ity greater than the individual 1s prepared to bear. Child- .
ren and mental defectives most often constitute this class.
The idiot in Porter's "He" and the child in her "The Down-
ward Path to Wisdom" both serve to reveal the deficiencies
of thelr parents' characters in the latter's failuré to
provide adequately for them. Portla in Elizabeth Bowen's
his wife, who do not wish to accept the responsibility of a
full human relationship with the child. Though starved for
love, the child acts as a guilty dgent. Like one of God's
spies, she observes those around her and records her ob=-
servations in her mercilessly frenk diary. The result is a
revelation of the hypocrisy and sordidness which control the
lives of those about her. She ends by effecting a universal
shattering of 1illusion. (Children and madmen may also act
as actlve destructive agents, as do the diabdlic Mlles and

Flora in The Turn of the Screw and the unbalanced Nicole in
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‘Tender Is the Night. Primitives, also, may be innocent and

destructive in either the active or the passive sense.)

A final type of destructive innocent falls in none
of the abo#e categories, but, rather, shares attributes of
all. He is the familiar American, traditionally recognized
both at home and abroad as undeniably "innocent." His be-
ginnings were in revolution, and thus he carries an ablding
falth in his own powers to transform the political struc-
tures of the world in the image of democracy. Because he
was not satisfied with the old ways of 1life, he came to
America seeking enlarged oppeortunitles and experience; now
he makes the retdrﬁ voyage still searching for those com-
ponents of experlience which are not discoverable in his
native land. He 1is, at times, the dangerous innocent cry-
ing out to be robbed of his possessions, and, agaln, the
.perhaps more dangerous innocent crying out for protection.

- He descends from the type described by R. W. B. Lewis as
the "American Adam." Earlier centuries detected his Adamic
attributes, but only In the present age has hls destructive
potential been fully recognized.

The twentleth century has brought the recognition
thaﬁ not only is innocence itself not proof against evil,
but that innocence may prove to be the destructive agent.
This realization 1is reflected in . the literature of the age;
I have suggested typical thematic examples and others are

readlly availlable. The theme of destructive innocence is
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clearly of major significance in the literature of the

present century.
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