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PART ONE 

INTRODUCTION 

The American Businessman received his handbook in 1732 

with the first issue of Benjamin FranY~in's ~ Richard's 

Almanack. From the time of this publication, businessmen 

have had a brochure, a Bible, from which to quote rules for 

thrifty business practices. To say "time is money" or "God 

helps them that help themselves" is as much a part of the 

0usinessman's way of speaking as his use of the article. 

"Plow deep while others sleep" makes sense to the business 

tycoon whose heritage is strictly Amer~o&n. If Franklin had 

provided the rules for the businessman·s conduct in ~ 

Richard's Almanack, he had delineated, in ~ Autobio~raphy 

2! Benjamin Franklin, the archetype which has served American 

autobio~raphers, novelists, and dramatists who have wished 

to portray the self-reliant businessman. 

In the American novel, in partioular, this typically 

American image has been often reproduced. The businessman 

who is consciously an imitator of Franklin has appeared in 

various novels during the last two centuries, and it is with 

the most outstanding of these protagonists that this study is 

concerned--with Christopher Newman of Henry James's The American -
(1877), Silas Lapham of W. D. Howells' The Rise of Silas ---=----
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Lapham (1885), and Jay Gatsby of F. Scott Fitzgerald's 

~ Great Gatshy (1925). These three men offer the reader 

a oomposite pioture of the Amerioan magnate. Christopher 

Newman, the only one of the three to be retired, had made 

his fortune in leather and in the manufaoture of wash tubs. 

Silas Lapham had developed his father's paint mines and Jay 

Gatsby had aohieved his finanoial seourity through dUbious 

methods, probably the illegal sale of liquor. These men 

were proud of their abi~ty to make money. They had no 

oonoeption oonoerning the virtues of "old money" and they 

were totally inoredulous when oonfronted with a referenoe 

to the souroe or age of wealth. They, like Franklin, had 

made their way from poverty to affluenoe by relying on the 

self alone, and they were oblivious to the idea held by the 

Europeans and by their more sophistioated fellow Amerioans 

oonoerning the stigma attaohed to being newly wealthy. 

If this businessman's efforts had been devoted to the 

aooumulation of material goods, he was not, in the last 

analysis, a thoroughgoing materialist. He was oapable of 

an idealism that gave him, in the end, something of the 

stature of a tragio hero. He was, the~a national type, not 

only in his deolared affinity with Franklin, but also in his 

possessing a split philosophy·,whioh a modern day ori tio has 

desoribed as "the hidden philosophy of Amerioans." 

The philosophy of the United states may be oalled 
idealistio materialism. An idealism with regard 
to the reality of universal truths. A materialism 
with regard to the reality of partioular things ••• 

J J 
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A subjective idealism is confused with an objective 
idealism, and all that is certain is the supremacy of 
idealism. The existence of matter is either doubted ••• 
or actually denied. 

Feibleman further states: 

Our social tradition contains the same conflicting 
elements: the idealism of Christian piety and adherence, 
and the materiali sm of hard work and accumulation ••• 
The most famous spokesman tor this group was ••• Benjamin 
Franklin. The two conflicting elements met in cheerful 
combination in Franklin. Hard work meant--logically and 
inevitably--practical success with its resultant health, 
wealth, and wisdom. Material good followed from material 
means and the whole thinglwas suffused with the glow of 
idealistic righteousness. 

The novelists have presented both the materialism and 

the idealism of the American businessman. They have shown 

him as being concerned first with the accumulation of wealth. 

Having once made his million, this hero could, the~ or so 

he believed, make an easy transition to the other good things 

in life, such as social position and an idealistic marriage, 

and his creators have presented him as involved in these 

three pursuits. This study will, then, be concerned with 

the development of this composite ,hero, who is, inasense, 

the typical American. 

1 
James K. Feibleman, "The Hidden Philosophy of Americans, II 

Saturday ~eview, March 3, 1962, p. 15. 
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all.d)~';1;~~eX'ald co~~., eas~l~',:ge~0~' ~~i~~>t1r~~:~.Q~tt~~;~£~:-· ... ·.· 
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and he was 
.'-c..: ;,. 

ments. .He 

a s~lf,:"me.de man.W'~9 l!as'l>v~~u~'.~f'}~1~ .... ·j.;P}oJ~~l~JAJ~~li§Ji.l~ 

believed that ~1'l~."us~4k~~ is ~i~l,a,1.?~l~~~iP..·· 
. ,''c' 

. be saw no. virtu,e 
,;: "'-' 

ones ancestors. 
,~., . , 

of the mone;y they had made was of primarY importa~c,~. ' .. ~ .• :Ji~~t",~ 

was a very larg~ house, over .. done. and. in p.oor t~st.8:, t~~ .. 5:' ;J::~f'~1~~i:;;§ 

served as' a statussY'Illbol to each ot the protagRnis~s:./ .. ~ .'. ~~6 ' 

Al though none of the men were readers of books, they :re~:tJ.iu< '. 
r . - ~ 

it very important to have many .books on dispJ.~y it?- thei1,?:::,;,";.f .• 

homes, something with which others could be. impressed • 
.. t. - ," " 

, 

men found it very difficUlt to understand the sta.ndard~£-bYJ""t>.l 

which other people, particularly those of a higher soci~l ... 
. \ ~ . . " .• . :" 7 ' 

pOSition, lived their lives •. Each of the protagonists 
. , . .'. 

• 4 •••• _ •• _ _." ~_ ••• 

embraced Virtually the same ideas conc'erning .the, importance:'<?if. 

money, and each felt that w:i thmoney he should b.e abl~to 

make an easy transition to the other desirable.th,ings in life. 

The things in life that each man aspired to were very 

sim1lar. To Christ()pher Newman, the th1ngs that life ·should'.';·!·:' 
~ .~. . .: " ," 

4. 
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bring were of easy definition. When Mrs. Tristram questioned 

him about the extent of his wealth, Newman answered: 

"Enough to let up awhile, to forget the whole question, 
to look about me, to see the world, to have a good 
time, to improve my mind and, if my hour strikes, to 
marry a wife.,,2 

He was simply expressing another of Franklin's ideas: "Keep 

thy shop, and thy shop will keep thee." He had been diligent 

in business, and he could see no reason why he should not 

reap some of the benefits while his shop kept him. 

Like the other businessmen in this study, Christopher 

Newman was a man who had known poverty. He possessed the 

Franklin inspiration to work and invest wisely and, after 

Newman had acquired his fortune, James took his unpolished 

jewel to the European proving gro~d. With Newman's back-

ground of poverty, he could not conceive that money, honestly 

made, should not be admired by everyone. He remembered the 

time when he would have, "like Dr. Franklin of Philadelphia, 

marched along the street munching a penny loaf, but he had 

not the penny loaf necessary to the performance" (p. 27). 

Christopher Newman, how better could James have portrayed 

him than by this name, was not ashamed of the source of his 

money, wash tubs. He had also been in the leather business 

and felt no compunction to camouflage this fact. When Newman 

came to Paris, he heard himself referred to as a "commercial 

person," but this title did not seem to be a derogatory one 

2Henry James, The American (Houghton, Mifflin and Company), 
p. 24. All future references to this book will be by page 
number only. 



to hlla. On the con!-.rnry, he felt "that his business ability 

should have made hi-n mOl"e acceptable in every area. Newman 

could not have renounced his wash tubs, even if he had felt 

the necessity in the light of a social position. He was 

totally incredulous when he realized the importance that 

others placed upon this lucrative enterprise. 

While Newman became a rich man through his ingenuity, 

Silas Lapham succeeded financially through a combination of 

inspiration and persistence. Silas felt sure that he 

6. 

could succeed in business where his father had failed, in the 

mining of paint from his farm. That Howells chose the title, 

~ ~ Qf Silas Lapham, l'1aS no accident. There were three 

definite rises in the life of Silas, and the first one came 

when he married a school teacher, Persis. Silas had come 

from people who had very little education, but they respected 

the Franklin concept of the importance of knowledge. Al

though Silas had very little education himself, he felt 

definitely elevated by his marriage. Lapham had been 

instructed concerning the Franklin idea of thrift by his 
; 

father. \~en he was being interviewed by the reporter, 

Bartley Hubbard, about the story that had to do with his 

second "rise," the reporter made the following notation: 

Hr. Lapham passed rapidly over the story of his early 
life, its poverty and its hardships, sweetened, however, 
by the recollections of a devoted mother, and a father 
who, if somewhat her inferior in education, was no 
less ambitious for the advancement of his children. 
'rhey 'Were quiet, unpretentious people, religious, 
after the fashion of that time, and of sterling morality, 



and they taught their children the simple virtues of 
the Old Testament and l'oor dichard's Almanack.3(p. 3), - -

Further expounding his adherence to Franldin's beliefs, Silas 

said, 

"Well, say I'm fifty-five years old; and I've lived 
'em too; not an hour of waste time about ~, anywheresl 
I was born on a farm, and--" 

"Worked in the fields summers and went to school winters: 
regulation things?" Bartley cut in. 

"Hegulation thing," said Lapham, accepting this irreverent .. 
version of his history somewhat dryly.(p. 2,3), 

Silas's father had known that the paint was there, and he had 

been reasonably sure of its worth as a marketable product; 

-:)ut he had not ·oeen able to negotiate to mine the paint. 

Silas took up the dream of his father, and to him it became 

a reality. Had it not been for the inspiration of his wife, 

Persis, Lapham might have failed as his father had. When he 

'asked Persis what she thought of the possibilities of the 

mine, she said, "Well, you hain't got a paint-mine, Silas 

Lapham; you've got a gold-mine" (p. 9). 

Modesty was not one of Silas Lapham's virtues. He was 
I 

proud of the fact that he was a rich man, and he did not 

hesitate to boast that he had made his money himself. When 

Persis suggested that perhaps the Corey family would not 

welcome a union between the1-r "old-family" son and Lapham's 

daughter, he rebuked her by saying, 

"Look here, .Persist Once for all, now, don't you ever 
let me hear you say anything like that again I I'm 

3Hilliam Dean Howells, The :lise of Silas Lapham, 
Rinehart & Company, Incorporated, New-York, November 1959. 
All further reference to this book will be by page number 
only. 
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worth nigh on to a million, and I've made every cent 
myself; and my girls are the eguaJ.s of anybody, I 
don't care who it is!' (p. 165), 

As soon as Silas had become successful in business, he wanted 

to build a home that could be tangible proof of his suecess. 

The home was to be a tribute to his wife and dau~hters, but 

they did not share his enthusiasm in the undertaking. Lapham 

was not deterred by their seeming indifference; he felt that 

he knew what was best for his family and that they would 

come to appreciate the house after it was completed. 

On his way to the l'leaJ. th that came to be hi s , Silas 

Lapham had a business partner named Mr. .a.ogers. Silas had 

needed Rogers's investment of capital in order to establish 

his paint business. When the business ~s a paying concern, 

he had forced .1ogers to withdraw from the firm. Although 

~ogers was eventually causing Silas to lose money, and though 

'Lapham was careful to see that .:!.ogers's original investment 

was refunded, Persis had always felt that Silas had not 

treated his partner honestly. r-1rs. Lapham bec~e Silas's 

conscience on the matter of 10gers, and she did not let en 
, 

opportunity escape her to let her husband know how she felt. 

!lNo; you had better face the truth, Silas. It was no 
chance at all. You crowded him out. A man that saved 
youl No, you had got greedy, Silas. You had made your 
paint your God, and you couldn't bear to let anyone else 
share your blessing ••• No, . it a.in· t an even thin.~, and 
you know it, Silas. Oh, if I could get you once to 
acknowledge ~hat you did wrong about it, then I should 
have some hope. I don't say you did wrong exactly, but 
you cook an advantage. Yes, you took an advantagel You 
had him where he couldn't help himself, and then you 
di dn 't show him any mercy." ( p. 48 & 49) r 
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1be time came lmen, spurred to loan excessive amounts of 

money to :-.ogers by his wife's constant reminders of his 

liability, Lapham saw that there was no hope of remaining 

solvent. 'l'he new house was still his, but work had long since 

ceased on the building. (fhe house was the one thing remaining 

to Silas that kept his faith in hi.s business ability from 

dying entirely. Since he was no longer busy, Bilas.spent 

long hours at the half-finished house. One night, after 

Silas had spent the afternoon beside his new fireplace, the 

house burned. When Persis learned that the house had burned, 

she quickly concluded that he had burned the house for the 

insurance, or she supposed that everyone else would draw 

such a conclusion. If Persis had known Silas as she should 

have, she 1'1Ould have known that he could not have destroyed 

the embodiment of his ambition. He turned to his wife and 

said, "I had a builder's risk on it, but it expired last 

week. It's a dead loss." 

"Oh, than'c the merciful Lordi" cried his wife. 

"Ivlercifull" said Lapham. "Well, it's a queer way of 

showing it" (p. 338). Although Silas had fallen from his 

second "rise" of wealth, it is possible to visualize a future 

achievement in the business world. 

Unlike Silas Lapham and -Christopher Newman, Jay Gatsby 

did not discuss the source of his wealth. He spoke vaguely 

of drug store chains, but no one seemed to take his words 

seriously. All of Jay's acquaintances were convinced that 

his money came from other than honest sources. Like Newman 
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and Lapham, Jay felt that he must have a great deal of money 

and a gaudy display of wealth in a house in order to be 

worthy of the woman he loved. Silas wanted his wealth for 

his wife; Newman's aspirations were for the woman he hoped 

to meet, and Gatsby's air castles were for the wife of 

another man, Daisy. 

Jay Gatsby may have deviated from the Franklin idea of 

honesty, but he had been an ardent follower of the "Poor 

Richard" admonitions. After, Gat-sby's death, his father 

showed Nick Carraway an old copy of Hopalong Cassidy. In 

the back of his book the young Jay had printed his daily 

schedule. His notations are very similar to those suggestions 

for successful living made by Franklin: 

Rise from bed ••••••••••••••••••••••••••••••• 6:00 A.M. 
Dumbbell exercise and wall-scaling •••••••••• 6:15-6:30 A.M. 
Study electricity, etc •••••••••••••••••••••• 7:l5-8:15 A.M. 
Work ••..••••.•.•.•••.•••••••••••••.••••••••• 8:)0-4:30 P.M. 
Baseball and sports ••••••••••••••••••••••••• 4:30-5:00 P.M. 
Practice elocution, pOise and how to attain 

it ....................................... 5:00-6:00 P.lVi. 
Study needed inventions ••••••••••••••••••••• 7:00-9:00 P.M. 

General Res.olves 

No wasting time at Shafters or (a name, undecipherable) 
No more smoking (sic) or chewing. 
Bath every other day 
Read one improving book or magazine per week 
Save $5.00 (crossed oat) $3.00 per week per week 
Be better to parents. 

When Gatsby met the girl he loved, he must have lost 

sight of the rules that he had written as guidelines for his 

life. Perhaps for the first time he realized that there 

were things in life that could not be had unless one first 

had money. From the moment of that realization, money became 

4F • Scott Fitzgerald, ~ Great Gatsby: Charles Scribner's Sons, 
New York, 1925, p. 174. All further reference to this book will 
be by page number only. 

," 
! 

, 
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his motivating force. Although Jay was able to amass great 

wealth, it is not possible to know what route he took, for 

it was never made known. The reader may conclude from this 

omission that the fortune was gained in other than honest 

means, perhaps in the illegal traffic of liquor. Regardless 

of the route he took, Gatsbyts life was directed to the 

amassing of great wealth. As his friend, Nick, said, "Life 

is much more successfully looked at from a single window 

after all" (p. 4). In order to have Daisy, he must, he 

. thought, have money. His problem was as simple, or as 

complicated, as that. Gatsby never seemed to question the 

fallibility of a love based on money. His only thought on 

the matter was that a poor man could not hope to possess 

Daisy because "her voice was fui1 of money" (p. 120). Thus 

it is seen that each of the men was presented by the authors 

as having basically the same desires, and that each was 

laboring under the same erroneous conceptions. As they 

proceeded unwittingly to their own final destruction or 

disillusionment, the reader may see each of the protagonists 
I 

as he made the attempt to achieve the coveted social position • 

• .------ ... - p .-- .-- -----"-"-'-



CHAPTER II 

The Disappointing Attempt to Venture Into Society 
.01 
." 
~ The protagonist of the business novel appears at his worst 

t in his attempt to realize his social ambitions. In each case 

there is a person, or a family, that serves as the goal of 

the climber. Christopher Newman wished to attain a social 

position that would make him an eligible husband for 6lair 

de Cintre and for membership in the Bellegarde family. Silas 

Lapham wanted to be on an equal social plane with the Corey 

family. Lapham was anxious for his daughter to marry young 

Corey, but he did not wish to·feel inferior to the old Boston 

family. Jay Gatsby's idea of the correct social plane was 

the one that would make Daisy Buchanan willing to divorce 

her husband and marry Jay. Each of the men naively believed 

that his possession of wealth would natural~y lead to his 

other desires in life. It is in:the social realm that the 

American novelist is the least sympathetic in h~s treatment 

of the hero. 

Christopher Newman approached a higher social plane in 

much the same manner that he had made conquests into other 

areas of life. He intended to have the best that was 

f..' 1 available. To Newman, acquisition in any area of life meant 
,'\ 

being able to pay the price, and whatever this venture would 

.. cost he felt capable of paying. Newman had never considered 

12. "i l 

~ i 
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the th:-:.'eat of failure; he would not consider it now. He 

said, "I've come to Europe to get the best out of it I can. 

I want to see the ~reat thin~s and do what the best people 

do" (p. 29). He had learned from his friend, Mrs. Tristram, 

that Madame de Cintr~was the best to be had in the marriage 

market, and he immediately hegan laying his plans to meet 

the lovely French countess. Mrs. Tristram tried to warn 

Newman that~ his conquest might not meet with the approval 

of either Clair de Cintte' or the Bellegarde family, but her 

admonitions fell on deaf ears. She explained to him that 

marriages were made in families in France and that Clair 

had once been the unhappy victim of an unwise alliance with 

her former husband. rITa. Tristram said, "She has been sold 

for a price once, she naturally objects to being sold a 

second time!." (p. 110). Newman did not give serious thought 

.~ . to o:Jjections that might be raised against him, but he did 
I 

work out plans that he felt would make him acceptable to the 

Bellegarde f$mily. 
" 

Included in NeWman's plans for self-improvement were 

learning the French lan~uage and acquiring a suitable place 

to live. He set about ~hese tasks in a typical Franklin 
'. .'~-

manner: he systematically studied French and he asked Mr. 

Tristram to rent somerooms-- ~or ·him·-'!in accordance with 

Tristram's estimate of his social standing" (p. 106)-. A 

house was a symbol of social standing, and Newman felt that 

he must have one that would be worthy of his aspirations in 

the social world. Newman's conception of a house was, however, 



./ 
not what Madame de Cintre mi~ht have considered ideal. 

His idea of material ease was to inhabit very large 
rooms, have a great many of them, and be conscious 

14 • 

in them of a number of patented mechanical devices, 
half of which he should never have occassion to use ••• 
For the rest he was satisfied with the assurance of 
any respectable person that everything was of the latest 
model. Tristram accordingly secured for him a habi
tation over the price of which the Prince of Morocco 
had been haggling. It was situated on the Boulevard 
Haussmann, was a first floor, and consisted of a 
series of rooms gilded from floor to ceiling a foot 
thick, draped in various light shades of satin and 
chiefly furnished with mirrors and clocks. Newman 
thought them magnificent, didn't haggle, thanked 
Tristram heartily; immediately took posseSSion, and 
had one of his trunks standing for three months in 
the drawing-room. (p. 108) 

Christopher Newman had thoughts about houses other than his 

own. He would accept the necessity of houses as a part of 
/" his plan to marry Madame de Cintre, but the Bellegarde house 

filled him with something olose to dread. As he approached 

the Bellegarde house for the first time, he said that it 

~eminded him of a convent. It was, indeed, a kind of con

vent that kept some of the inhabitants inside and frowned 

upon the entrance of others. Almost prophetically, Newman 

said, "That dark old house over there looked as if wicked 
; 

things had been done in it and might be done again" (p. 111) • 
./ 

Count Valentin, a younger brother to Madame de Cintre, 

was Newman's only friend in the Bellegarde household. 

Valentin would have been happ'y to J~av:~_had Nel'nnan for a 

brother-in-law, but his feelings were not shared by other 

members of the family. When Valentin first saw Newman's house, 

he cou1d not restrain a chuckle. The reason for the Count's 

mirth completely escaped Newman, and he conoluded the Count 



was amused at a private joke. As he pressed the Count 

further, he said, 

"What's the matter? Is the room too small?" 

"It's too large. It's like smoking in a ballroom 
or a church." 

"That's what you were laughing at just now?" Newman 
asked; "the size of my rooms?" 

"It's not s!.ze only, but splendour and harmony, 
beauty of detail. It was the smile of sympathy 
and of admiration." 

Newman looked at him harder arid then, "So it is very 
ridiculous?" he enquired. 

It,{idiculous, my dear sir? It's sublime." 

15. 

"That of course is the same thing," said Newman.(p. 126, 127) 

Newman had been warned that his was not the world of 
./ 

Madame de Cintre, but he was baffled as to what this differ.ence 

could be or why it was of any importance. 
./ 

Madame de Cintre 

was exactly what he had imagined, and Newman felt confident 

that his wealth would secure her as his. Concerning her 

position in life, that was something she could teach him to 

understand. The depth of Newman's misunderstanding can be 

glimpsed from the following: 

She was a clear, noble person--it was very easy to 
get on with her. And was she then subject to that 
application of the idea of "rank" which made her a 
kind of historical formation? Newman had known 
rank but in the old days of the army--where it had 
not always amouncedto very much ~ither; and he had 
never seen it attributed to women, unless perhaps to 
two or three rather predominant wives of generals.(p. 122) 

Proceeding, as a lamb to the slaughter, Newman was approached 

as to why he was wealthy. That is, could he still remember 

the source of his wealth, or was it, perhaps, washed clean by 
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the third or fourth gene:-:ation of Newmans? "I've been in 

everythin~," said Newman. "At one time I sold leather; at 

one time I manufactured wash-tubs" (P. 123). Although Newman's 

enthusiasm was infectious, Valentin tried to prepare his 

friend for a possible disappointment. Newman was completely 

oblivious to the apparent truth as to the importance that 

the B3llegarde family placed upon birth. As Valentin began 

his explanation, he said, 

"Well, for instance you're not, as we call it, if I'm 
not mistaken, '['lorn'." 

"The devil I'm notl" Newman exclaimed. (p. 157). 

In pursuit of his original pOint, 

"Haven't you man11.factured and placed in the market 
certain admirable wash-tubs?" (p. 158). 

In his great integr1ty, perhaps even na1vete, Newman st1ll 

d1d not conce1ve of the magn1tude of his shortcomings. In 

~other attempt to en11ghten h1m, the Count said, 
, 

"We're f1t for a museum or a Balzac novel. My mother's 
stran~e, my brother's strange, and I verily be11eve 
I'm 'stranger than e1ther. You'll even find my sister 
a little strange. Old trees have crooked branches, old 
houses have queer cracks, old races have odd secrets. 
Remember that we're e1ght hundred years oldl" 

\ 

W1thol~t a moment's hes1tation, Newman rep11ed, 

"Very good, that's the sort of th1ng I came to Europe 
for. You're made for me to work right in!~ (p. 162 & 163) 

In the face of such dogmat1c_._QP~1mism __ !i!lere was 11 ttle more 

a good fr1end could do except to wish Newman good luck and 

awa1t developments. 

Newman made known his 1ntentions for marr1age, and he 

even annolUlced that he would g1 ve a "little party" for the 



friends of the Sellegardes in honor of his engagement. He 

felt no rebuff when Madame de Bellegarde told him she would 

have the party. He declared the eventual party to have been, 

"much"better show than that feeble affair of mine would have 

been" (p. 327). 

A less credulous person might have seen the handwr1ting 

on the wall; he might have noted that the atmosphere in the 

Bellegarde mansion was cooler than usual, but Newman remained 

baffled to the end. When he" was finally told that he could 

not marry ltiadame de Cintr~, he d1d not know the reason. He 

demanded to know what had changed. Had they found O'lt some

thing about him? Surely they were not serious about betng 

"born" and manufacturing wash tubs. They assured him that 

it was not himself to whom they objected; in fact, he had 

turned O"lt to be less eccentric than they had supposed. 

lilt's not your personal character that we object to, 
it's your professional-it's YO'.l.r antecedents. We 
really can't reconcile ourselves to a commercial 
person. We tried to believe in an evil hour it was 
poSSible, and that effort was our great misfortune ••• 
We let the thing certainly go too far--we introduced 
you to our friends. To tell the truth it was that, 
I think, that broke me downJ' (p. 371) 

This explanation came from Madame de Bellegarde, and was 

probably a very honest explanation. The Bellegarde family 

could well have used Newman's fortune to save their position 

as one of the first families of Paris, but the prioe proved 

too great to pay. In the face of all this damning evidence 

Christopher" Newman remained unoonvinoed. He still believed 

that he cOlud reestablish his position as suitor to Clair 
/' 

de Cintre. 



18. 

While Christopher Newman felt that he should be acceptable 

to any society, Silas Lapham was painfully aware of the reasons 

that he considered drawbacks to 'his accepta~ce. The Corey 

family, one of Bostont;s first, was consid:ered by the Laphams' 

to be the acme in social achievement. Silas hoped for a 

marriage between the Corey son and his daughter, and he tried 

valiantly to quiet his inner fears that his d~~ghter might 

not be "good" enough for the Corey son. Silas met every 

vent-lre into the social realm as a necessary evil. i:.'oth Silas 

and his wife were aware of their limitations; they were also 

hopeful that their daughters would fare better in the social 

world than they. When it became their painful duty to have 

dinner with the Gorey family in the possibility that the two 

families might be joined through the marriage, Mrs. Laph~ 

said: 

"I don't know what we're going to tall';: about to those 
people when we get there. We haven't got a thing in 
common with them. Oh, I don't say they're any better," 
she again made haste to say in arrest of her husband's 
resentment. "I don't believe they are; and I don't 
see why they sho '.ld be. And there ain't anybody has got 
a better right to hold up their head than yo~ have, 
Silas. You've got plenty ot: money, and you've made 
every cent of it ••• We'reitoo old to learn to be like 
them ... 

":rhe children ain't," said Lapham shrewdly. (p. 193) 

The Lapham's had been invited into one of the finest homes in 

Boston; their hosts were the socially prominent Coreys. Silas 

and his wife did not fully realize that the Coreys were doing 

only what must be done; still they were tormented by doubts of 

how to behave, what to wear, and what to say. 
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The Coreys were also worried about the coming dinner 

but for different reasons. Mrs. Corey was afraid that the 

Laphams might prove to be embarrasing to the family while 

Tom and his father were worried about the possibility that 

the Laphams might be hurt. Tom wanted his father to see 

Mr. Lapham in the best possible light. 

"But he is a force, and not a bad one. If he hasn't 
got over being surprised at the effect of rubbing 
his lamp--" 

nOh, one could make out a case. I suppose you know 
what you are about, Tom~ But remember that we are 
Essex County people, and that in savor we are just 
a little beyond the salt of the earth. I will tell 
you plainly that I don't like the notion of a man who 
has rivalled the hues of nature in her wildest haunts 
with the tints of his mineral paints; but I don't say 
there are not worse men. He isn't to my taste, though 
he might be ever so muoh to my conscience: (p. 69) 

In spite of all the mi~givings on both sides, the "duty" 

dinner was held as scheduled. As the Laphams entered the 

Corey home, Lapham felt a momentary sense of relief. His 

family seemed equal, perhaps superior, in dress to the Coreys. 

Then the dinner began and with it the clever conversation. 

All of the doubt returned. '!he dinner was worse than he had 
; 

imagined it might be. 

It was not an elaborate dinner; but Lapham was used to 
having everything on the table at once, and this 
succession of dishes beidldered him; he was afraid 
perhaps he was eating too muoh. (p. 213) r ---. . - .. ~-. 

The evening progressed, and Silas's torture c'ontinued to grow. 

Every attempt at a witticism sounded wrong, even to his in

sensitive ear. When Silas made the decision to try a little 

wine for sooial ease, the inevitable happened and he remembered 
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little more of the evening. Lapham could not resist the urge 

to question Tom Corey about the impression he felt that he 

must have made upon the Corey family and the other dinner 

guests. 

"Did they talk it over after I left?" he asked Corey. 

"Excuse me," said Corey, blushing, "my fa.ther doesn't 
talk his guests over with one another." He added, 
wi th youthful superfluity, "You were al'!'long gentleme~' 
{p. 224, 

Although Silas realized his limitations in the Corey world, 

he still had high hopes that his new house might show its 

owner to be a man of quality. He felt that everyone who 

passed the house would have great respect for the man living 

there. When Silas lost his money, the house was the last thing 

to go. He was relieved, in a sense, of the hurt of giving up 

his house when it was destroyed by fire. Lapham had achieved 

two of the "rises" that Howells planned for him, but the most 

important rise was yet to come. 

Jay Gatsby of Long Island, like Christopher Newman, had 

wanted social status in order to make himself acceptable in 

the eyes of a woman. This young,woman was, however, not a 

French countess. 
I 

She was a Kentucky belle who had been forced 

to stop seeing .. Jay when he had been a poor, young army officer. 

From the moment that Jay realized that his lack of money had 

been the reason for the disapproval of her family, he deter

mined to have enough money so that one day he could win Daisy 

for his own. He treated the fact that she had married Tom 

Buchanan in the interim as a minor detail. He built a whole new 

life for himself to suit the woman he loved. He changed his 

Ii 

I 
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name, and he referred to himself as an Oxford man, although 

later he admitted that he had attended the university only 

fi ve months while on over-sea s duty. Jordan Baker had told 

Nick Carraway of Gatsby, "Well, he told me once he was an 

Oxford Man ••• However, I don't believe it" (p. 49). Jay 

Gatsby made sure that his friend had the whole fabrication by 

telling the story himself: 

"I'll tell you the God's truth ••• I am the son of some 
t'leal thy people in the r11ddle West--all dead now. I 
l'laS brought up in America but educated at Oxford, 
because all my ancestors have been educated there for 
many years. It is a family tradition." Cp. 65). 

Nick accepted this explanation as truth until a reporter delved 

into the life of Gatsby. It soon became evident that everything 

about Gatsby was a product of his own imagination and that even 

his name was a lie: 

His parents were shiftless and unsuccessful farm 
people--his imagination had never really accepted 
them as his parents at all. ;rhe truth was that Jay 
Gatsby of West Egg, Long Island, sprang from his 
Platonic conception of himself. He was a son of 
God--a phrase which, if it means anything, means just 
that--and he must be about His Father's business, 
the service of a vast, vulgar, and meretricious 
beauty. (p. 99) 

Although Jay was of humble iorigin, he knew that Daisy 

must have the security of wealth and position. He created the 

illusion for her and apparently came to believe his own story. 

The "proof" that he carried ~bout with: him was in reality 

a pitiful admission that he actually expected people to doubt 

his word. The souvenirs of his war days in Little Montenegro 

and his medal won for playing cricket at Oxford were never more 

than an arm's reach away from him. From the moment Jay realized 
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that Daisy Fay's parents would not allow her to marry a man 

of dubious social origin, Gatsby never ceased to gaze through 

hiS "single window." 

Although Gatsby l~as not deprived of his wealth as Silas 

Lapham had been, Tom Buchanan exposed Gatsby's phony life in 

a relentless manner that made further pretense seem ludicrous. 

Tom announced to everyone, 

"I've made a small investigation of this fellow ••• " 

"And you found he was an Oxford man," said Jordan 
helpfully. 

"An Oxford manl" He was incredulous. "Like hell he 
isl He wears a pink suit." 

"Nevertheless he's an Oxford man." 

"Oxford, New Mexico," snorted Tom cI')ntemptuously, 
"or something like that~' (p. 122) 

Like Christopher Newman, Gatsby ha~ been a victim of his own 

naive conviction that money was the key to power. Tom had 

caused him to lose face as a man of importance, but this loss 

could be compensated if Daisy would come to live in the house 

that Gatsby had prepared for her. 

Nick Carra Nay , a neighbor of Jay's, described his house 
~ 

in these words: 

The one on my right was a collossal affair by any 
standard--it was a factual imitation of some Hotel 
de Ville in Normandy, with a tower on one Side, 
spanking new under a th~n beard of raw ivy, and ~ 
marble swimming pool, and more than forty acres of 
lawn and garden. It was Gatsby's mansion. (p. 5) 

The people who wandered aimlessly about the house and grounds 

of Gatsby's mansion intrigued Nick. This was especially true 

since Nick believed that Jay was largely unaware of the presence 
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of his guests; they seemed to be a part of the display, and 

Gatsby appeared to be a detached observer. 

On week-ends his Rolls-Royce became an omnibus, 
bearing parties to and from the city between 
nine in the morning and long past midnight, while 
his station wagon scampered like a brisk yellow 
bug to meet all trains. And on Monday eight ' 
servants, including an extra gardener, toiled 
all day with mops and scrubbing brushes and 
hammers and garden shears, repairing the ravages 
of the night before. 

Every Friday five crates of oranges and lemons 
arrived from a fruiterer in New York--every 
Monday these same oranges and lemons left his 
back door in a pyramid of pulpless halves. 
There was a machine in the kitchen which could 
extract the juice of two hundred oranges in 
half an hour if a little button was pressed two 
hundred times by a butler's thumb. (p. 39) 

When Gatsby finally was able to show his house to DaiSY, he 

fel t a frustrating sense of failure. "She didn't like it," 

he said immediately (p. 110). Although Nick tried to con

vince Gatsby that Daisy had liked the house, he sensed that 

Jay's evaluation had been correct. Daisy had expressed a 

liking for one of the guests, and Fitzgerald continued with 

the following explicationz 

Bu t the rest offended her'--and inarguably, because it 
wasn't a gesture but an emotion. She was appalled 
by West Egg, this unprecedented "place" that Broadway 
had begotten upon a Long Island fishing village-
appalled by its raw vigor that chafe~ under the old 
euphemisms and by the too obtrusive fate that herded 
its inhabitants along a snort-cut from nothing to 
nothing. She saw something awful in the very 
simplicity she failed to understand. (p. 108) 

Thus, each of the men discovered that money alone would 

not buy social position. Wealth could p~ve the way to 

material acquisition, but it would not buy the intangibles 

that they would have purchased if it had been possible. 
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Chapter III 

The Idealism of the Business Man 

Although the businessman shows his worst side in his 

attempt to achieve his social ambitions, in his idealism 

he shows the best of which he is capable. The American 

novelists have shown their great skill in the sympathetic 

presentation of the idealism of the businessman. He was 

admittedly gauche in his efforts to better himself socially, 

but he was a person of energy and of more honor than those 

he tried to climb to reach. Each of these men had not known 

the extent of his nobility. There was a basic goodness about 

the men that set them above those they wished to emulate. 

It l'Jas this goodness that served to show them to be far 

superior to the women they loved and wished to impress. 

Christopher Newman found that he had to change his 

standards when faced with the European idea concerning money. 

If Newman had ever heard of vulgar money, he had chosen to 

ignore sUQh talk as rank fooliShness. He had worked hard for 

his money, and he was proud of having had the ability to earn 
... -. - .-.-- - -..... -...... ----'-

it. He could see nothing incongruous in the manufacture of 

wash tubs. He soon learned, however, that although money was 

necessary, its source should have long since been forgotten. 

M. de Bellegarde, older brother of the lovely Comtesse, told 

Newman, "The idea that my sister should marry a gentleman so 

24. 



intimately involved in--a--business, was something of a 

novelty" (p. 224). '!'he mother made a similar remark, 

"Pray are you engaged in some species of manufacture?" (p. 312). 

Christopher was a good man in every sense of the word. He 

knew "the crooked from the straight at a glance, and the 

former had received at his hands, early and late much putting 

.~ in its place" (p. 102). 
~1 

Nelflnan "believed serenely that Europe was made for him 

and not he for Europe"(p. 87). He knew his own worth, and 

he expected others to recognize it readily. Often he thought 

of his worth in terms of money, and he was ever ready to 

expound on the subject. Though Newman was not at all ashamed 

of being a self-made tycoon, he had a set of standards con-
,~ 

.i cerning business practices. He had become disenchanted 

with the inadequacies of the business world and had walked 

~ away from a deal that seemed unsavory to him. He explained 

A this event to Mrs. 'rristram in these words: 

"I had come to New York on important business; 
it's too long and too low a story to tell you 
now ••• I jumped into a hack and went about my 
business ••• lt's possible I took a nap ••• At all 
events I woke up suddenly" from a sleep or from 
a kind of reverie, with the most extraordinary 
change of heart--a mortal disgust for the whole 
proposition!' (p. 30 & 31) 

Thus Christopher Newman started on his quest for the best that 

life had to offer. In his guilelessness he believed that he 

would receive even as he had given. The fact that he, a 

"commercial person", would not be proper husband material for 

a countess was not conceivable to him. 

Valentin Bellegarde, having been' steeped in the old tradition, 
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had never felt that there would be a marriage between his 

sister and Newman. He had been a true friend to the American. 

He had been fully aware of Newman's lack of social grace; 

he had witnessed the poor taste in the monstrosity that 

Christopher called home, but he had also appreciated the 

honorable man that lived beneath this exterior. Valentin 

oould see that a man of Newman's ingenuousness could be hurt 

irreparably, and he wished to be able to avert such a tragedy. 

It finally became evident that Newman could only be convinced 

of his rejection in the most vicious way, that of being told 

that he could not marry Clair under any circumstances. In 

his attempt to understand the thing that seemed to be taking 

place, he again turned to Mrs. Tristram. Mrs. 'rristram ex-

plained, 

"They really couldn' t ~ with you any longer. 
They had overrated their courage. I must say, to 
give the devil his due, that there's something 
rather fine in that. It was your commercial 
quality in the abstract, and the mere historic 
wares, that they couldn't swallow. That's really 
consistent--the inconsistency had been the other 
way. They wanted your money, but they've given you 
up for an idea~' (p. 377) 

Until this time, Newman had not considered the share of the 

" responsi bili ty that should fall to 11adame de Cintre for 

allowing him to be so cruelly treated by her family. Mrs. 

Tristram expressed the idea by saying,"I can't believe her 

so hideously, cruelly false." 

"l>lease say nothing against herl" Newman strangely 
cried. 

"Poor woman," she none the less continued, "she is 
cruel •••• To resist you a woman must have a ver~ 
fixed idea or a very bad conscience: (p. 378) 

I 
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Newman did not wish to be convinced that the woman he idolized 

had not behaved in a manner in keeping with his exalted idea 

of her. She was not a child, but she had behaved in a childish 

manner. She accepted the ultimatum of her family and then 

declared that she would "run away" to a convent. Thus she 

depri ve'd Newman of any pleasure that he might have experienced 

in his memories of her. In his despair, Newman made another 

plea to the elder brother: 

"Why should you object to me--what's the matter 
with ~e? I can't hurt you, I wouldn't if I 
could. I'm the most unobjectionable man in the 
world. What if I am a commercial person? What 
under the sun do yOU mean?- (p. 374) 

When Newman realized that he had been rejected forever, 

he forgot his words "I wouldn't hurt you if I could." To 

hurt became an overwhelming obsession to him. There was some 

way that he could bring the mighty Bellegarde family to the 

dust and he would find it. His opportunity came soon and from 

an unexpected source. Valentin Bellegarde had been mortally 

wounded in a duel and had asked Newman to come visit him before 

he died. As Newman related his trouble to the dying count, 
, 

Va.lentin gave him a clue concerning a shameful incident in 

the Bellegarde past. 

"I can tell you something--a great-secret--an 
immense secret. You can use it against them-
frighten them--coerce th_em~ (p. 401) 

The great heart of Christopher Newman had been wounded to such 

an extent that he embraced his vague bit of information and 

became determined to pursue it until he found the truth. 

Valentin told him to contaot Mrs. Bread, an aged servant in the 
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Bellegarde household, for further unfolding of the horrible 

thing he felt had taken place. After Newman promised to pro

tect Nrs. Bread from the wrath of the Bellegarde's, she gave 

him the damning evidence. It was a note, written in the 

dead father's hand, that she had kept hidden for many years. 

Newman was horrified to read: 

UI"ly wife has tried to kill me and has done it; 
I'm horribly, helplessly dying ••• It was alone with 
me here tonight; she attacked me and put me to death. 
It's murder if murder ever was. Ask ,the doctors, tell 
everyone, show everyone this." (p. 464) , 

Newman had his evidence; he also had urging from the dead 

man to avenge his murder. Although Madame de Cintr~ had taken 

her vows in the convent, he could comfort hiself with the 

thought that he could bring the Bellegardes down from their 

exalted posii;.ion. He carried his plans to the point of actual 

exposure, and then he turned from the idea with a revulsion 

that astounded him. Newman had known that he was a good man, 

but he had not known the ex't;ent of his goodness. Henry James 

showed the greatness that he saw in the American, and he also 

showed his own great skill as a Writer. The reader had become 
I 

acquainted with Newman to the1extent that he knew in advance 

that this basically great man could not stoop to infamy. 

Suddenly Newman' saw that he could not expose the Bellegardes 

wi thout ruining himself. The:r=~ wer.e. questions in his mind of 

magnanimous proportions. vJhat had he meant to do? How could 

he have planned to resort to blackmail? In retrospect these 

were his thoughts: 

He thought of the Bellegardes; he had almost forgot 
them. He remembered them as people he had meant to 
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do something to. He gave a groan as he remembered 
what he had meant to do; he was annoyed, and yet 
partly incredulous, at his having meant to do it: 

29. 

the botto~ suddenly had fallen out of his revenge ••• 
Re was ashamed of having wanted to hurt them.(p. 534) 

The idealism of Christopher Newman was greater than he had 

known. It had been strong enough to carry him over a time of 

almost incredible disillusionment and disapPointment. 

William Dean Howells, like Henry James, showed his hero 

in the exoellent light of his idealism. Silas had appeared 

as an uncouth, insensitive man until he met the supreme test. 

It was then seen that Silas Lapham was a knight in shining 

armor lmo stood far above those he had thought to be his 

superiors. His first rise had come with his marriage to the 

school teacher, Persis. The second "rise" was evident in his 

acquiring a great fo~tune from his paint mines. As important 

as these two phases of his life were, it was the last "rise" 

tnat gave the reader his view of the real Silas Lapham. Silas 

would have been at' a loss· to define his great ideaJ.ism, and 

he might have misunderstood the emotions that it produced, 

but he could not have denied that he tapped an inner source 
I 

of strength when he needed it1most. 

In Silas's attempt to build a house for a monument to 

his wealth'he had ShOl~ his complete lack of good taste. He 

had shown that he believed th~t .if one ~pent enough money that 

the product would necessarily be good. 

His idea of a house was a brown-stone front, 
four 'stories high, and a French roof with an 
air-chamber above. InSide, there was to be a 
reception-room on the street and a dining-room back. 

I 
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The pa.rlours ''lere to be on the second floor, and 
finished in black l'1alnut or party-coloured paint. 
The chambers were to be on the three floors above, 
front and rear, with side rooms over the front 
door. Black walnut was to be used everywhere 
except in the attic, which was to be painted and 
grained to look like black walnut. The whole was 
to be high-studded, and there were to be handsome 
cornices and elaborate centre-pieces throughout, 
except, again, in the attic. (p. 41) 

Lapham told an architect of these plans and the architect 

"was able to conceal the shudder which they must have sent 

through him" (p. 41). 

When asked about his philosophy of life, Lapham said, 

"I believe in my paint" (p. 17). Silas had believed in his 

paint, and he had believed in Persis, the symbol of his first 

rise. When Silas began to have business troubles, it seemed 

that both symbols of his faith had failed him. His paint was 

no longer the best in the land, and his wife failed to stand 

wtth him in his greatest need. She had been his conscience 

for many years, and he had thought her better than himself. 

When he counted on her honesty to help strengthen his own 

convictions, he saw that there was no help to be expected 

from Persis. 

He could see ••• that she was helpless, now in the 
crucial moment, when he had the utmost need of her 
insight. He had counted upon her; he perceived now 
that when he had thought it was for him alone to 
decide, he had counted upon-her-just spirit to 
stay his own in its struggle to be just ••• He 
swallowed the lump that rose in his throat, the 
self-pity, the pity for her, the despair •••• (p. 354) 

Again Silas looked for his wife's moral support, but one look 

at her face told him that he could not count upon her. When 

he realized that he stood alone, Lapham went to his room to 



31. 

battle with his temptation. Should he sell his company, 

save himself fro~ ruin, and bankrupt another company in the 

process? 

He l-Tent in and shut the door, and by and by his 
wi f e heard him begin l'ralking up and down; and 
then the rest of the night she lay awrure and 
ll.stened to him l'ralking up and dOl-m. ,But .when 
the first light whitened the window, the 1'1ords 
of the Scripture came into her mind: "And there 
wrestled a man with him until the breaking of 
the day •••• And he said, Let me go, for the day 
breaketh. And he said, I will not let thee go, 
except thou bless me." (p. 356) 

Silas now stood head and shoulders above his business associates; 

his wife, and the Coreys whose position he had envied. HiS 

idealism me'!; the test end enabled him to walk away from great 

temptation. There l'lere many, among them his wife, who did 

not fully ,understand this greatness that he had demonstrated. 

All those l'rho l'lere concerned in his affairs said he 
behaved well, when it came to the worst. The prudence, 
the good sense, which he had shown in the first years 
of his success, and of l'mich his great fortune seemed 
to have bereft him, came back, and these qualities, 
used in his ow~ behalf, commended him as much to his 
creditors as the anxiety that no one would suffer 
by him; this even made some of them doubtful of his 
sincerity. (p. 380) 

Marcus Cunliffe made note of Silas Lapham's great integrity 

when he said: 

The other. theme of the novel, to which Howells intended 
the title to refer, is the struggle within Lapham's 
mind when he runs into financial difficulties. Should 
he, on the brink of rUin,- save himself by selling a 
pr.op~rty to an interested group, when he knows--
though they do not--that it will soon become worthless? 
Rising above temptation, he keeps clean hands--and 
becomes .a bankrupt. Or rather, by so doing he cleans 
his hands of the piece of sharp practice of earlier 
days, of which his ldfe's reminders have always kept 
him ashamedly aware.5 

5Marcus Cunliffe, ~ Literature Q! ~ United States, 
Penguin Books Ltd., Harmondsworth, Middlesex, 1954, p. 199. 
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Thus it is seen that Silas's third "rise" was the best of the 

three. He had lost a financial empire, but he had found him-

self. 

Silas Lapham had built his castles around his ideal of 

his wife; Christopher Newman had based his future happiness 

upon his hope of marrying a countess, but Jay Gatsby built 

h~s~monument to another man's wife. Jay had an unrealistic 

idea concerning his dream to make Daisy Buchanan mistress of 

all that he possessed. She was Jay's reason for living, and 

his dreams were centered in the lovely vision he held of her. 

The fact that Daisy is shown to be less than Gatsby's ideal 

of her did not detract from his greatness in holding to his 

ideal of her even in the face of death. 

After Jay had made his fortune and built his house, he 

felt that the time was then right for a meeting between himself 

and Daisy. He seemed never to realize that "he could not go 

home again," but continued his feverish planning up to the 

very moment of defeat. There was a green light near Daisy's 

home in fashionable East Egg which seemed to serve as a good , 

omen to Gatsby • 

••• he stretched his arms toward the dark water 
in a curious way, and, far as I was from him, 
I could have sworn he was trembling. Involuntarily 
I glanced seaward--and 4is.tinguished nothing 
except a single green light, minute and far away, 
that might have been the end of a dock. (p. 22) 

Nick Carraway tried to serve as a friend to Gatsby and, as 

Valentin had warned Newman, Nick tried to warn Jay that he 

could not return to a former condition of life without 

suffering a loss in the transition. 



"I wouldn't ask too much of her, II I ventured. 
"You can't repeat the past. 

"Can't repeat the past?" He cried incredulously. 
"Why of course you cant I'm going to fix everything 
just the 'way' ft was before," he said, nodding deter
minedly. "She'll see." (p. 111) 

At times it did seem that Gatsby's faith in his dream 

wavered. Even though he always said that there was no 

possibility of failure in his plan to win Daisy, Nick again 

observed: 

He talked a lot about the past, and I gathered that 
he wanted to recover something, some idea of himself 
perhaps, that had gone into loving Daisy. His life 
had been confused and disordered since then, but if 
he could once return to a certain starting place and 
go over it all slowly, he could find out what that 
thing was •••• (p. 111 & 112) 

Jay spent ,his whole life in an effort to return to a former 

state without releasing his hold upon what he had gained since 

the earlier time. The starting place to which he would have 

returned would have stripped him of the pretense that he had 

accumulated over the years. Gatsby's effort to "recapture 

the past and carry it into the future with him is related to 

the old American dream of a new world" (p. 279 - Lit. of U.S.). 

When Gatsby forced a declaration of Daisy's love for 

him, he realized the futility of his dream and perhaps even 

of his life. He had challenged Tom Buchanan with his hope: 

"Your wife does not love you," said Gatsby. "She's never 

loved you. She loves me" (p. 131). As both men watched Daisy 

for her reaction, she finally spoke the words that blasted Jay's 

hopes. "Even alone I can't say I never loved Tom; it wouldn't 

be true" (p. 133). Not satisfied with this victory, Tom moved 

in with a further hurt for Jay. 



"I found out what your 'drug stores' were ••• I 
picked him for a bootlegger the first time I saw 
him, and I wasn't wrong." (p. 134) 

34. 

Later the same afternoon, Daisy struck and killed a woman 

who ran across the road in front of her. The double coincidence 

of the situation caused the blame to be placed on Gatsby. A 

jealous husband knew that his wife had a lover and, since 

Daisy was driving Gatsby's yellow convertible, he concluded 

that Gatsby was guilty of both wrongs. Daisy proved that she 

was unworthy of Gatsby's idealization of her when she made no 

effort to clear Gatsby of the hit-and-run crime. Nick tried 

desperately to get Jay to defend himself, but Gatsby seemed 

to hear nothing. Then it became very clear to Nick that 

Gatsby was far superior to the Buchanans. Nick said, 

We shook hands and I started away. Just before I 
reached the hedge I remembered something and turned 
around. 

ItThey're a rotten crowd,1t I shouted across the lawn. 
"You're worth the whole damn bunch put together." (p. 154) 

Gatsby went to his luxurious swimming pool while he waited 

for the call from Daisy. The call never came, and the reader 

somehow agrees with Nick Carraway. 

I have an idea that Gatsby himself didn't believe it 
would come, and perhaps he no longer cared. If that 
was true he must have felt that he had lost the old 
warm world, paid a high price for living too long 
with a single dream. - (p.-··-162) -- . 

Jay remained by the pool, an easy target for the husband of 

Tom Buchanan'$ dead Mistress. 

While Gatsby had lived there were many who were willing to 

ride the band wagon he had purchased with tainted money. When 

he was dead, Nick Carraway could not find any mourners for 
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him, and his comment was, "The poor son-of-a-bitch" (p. 176). 

One might not care for the choice of words, but Nick expressed 

the idea well. With all of his faults, Gatsby towered high 

above those he had hoped to join in his way of life. He had 

viewed life from a "single window"; he had never wavered from 

his ideal. When the attainment of his goal became impossible, 

life held no further meaning for Gatsby. John W. Aldridge 

made a similar comment in comparing Gatsby to the Buchanansl 

Superficially he is as bad as the Buchanans, but only 
superficially. Theirs is a fundamental lawlessness of 
the heart: they are careless people in the worst and 
deepest sense. His is a lawlessness of the merely 
illegal and is excusable on the ground of the service 6 
it renders in enforcing the h1ghest laws of the heart. 

"It might have been" 1s the best that can be said for Jay's 

dream. Actually, it was very unlikely that he could have 

realized more than the superficial presence of the dream. 

He had endowed Da1sy with qualities that she had never 

possessed: she was the "golden girl" only in his imagination. 

As James saw him, as Howells saw him, as Fitzgerald saw 

him, this seemingly uti11tarian businessman was, in the last 

analysis, the successor of all those who had been inspired 

with the dream that only the American of the new world could 

dare to dream. As Fitzgerald has, in the last poet1c passages 

of his novel, compared Gatsby-with those earlier visionaries 

as they first viewed the American SOil, so James and Howells 

have endowed tneir hero with the same idea11sm. Fitzgerald 

portrays Gatsby's attempt to combine the past with the future 

6JOhn W. Aldridge, "The Life of Gatsby," Twelve Original 
Essays on Great American Novels, edited by Charles Shapiro, 
Wayne State University Press. 



as being similar to the ancient American ideal of what his 

world migh~ have been as dreamed three centuries earlier: 

And as the moon rose higher the inessential house 
began to mel"c away un til gradually I became aware 
of the old island here that had flowered once for 
Dutch sailors' eyes--a fresh green breast of the new 
world. Its vanished trees, the trees that had made 
way for Gatsby's house, had once pandered in whispers 
to the last and greatest of all human dreams; for a 
transitory enchanted moment man must have held his 
breath in the presence of his continent, compelled 
into an aesthetic contemplation he neither under
stood nor desi'red, face to face for the last time in 
history with nothing commensurate to his capacity for 
wonder. (p. 182) 
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CONCLUSION 

While the American novelists present the American business 

man as crude and grasping, they redeem the tycoon by portraying 

his great idealism. fhey show him as vulgar in his pride of 

his ability to make money, but they also show him as a person 

of vi tal energy. The business man is drawn as a crude social 

climber, bu·c he is finally depicted as far superior to those 

he would have climbed to reach. 

Christopher Newman .is presented by Henry James as a person 

of ambiguous characteristics. He had rented a house that caused 

Valentin to smile because of its poor taste, but he had acquired 

the house in an 1nnocen~ attempt to please a countess. Although 

he followed the Benjamj.n Franklin theory of thrift, his sharp 

business practices would not stoop to include injuring someone 

who had taken advantage of him. 

Just as Christopher Newman had refused to hurt the Bellegarde 

family through the making public of their past, so Silas Lapham 

refused to recover his business losses by cheating ·another firm. 

tV1lliam Dean Howells refers to the "rise" of Silas Lapham in 

his title, but it is generally believed that Silas achieved 

three rises. 'l'he first when he married a school teacher, the 

second when he made his fortune, and the final one when he 

made a moral rise in refusing to help himself by hurting others. 
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Although the rise of Silas Lapham and Christopher 

Newman were clearly spelled out for the reader, the one 

of Jay Gatsby was shown in a more subtle fashion. Jay 

came face to face with disillusionment when Daisy let 

him take the blame for a crime that she had committed. 

He went to his death stating that he would wait for Daisy's 

call, but one was more than vaguely aware that Gatsby did 

not really expect the call. Gatsby lies dead in his 

swimming pool; killed because Daisy had let him accept the 

blame. He emerges as one who has, in a sense, triumphed 

over the alien forces of life. He had died for his ideal. 

In sacrificing himself for his ideal, he takes on the aspects 

of a tragic hero in almost the same sense as Newman and Lapham. 

Nick Carraway made the following tribute to Gatsby: 

If personality is an unbroken series .of successful 
gestures, then there is something gorgeous about 
him, some heightened sensitivity to the promises 
of life, as if he were related to one of those 
intricate machines that register earthquakes ten 
thousand miles away. This responsiveness had 
nothing to do with that flabby impressionability 
which is dignified under the name of the "creative 
temperament"--it was an ext,raordinary gift for 
hope, a romantic readiness such as I have never 
found in any other person and which it is not 
likely I shall ever find again. No--Gatsby 
turned out all right at the end; it is what 
preyed on Gatsby, what 'foul dust floated in the 
wake of ~s dreams that temporarily closed out 
my interest in the abor.t.ive.sorrow:s and short
winded elations of men. (p. 2) 
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INTRODUCTION. 

THE IMPACT OF THE WILDERNESS ON SPECIFIC SELECTIONS 

FROM HAWTHORNE AND FAULKNER 

Although both Nathaniel Hawthorne and William 

Faulkner employ wilderness scenes to construct many of 

their central themes, the two writers use these scenes to 

develop impressions and concepts which, to a large extent, 

are quite different. In many ways Hawthorne's ideas of 

the natural wilderness coincide with the opinions of 

Thomas Hobbes, opinions aptly symbolized by a wilderness. 

Hobbes, who borrows much from Aristotle, explains in 

The Citizen ••• 

••• that the dispositions of men are naturally 
such, that except they be restrained through 
fear of some coercive power, every man will 
distrust and dread each other, and as by natural 
right he may, so by necessity he will be forced 
to make use of the stren~h he hath, toward the 
preservation of himself. 

Not only are all men wicked, Hobbes declares, but they 

are nalso wicked by nature. n2 Hobbes finally concludes 

lHobbes, Thomas, The Citizen edited Sterling P. 
Lamprecht (New York, Appleton-century-Crofts, Inc., 1949) 
p. 11. 

2Ibid., p. 12. 
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that ••• 

••• the state of men without civil society (w:hich 
state we may properly call the state of nature) 
is nothing else but a mere war of all against all; 
and in that war all men have equal right unto all 
things; next, that all men as soon as they arrive 
to understanding of this hateful condition, do 
desire ••• to be freed from this misery.3 

Hence, Hawthorne, in his alignment with Hobbes, views 

man outside the realm of civilized society as a creature 

of mean desire and low purpose. He sees man in a natural 

setting, in the wilderness, existing without the benefit 

of the order and the morality imposed b¥ society. 

Whereas Hawthorne a.ligns himself with Hobbes through 

a symbolic use of the wilderness, Faulkner seems more in 

accord with concepts held by Jean Jacques Rousseau. 

,Rousseau contends that man acquires evil and wicked traits 

through his associations in civilized society. If man is 

examined in his natural state, in the wilderness, he is 

"seen to be subject to very few evils not of his own 

creation.-4 In society, man is not so fortunate: 

When we consider, on the one hand, the immense 
labors of mankind, the many sciences brought to 
perfection, the arts invented, the powers 
employed, the deeps filled up; the mountains 
levelled, the rocks shattered, the rivers made 
navigable, the tracts of land cleared, the 

3Ibid., p. 13. 

4Rousseau, Jean Jacques, The Social Contract ~ 
Discourses, (New York, E.P. DuttOn and Company, Inc., 
1950) p. 273. 
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lakes emptied, the marshes drained, the enormous 
structures erected on land, and the tee~ing 
vessels that cover the sea; and, on the other 
hand, estimate with ever so little thought, the 
real advantages that have accrued from all these 
works to mankind, we cannot help being amazed 
at the vast disproportion there is between these 
things, and deploring the infatuation of man, 
which, to gratify his silly pride and vain self
admiration, induces him eagerly to pursue all 
the miseries he is capable of feeling, though 
beneficientsnature had kindly placed them out 
of his way. . 

Man, in nature, in wilderness, is man uncorrupted by 

civilized society. To Rousseau and to Faulkner, man finds 

his greatest fulfillment as a human creature living in 

harmony with the original state of nature. Thus, through 

an expansion of the ideas comparable to those of Hobbes 

and Rousseau, Hawthorne and Faulkner use the wilderness 

.to stress similar themes but to reveal different attitudes. 

Definitely to link Hawthorne and Faulkner with these 

European writers is not the purpose of this work, 

although similarities indicated above do exist. The 

objective of this paper is to explore the impact of the 

wilderness on some of the most important works by these 

two men: Hawthorne's The Scarlet Letter and -Young 

Goodman Brown- and Faulkner's Go Down, Moses. The impact 

of the wilderness is to be investigated specifioally as 

it relates to, temptation concepts, to character 

5 ' Ibid., p. 273. 
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transformations, and to mood developments. Through an 

exploration of the use of the wilderness in the ohosen 

seleotions, the importanoe of the wilderness to the works 

oan be. evaluated and asoertained. Also, sinoe the 

comparisons and contrasts evident in these partioular 

works are exoellent mediums through whioh proper researoh 

oan be attempted, these means of investiqation are to be 

the primary approach to the objective. 

This investigation and researoh, of course, first 

require attention to the scholarship whioh preoedes it. 

Scholarship devoted to either Hawthorne or Faulkner 

refers to the use of the wilderness in the seotions 

analyzed in this paper; however, emphasis in this soholar-

,ship differs from the objeotive of this thesis. The 

previous emphasis deals with the wilderness either as 

setting or as symbol. For example, in a context of. 

symbolism Roy Male contends: 

It is clear that Hawthorne knew the history of 
New England well enough to imagine it symboli
cally without doing any essential injustioe to 
the facts ••• The wilderness offered freedom from 
time's ravages, a dream of renascent youth, but 
it also was the realm of the devil. Since in 
its untrammeled spacio~sness no guilding path 
from past experience oould be disoerned, what 
appeared to be freedom was likely to prove 
delusory wandering and waste. 6 

BMale, Roy R., Hawthorne's Tragio Vision, 
(New York, Oxford University Press, 1949) p. 282. 
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F. O. Matthiessen believes that ·the dark and evil-

haunted wilderness" is a symbolical concept which Hawthorne 

inherited from the days of Cotton Mather. 7 Henry.James, 

in his. biography of Hawthorne, criticizes the. New England 

writer for "perpetually lookinq for images Which shall 

place themselves in picturesque correspondence with the 

spiritual facts with which he is concerned." One'of these 

images or symbols James mentions is the forest of The .-
Scarlet Letter;.8 

Faulkner also is cited for his symbolical use of 

the wilderness. Robert Penn Warren declares that "nature 

is ••• more than a backdrop· to Faulkner. It is ·an 

interrelationship ••• not too.'unlike the Wordsworthian 

,communion.,,9 Other researchers find that there is con-

siderable ·wilderness-bear symbolism in parts of .22 Q2!m, 

Moses. Both the wilderness and the bear are used to 

represent a courage and endurance that man badly needs to 

imitate ... IO 

7Matthiessen, F.O., American Renaissance, (New York, 
Oxford University Press, 1949) p. 282. 

8James, Henryc Hawthorne, (London, McMillian and 
Co., Limited, 1909} p. 119. 

~varren, Robert Penn, -William Faulkner", Selected 
Essays, (New York, Random House, 1958) pp. 68-69. 

IOCampbell"Harry M. and Foster, Ruel E., William 
Faulkner: A Critical Appraisal, (Norman, University of 
Oklahoma Press, 1951) p.~9. 
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In his thesiS -A Critical Analysis of William. Faulkner's 

The Bear·, Alvin Lanier Gregg explains that ·.the~wilder

ness and the hunting in it ••• furnish the chief symbols 

for the process of maturing and discovering human 

morality.-ll 

Not only does Gregg view the wilderness as a s~l, 

but he also sees it as a setting. 

The Bear is set in Faulkner's mythical country, 
YOEriapatawpha County, Mississippi, from 1867 to 
about 1900: part of the action occuring in the 
Big Bottom at a hunting camp on virgin wilder
ness land owned by Major de Spain, another part 
of it occuring on the McCaslin far.m and in 
Jefferson, and one other part consisting of a 
side trip made to Memphis by Ike and Boon. 12 

In a similar manner the forest is oftentimes seen as 

merely a setting in Hawthorne's tales. Jane Lundblad 

points out that the whole atmosphere and scene of the 

story ·Young Goodman Brown- were familiar to Hawthorne 

as settings - -both the village street basking in the 

clear sunshine of the morning, and the picture which a 

superstition-ridden imagination draws of the witch

sabbath in the depths of the dense woods._13 

llGregg~ Alvin Lanier, --A Critical Analysis of 
William Faulkner's The Bear-, (A Master's Thesis, Texas 
Technological College, 19S1) p. 53. 

l2Ibid., p. 4. 

l3Lundblad, Jane, Nathaniel Hawthorne ~ the 
EurOpean Literari Tradition, (Cambridge, HarvarOlUniversity 
Press, 1947) p. 3. . 
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In the fields of scholarship there have naturally 

been attempts to compare and contrast Hawthorne and 

Faulkner. Malcolm Cowley does this to a certain extent 

in his, introduction to ~ Portable Faulkner; however, 

such direct comparisons and contrasts of the two writers 

rarely ever deal with their use of the wilderness. 14 ,To 

examine and record this type of scholarship would simply 

be to digress from the subject at hand. With these facts 

then established, the analysis of'the selections'chosen 

can now'be initiated. 

i4Cowley, Malcolm ed.; The Portable Faulkner! 
(New York, The Viking ~ress, lVSl) pp. 3, 13-14, I~. 
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CHAPTER I 

THE WILDERNES3 AND TEMPTATION 

Some of the most prominent characters in Hawthorne's 

tales and Faulkner's stories face wilderness temptations. 

Within Hawthorne's wilderness Arthur Dimmesdale confronts 

the tempting thought of a soul-damning escape. Goodman 

Brown in the forest finds the temptation of an evil life 

which ultimately destroys his faith, and Roger Chilling

worth is tempered there for the break-down of his value 

standards molded by previous experiences in civilized 

society. The wife of Isaac McCaslin meets Faulkner's 

wilderness temptation through her desires to possess and 

hold the land. Not only do these two authors present this 

temptation to their individual characters within the 

construction of their plots, but they also present it to 

the societies of their stories. The society of young 

Goodman Brown becomes deeply entangled with the tempta

tions in the forest. Faulkner's YoknapatawphaCounty 

feels, in a different way, the magnetic attraction of the 

wilderness temptations. 

These temptations which Hawthorne and Faulkner 

create naturally differ in many ways; however, in at 
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least one way the temptations that the individual charac

ters confront find some close parallel. 

Both Hawthorne and Faulkner employ the wilderness as 

a symbol of temptation which p~omotes a degeneration of 

human life and existence within their characters and 

their society. Perhaps the one clear similarity comes 

with an examination of Arthur Dimmesdale and Isaac McCaslin 

and the means by which they meet their temptations, for 

both characters discover the wilderness temptation through . 

the motivation of a woman. 

In the forest scenes of The Scarlet Letter Dimmesdale 

and Hester Prynne come together through the planned inten

tions of Hester. She has intercepted him to acquaint him 

.with Roger Chillingworth's evil scheme. However, as 

their conversation continues, Hester pursues another topic 

of discussion. Slowly, she leads Dimmesdale into a plan 

of escape from Chillingworth and from the confines of 

their society. Hester ventures into this unexplored area 

with these words: 

Is the world, then, so narrow? •• Doth the universe 
be within the compass of yonder town, which only 
a little time ago was but a leaf-strewn desert, 
as lonely as this around us? Whither leads 
yonder forest-track? Backward to the settlement, 
thou'sayest! Yes; but onward, too. Deeper it 
goes, and deeper, into the wilderness, less 
plainly to be seen at every step until, some 
fore miles hence the yellow leaves will show no 
vestige of the white man's tread. There thou 

9 
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art free! So brief a journey would bring.thee from 
a world where thou hast be~n most wretched, to one 
where thou mayest still be happyI Is there not 
shade enough in all this boundless forest to hide 
thy heart from the gaze of Roger Chilli~gWorth? •• l5 
Then there is [also] the broad pathway of the sea. 

Even with Hester's strong plea, Dimmesdale still holds 

back. His hesitation comes, in Part, because he questions 

whether this escape is right for him. He has stated to· 

Hester earlier that eScape might not be the· answer. He 

has suffered, not because he has successfully experienced 

the emotion of -penancew, but because he has failed to 

displar the act o~ -penitence-. (The Scarlet Letter, 

p. 198.) 

Although he questions the rightness of Hester's 

suggestion, he holds back for another reason. He explains, 

'"There is not the strength or courage left me to venture 

into the wide, strange, difficult world, alone.- (The 

Scarlet Letter, p. 202.) Then he repeats, -Alone, Hester!" 

(The Scarlet Letter, p. 202.) ~ester understands, and 

she destroys this hesitation: -Thou shalt not go alone!W 

(The Scarlet Letter, p. 202.) With these comments, wall 

was spokenw• (The Scarlet Letter, p. 202.) Hence, a 

woman, Hester Prynne, conveys the temptation of escape 

lSHawthorne, Nathaniel, The Scarlet Letter, The 
Complete Novels and Selected Tires of Nathaniel Hawthorne, 
ed. Norman HolmeSiPearson, (New YorE; The Modern Library, 
1937) p. 201. Hereafter referred to ~ title and page 
indicated parenthetically in the text. 
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within the forest. to Dimmesda1e. She even provides some 

of the impetus to guide his decision. 

In·1ike·manner, Ike McCaslin confronts a wilderness 

temptation through a means supplied by his wife.. Aft~r 

his wife discovers he has a far.m - land and wilderness -

she asks him, "When are we going to move?-16 She wants 

to know when they are going:to possess the land ~·when 

they are going to possess the land that is his by 

inheritance. He is ••• 

••• the direct male descendant of his who' saw the' 
opportunity and took it, bought the land, took. 
the land, got the land no matter how, held it· 
to bequeath, no matter how, out of the old grant, 
the first patent, when it was a wilderness of 
wild beasts and wilder men, and cleared it, trans
lated it into something to bequeath to his 
children, worthy of bequeathment for his 
descendants' ease and security and pride and to 
perpetuate his name and accomplishments. (Go Down, 
Moses, p. 256.) 

Yet, before her request, Ike has realized that this land, 

this one-time wilderness, is not his to possess. It is 

not his to own because it was never meant for anyone to 

buy. The land could not be bought by his grandfather 

. from Ikkemotubbe, the Indian chief, -because on the instant 

when Ikkemotubbe discovered, realized, that he could sell . 

it for money, on that instant it ceased ever to have been 

16Fau1kner, William, Go Down, Moses, (New York, The 
Modern Library, 1942) p. 311.--aereafter referred to by 
title and page indicated parenthetically in the text. 
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his forever, father to father to father, and the man who 

bought it bought nothing-. (~~, Moses, p. 257.) 

Ike cannot possess the land. 

If he does attempt to possess the land, Ike then, 

in effect, renders his approval to the extenuation of 

certain human considerations and institutions which he 

holds to be evil. The cultivated land that is his by 

inheritance represents the destruction of nature and the 

natural order through civilized progress. Slavery and 

the plantation system, symbols of progress and civiliza

tion, are, to Ike, symbols of the assault upon and the 

consequent degeneration of the wilderness and the order 

of nature. The land that Ike is tempted to possess is 

.not the wilderness of his childhood or Old Ben as such, 

but land acquired at the expense of desecrating the wilder

ness. This temptation demands that Ike acquiesce to the 

past destruction of the wilderness and sanction any 

further assaults on the wilderness. Thus, as he acknowl~ 

edges his right to possess nothing, Ike also recognizes 

the evil and the disorder associated with the possession 

of the land which personifies the destruction of the 

wilderness. 

Since he recognizes the" right to possess nothing 

and the necessity to resist temptation, he attempts to 

impart these facts to his wife. However, all he can say 

12 



is "No! NoI"(Go Down, Moses, p. 312.) Then, within the 

privacy of their bedroom, she tries to change his decision. 

She offers herself to him as she has never offered herself 

before·with only reqUiste: he is to possess the land. 

Again, he refuses with the knowledge that the refusal· 

will leave him without hope for a child, 'a son., Although' 

Ike refuses the temptation o'ffered by the wildertlE!ss 

through his wife, he, like Dimmesdale, finds the tempta-· 

tion,presented in the being of a woman. 

This one likeness within the framework of The Scarlet 

Letter and Go Down. Moses can~ot be expanded into other 

similarities to any further extent. There are indeed 

inherent cont,asts within the passages concerning tempta-

.tion studied above. In ~ Scarlet 'Letter the wilderness 

is employed by Hawthorne as a 'Puritan concept to symbolize 

a sphere outside the walls of society - a sphere where 

temptation can easily exist. Hawthorne explains that, 

within the forest, the two sinners can escape the restric

,tions and the expectations of Puritan society: 

How dreary looked the forest-track that led back
ward to the settlement, where Hester Prynne must 
take up again the burden of her iqnonminy, and 
the minister the hollow mockery of his good nameI 
So they lingered an instant,longer. No golden 
light had ever been so precious as the gloom of 
this dark forest. Here, seen only by his eyes, 
the scarlet letter need not burn into the bosom 
of the fallen woman I Here seen only by' her eyes,' 
Arthur Dimmesdale, false to God and man, might 
be, for one moment, true. (The Scarlet Letter, 

,p. 200.) -,. 
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This symbolism becomes even more effective as Hawthorne 

entwines irony within the framework of his comments. In 

fact, the forest scenes in The Scarlet ,Letter seem to have 

more than merely symbolical' or ironical intent; the scenes 

appear to be allegorical. The forest seems actually to 

represent another concept, another setting. When Hester 

and Dimmesdale meet in' the forest, they meet in a setting 

which is not embodied by the spirit of nature. It is a 

setting emboding the .spirit of -the Black Man·. (The 

Scarlet Letter, p. 175.) The forest represents the realm 

of the evil one and the. climate of -predominant pens! ve-.·· 

ness· and doom; hence, the forest is examined through 

Puritan concepts. (The Scarlet Letter, p. 193.) Within 

.this allegorical setting Hawthorne ~rpe~uates the 

Puritan ideology and creates a stimulus for temptation. 

He gives temptation birth and then allows it to blossom 

and mature. 

An examination of Roger Chilli~gworth in The Scarlet 

Letter more clearly identifies the forest as the realm 

of evil. Before arriving in .the Puritan settlement, 

Chillinqworth is "long held-in bonds among the heathen

folk- in the forest. (The Scarlet Letter, p,;, 120.) 

Within the concept of Puritan theology Chillingworth's 

spiritual destruction is logically begun in the forest. 

He i$ not prepared, when he finally re-enters civilization, 
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to withstand the temptation of revenge which confronts 

him. His forest experience breaks the patterns of resis

tance he has built in societr prior to his life in :the 

wilderness, and his. ability "to adhere to the principles 

of goodness are destroyed.. Chillingworth exists too long 

in the wilderness, the realm of evil, to remain strong 

in the face of any temptation. Hawthorne, employtLng 

Puritan concepts and his allegorical skills~ constructs 

his wilderness scenes to represent a domain outside 

civilized order. " 

Faulkner, however, further develops his wilderness 

concepts in relation to temptation with a method which 

differs from that of Hawthorne. The wilderness is not 

.the atmosph~re which engulfs the act of temptation; the 

wilderness, in Faulkner, is the object of temptation. 

Ike'S wife tempts her husband because she desires to 

possess the land; yet, the land, the wilderness of 

Ikkemotubbe, cannot be possessed by her or Ike unless 

theY'wish to participate in one of the evils of society. 

The land is not to be possessed; it is to be shared. 

Man was created -to hold the earth mutual and intact in 

the communal anonymity of brotherhood. w (Go Down, Moses, 

p. 257.) Faul.kner presents the cleared wilderness as 

an object which tempts man. The wilderness can present 

a strong material enticement to individuals of Faulkner's 

novels. 
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Thus, the individual characters of Hawthorne and 

Faulkner do, to some extent, confront temptation through' 

the wilderness. Both writers employ a paraliel technique 

as they use a woman to convey this sense of temptation 

to the men of the stories; yet, both also employ their 

own particular techniques in construction while they 

develop the wilderness temptation. As they deal'with 
, ' 

individual life in The Scarlet Letter and Go Down, Moses, 

Hawthorne and Faulkner create their own special ideas to 

motivate the temptation in the wilderness. 

Individual life is not the only area of characteri

zation that confronts temptation within a wilderness 

concept in the works of Hawthorne and Faulkner. 

,societies of the writers face this temptation. 

The 

In The -
Scarlet Letter, Hawthorne deals with these concepts of 

temptation, society, and wilderness; 'but he fails to 

examine them as closely as he does in the 'short story, 

"Young Goodman Brown". In this' famous tale the New 

England writer pictures ,a young, devout man of Salem 

exploring the forest at night because he has felt some 

inner compulsion to do so. 

Young Goodman Brown enters the forest and is soon 

met by his host, or perhaps the devil in disguise, With 

his host, he then discovers the actual society of Salem. 

He ventures deeper into the forest and is eventually 
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confronted by this scene: 

At one extremity of an open space, hemmed in by 
the dark wall of the forest, arose a rock, bearing 
some rude, natural resemblance either to an alter· 
or a pulpit ••• As the red light arose and fell, a 
numerous congregation alternately shone forth, 
then"disappeared in shadow, and again grew, as it 
were, out of the darkness, peopling the heart of 
the solitary woods at once ••• among them ~he 
congregatio~, quivering to and fro between gloom 
and splendor, appeared faces that would be seen 
next day at the council" board of the province, and 
others which, Sabbath after Sabbath, looked 
·devoutly heavenward, and benignantly over the 
crowdI~ pews, from the holiest pulpits in the 
land. 

Young Goodman Brown learns the initiation rites of this 

congregation as he continues to watch. The group sings 

an anthem that ends -as if the roaring wind, the rushing 

streams, the howling beasts, and every other voice of 

.the unconcerted wilderness were mingling and according 

with the voice of guilty man in homage to the prince of 

all." (-Young Goodman Brown-, p. 1040.) Although he 

finally refuses to join officially with the forest 

congregation; he experiences the very real temptation 

envolved. 

In this short story Hawthorne pictures an entire 

Puritan society in New England within the dark wilderness 

17Hawthorne, Nathaniel, "Young Goodman Brown-, The 
Complete Novels and Selected Tales of Nathaniel Hawt1i:'O'rne, 
ed. Norman Ho1iiie'Sl5earson, (New YorE";" The Modern Library, 
1937) p. 1039. Hereafter referred to by title and page 
indicated parenthetically in the text. 
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of temptation. The forest does not represent evil, but 

it does act as the habitat of the evil part of man. Within 

the forest the congregation of the.Salem community feels 

a magnetic attraction to the evil which is present in 

their hearts. The temptation is manifested in the bounds 

of the wilderness, and the whole society is pulled withi~ 

its realm. This magnetism could not be created in" the 

community of Salem for the Puritan society outside the 

wilderness imposes restrictions and mores that can be 

upheld through fear of condemnation and reprisal. In 

Salem the light fails to conceal man's evil actions; in 

the forest the darkness offers sufficient concealment for 

all men's actions. With Hawthorne, then, the temptation 

,in the wilderness as present in a Puritan society exists 

for both the individual and the society, and it exists 

in like fashion for both. 

Faulkner also presents temptation to society as well 

as to the individual within the i wilderness concept. As 

with the individual, society finds the forest, the wilder

ness, as an object of temptation. The temptation to 
. 

destroy the wilderness co-e~ists with the wilderness 

itself, and this desire to destroy iilherent::in·,the being. 

of the wilderness is a temptation which society, in 

Faulkner's Go ~, Moses, cannot resist. In -Delta 

Autumn-, old Ike examines the wilderness as he views 
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it from the expanse of his lifetime: . ~.. ,..... 

Most of the ['the wilderness Ike ;kn~~'was gone J 

now. Now a man drove two hundred m1les from ' 
Jefferson before he found wilderness to hunt 
in. How the land lay open from the cradling 
hills on the East to the rampart of levee on 
the West, standing horseman-- tall with cotton 
for the world's looms'- the rich black land, 
imponderable and vast, fecund up to the very 
doorsteps of the negroes who worked it and of 
the white men who owned it ••• the land in which 
neon flashed past them from 'the, little count
less towns and countless '~hining this-year's 
automobiles sped past th~ on the broad plumb-' 
ruled highways, yet in which the only per-
manent mark of man's occupation seemed to be 
the tremendous gins, constructed in sections 
of Sheet iron and in a week's time ••• (Go Down, 
Moses, pp. 340-341.), - -

Thus Ike McCaslin recognizes the destruction of the 

forest and the replacements that have been made. The 

replacements, the neon signs and the steel gins, are· 

examples of man moving into the wilderness through des

tructive means. They are examples of the ·corruption 

of steel and oiled moving parts which- have tainted the 

forest. Man has been tempted by the wilderness and has 

not resisted. Ike realizes~ -The woods and the fields 

'he [man] ravages and the game he devastates will be the 

consequence and signature of his crime and quilt, and 
. . - .~ .. 

his punishment. u (Go Down, Moses, p. 349.) -- . 
Society, to Faulkner, is drawn to the forest to 

satisfy selfish desires. It is pulled throuqhthe 

temptation of its own wants., These advancements by 
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society into the wilderness are in the n~e of progress -

progress which cannot resist the material enticements oi" " 

the forest. The wilderness retreats ·year by year before 

the onslaught of axe and saw and log~lines and then 

dynamite" and tractor plows." (~"Down, Moses, p. 354.) 

Advanoing through a motivation of irresistable temptatiQn, 
I 

the society of progress and commeroialization ~ve"s into 

the wilderness and olaims the land "as its own - land 

whioh it has no right to possess. Perhaps only Ike 

recognizes this reality; perhaps only he sees the tempta

tion and the consequent evil offered to society. In 

"Delta Autumn" he brings these facts into focus: 

This Delta. This land which man has deswamped and 
denuded and derivered in two generations so that 
white men can own plantations and commute every 
night to Memphis and black men own plantations 
and ride in jim crow cars to Chicago to live in 

millionaires' mansions on Lakeshore Drive, where 
white men rent farms and live like niggers and 
niqgers crop on 'shares and live like animals, 
where cotton is planted and grows man-tall in 
the very cracks of the sidewalks, and usury and 
mortgage and bankruptcy and measureless wealth, 
Chinese and African and Aryan and Jew, all 
breed and spawn together until no man has time 
to say which one is which nor cares ••• No wonder 
the ruined woods I used to know don't cry for 
retribution! he thought: The people who have 
destroyed it will accomplish its revenge. 
(Go ~, Moses, p. 364.) . . 

Hence, with Faulkner, the wilderness offers such tempta

tion to society that forces become set in motion which 

culminate in the destruotion of both the wilderness and 
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the society. Destruction, in the sense of vast alternation, 

not obliteration, is precipitated as society succumbs to 

the temptation of the wilderness. 

With both Hawthorne and Faulkner the wilderness 

concept holds for the individual and for society some for.m 

of temptation. The forest may merely be the shelter under 

which temptation is fostered and conducted or it"may be 

the object of temptation and persuasion. Nevertheless, 

in their development of plot, the two writers both 'employ 

the wilderness to examine the motivation temptation can 

provide to create and mold the lesser aspects of their 

characters. 
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CI-:IA.PTER I I 

THE WILDERNESS A1W CI-lAP.ACTER EVOLl.iTION 

The wilderness not only offers temptation within the 

plots of Hawthorne and Faulkner; it also creates a. ~phere 

conducive to evolution of character within the works of 

both men. In The Scarlet Letter the person of Dimmesdale 

becomes transformed during a short period of hours spent 

in the forest. The forest is a prelude to the evolution 

which transforms Roger Chillingworth. This same change 

engulfs Young Goodman Brown after he spends the night in 

the wilderness. Faulkner, in Go Do\·m, Moses, develops 

Isaac McCaslin more slowly as he traces the growth of a 

young boy into manhood. This growth, however, is a 

consequence of the wilderness. The evolution of character 

presented by the two writers is, of course, pursued with 

different methods with different ends in mind. 

Some of these different methods or approaches are 

readily ascertainable. In Hawthorne, the forest is to 

be shunned if goodness is to be maintained. The forest 

does not . extend attractive opportunity to those ''1ho wish 

to pursue righteousness; it presents open chances for 

"the Black Man" to accomplish his end. Conversely, for 
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Faulkner, the forest has tremendous possibilities for the 

good. The wilderness can be an object of temptation and 

destruction, but it can also be a training ground where 

men learn endurance and humility and courage and sacrifice. 

With proper understanding man can use the wilderness to 

achieve the finest qualities of human potential. Hawthorne 

approaches the wilderness cognizant of its evil; Faulkner 

approaches the wilderness aware of its finest possibilities. 

These approaches, then, determine the course which character 

evolution finally must take; and, since there are evident 

differences between Hawthorne and Faulkner, the character 

evolutions of each are channeled into diverse streams of 

action. 

In The S~rlet Letter Dimmesdale experiences very real 

change during his forest walk. Before the visit in the 

wilderness the young minister is keenly aware of his duty 

to his society. He constantly utilizes "his intellectual 

gifts, his moral perceptions, his powers of experiencing 

and communicating emotion" to fulfill the obligations of 

his office. (The Scarlet Letter, p. 167.) He appears to 

the community as a "miracle of holiness" and as the 

"mouthpiece of Heaven's messages of wisdom, rebuke, and 

love". (The Scarlet Letter, p. 168) He is also deeply 

aware of his guilt and hypocrisy - aware to such an extent 

that he constantly discards any emotions of cruelty or 
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evil. "Since that wretched epoch [his sin of passion], 

he had watched, with morbid zeal and minuteness, not his 

acts - for those it was easy to arrange - but each breath 

of emotion, and his every thought." (The Scarlet Letter, 

p. 203.) Then he enters the forest. As he walks along 

a wilderness path, Hester follows his movements. To her 

"he looked haggard and feeble, and betrayed a nerveless 

despondency in his air, which had never so remarkably 

characterized him in his walks about the settlement, nor 

in any other situation where he deemed himself liable to 

notice." (The Scarlet Letter, p. 195.) .The singleness 

of his life and the pain of one sin have weighed heavily 

on Arthur Dimmesdalei and, in the wilderness, this burden 

becomes evident. During the forest walk he has already 

begun to change to some degree because this walk is 

different - this walk does not resemble his walks in the 

settlement. 

Abruptly he confronts Hester,' and the actual process 

of evolution in character begins. He first agrees to do 

something he knows to be wrong. Hawthorne explains the 

dilemma that faces the clergyman: 

Were such a man once more to fall, what plea could 
be urged in extenuation of his crime? None, unless 
it avail him somewhat, that he was broken down by 
long and exquisite suffering; that his mind was 
darkened and confused by the very remorse which 
harrowed it; that between fleeing as an avowed 
criminal, and remaining as a hypocrite, conscience 
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might find it hard to strike the balance, that it 
was human to avoid the peril of death and infamy, 
and the inscrutable machinations of an enemy; that 
finally, to this poor pilgrim, on his dreary and 
desert path, faint, sick, miserable, there appeared 
a glimpse of human affection and sympathy, a new 
life, and a true one, in exchange for the heavy 
doom which he was not expiating. (The Scarlet 
Letter, p. 203.) ---

Within the wilderness Hawthorne clearly states that 

Dimmesdale's attitude toward life takes a new turn - he 

contemplates a new life. 

The change that occurs in the forest becomes more 

noticeable as Dimmesdale leaves the forest. His jour~ey 

back to the settlement differs greatly from his journey 

into the wilderness. He feels an Hunaccustomed physical 

energyH. (The Scarlet Letter, p. 212.) The pathway he 

,recently traveled seems Hwilder, more uncouth with its 

rude natural obstacles, and less trodden by the foot of 

man, than he remembered it on his outward journey; •.• yet, 

he leaps across the plashy places, ••• climbs the ascent, 

•.• and overcomes, in short, all the difficulties of the 

track, with an unwearied activity that astonishes him." 

(The Scarlet Letter, p. 212.) To Dimmesdale, everything 

changes; the forest, the settlement, even the acquain

tances change. Hawthorne explains the evolution: 

This phenomenon, in the various shapes which is 
assumed, indicated no external change, but so 
sudden and important a change in the spectator of 
the familiar scene, that the intervening space 
of a single day had operated on his consciousness 
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like the lapse of years. The minister's own will, 
and Hester's will, and the fate that grew between 
them had wrought this transformation. It was the 
same town as heretofore; but the same minister 
returned not from the forest. (The Scarlet Letter, 

Thus, within the forest, this transformation of character 

occurs in Dimmesdale in The Scarlet Letter. 

To emphasize this change Jlawthorne traces Dimmesdale's 

steps through the town. "Nothing short of 'a total change 

of dynasty and moral code" can sufficiently.explain the 

minister's impulses. (The Scarlet Letter, p. 213.) He 

is incited at every step "to do some strange, wild, 

wicked thing or other, with·a sense that it would be at 

once involuntary and intentional." (The Scarlet Letter, 

p. 213.) The visit in the forest develops a marked change 

in the character of Arthur Dimmesdale. Yet, in reality, 

this evil change that occurs within the forest finally 

stimulates Dimmesdale to achieve his finest triumph. 

After he leaves the forest and enters his study, he 

completely reconstructs his Election Sermon. From this 

point Dimmesdale then moves to his confession and, 

presumably, to his salvation. 

The development of a marked change in another character 

in The §carlet Letter is preceded by a stay in the forest. 

Roger Chillingworth comes to the small New England commu

nity of Dimmesdale and Hester from the wilderness. He is 

first seen "in a strange disarray of civilized and savage 
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costume." (~Scarlet Letter, p. 119.) "Held in bonds 

among the heathen-folk" in the forest, Chillingworth 

finally is freed. (The Scarlet Letter, p. 120.) Before 

the physician Chillingworth enters into the forest, he 

has the "aspect of an intellectual and studious man, calm 

and quiet." (The Scarlet Letter, p. 184.) However, 

after he comes from the forest, he undergoes "such a 

transformation" that his entire visage changes. (The 

Scarlet Letter, p. 184.) He has "an eager, searching, 

almost fierce, yet carefully guarded look." (The 

Scarlet Letter, p. 160.) This transformation which 

engulfs Chillingworth does not find its real motivation 

within the bounds of the forest; but the wilderness seems 

,to be the nurturing grounds for the evolution. Hester 

realizes this fact when she asks Chillingworth, "Art 

thou like the Black Man that haunts the forest around us?" 

(The Scarlet Letter, p. 129.) He is like "the Black Man " , 
and he do'es haunt the unknown wilderness of a human 

heart. Roger Chillingworth, like Arthur Dimmesdale, 

becomes transformed in The Scarlet Letter. Since Chilling~ 

worth's change is motivate~_to a large extent, by his 

passion for revenge, the physician's transformation cannot 

be tied to the wilderness so closely as the minister's 

transformation. Nevertheless, the wilderness does provide 

a stimulating beginning for the evolution of the character 

of Chillingworth. 
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This same transformation evident in Dimmesdale and 

Chillingworth in The Scarlet Letter is also apparent in 

some of Hawthorne's other tales. The most obvious. resem-

blanceoccurs, of course, in the character evolution in 

the short story "Young Goodman Brown". Goodman Brown, i~:" 

a young man of trust, faith, and innocence, ventures into 

the forest. There he meets, in a dreamlike existence, 

all the members of the clan of "the Black Man". Since 

many of them are some of the finest members of the commu

nity, he finds himself confronted with new thoughts he 

has never before considered. Even within his own heart 

he recognizes some evil and some wickedness. In the end 

Goodman Brown's forest experience leads to a major 

transformation of his life. He enters back into his 

community "a bewildered man". ("Young Goodman Brown", 

p. 1042.) His entire perspective has changed. Hawthorne 

relates the evolution: "Alas! it was a dream of evil 

omen for Young Goodman Brown. A stern, a sad, a darkly 

meditative, a distrustful, if not a desperate man did he 

become from the night of that fearful dream." ("Young 

Goodman Brown", p. 1042.) As with Dimmesdale and, to a 

degree, Chillingworth, Goodman Brown within the wilder

ness experienc.es a transformation of character. 

In their evolution of character, these three creations 

of Hawthorne have one trait in common: they each move from 
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an attitude of trust to an attitude of doubt. Dimmesdale 

enters his connnunity polluted with new sin. The trust 

that he had bestowed in the goodly members ofhis·ch~rch. 

is diluted with wicked thoug~ts and emotions. His respect 

and his honor seem destroyed. He doubts his position as 

a minister and as a human being. No longer is he a 

creature of positive attributes: 

Tempted'by a dream of happiness he had yielded 
himself, with deliberate choice, as he had never 
done before, to what he knew was deadly sin. And 
the infectious poison of that sin had been thus 
rapidly diffused throughout his moral system. It 
had stupefied all blessed impulses, and awakened 
into vivid life the whole brotherhood of bad ones. 
Scorn, bitterness, unprovoked malignity, gratui
tous desire of ill, ridicule of whatever was good 
and holy, all awoke... (The Scarlet Letter, p. 216.) 

Momentarily, at least, the minister has lost his wonderful' 

faith and respect for the human life; he has accepted the 

doubt and the fear that was kindled in the forest. Yet , 
this evil change, as mentioned earlier, creates a new 

strength in Dimmesdale, which, in the end, produces a 

good result. With this development, Hawthorne illustrates 

his humanitarian approach to life and to existence. Good 

is precipitated from an evil beginning. 
-

With Chillinqworth the parallel is not so clear or 

evident. From his own words Chillingworth is described 

as a man of some faith: 

"All my life had been made up of earnest, studious, 
thoughtful, quiet years, bestowed faithfully for 
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the increase of mine own knowledge, and faith
fully, too, though this latter object was but 
casual to the other, - faithfully for the 
advancement of human welfare. No life had been 
more peaceful and innocent than mine; few lives 
so rich with benefits conferred. Dost thou 
remember me? Was I not, though you [Heste~ 
might deem me cold., nevertheless a man thought
ful for others, craving little for himself, -
kind, true, just, and of constant, if not warm 
affections?" (The Scarlet Letter, p. 184 .. ) 

Hester admits that all he says was true. However, she 

also recognizes that, in his present condition, he is a 

fiend. Chillingworth is no longer thoughtful, kind, t~ue, 

or just. The faith that had compelled him to pursue 

these fine qualities has been destroyed. His faith has 

become doubt. During his stay in the forest when the 
, 

sin against him is committed, the transformation from 

. trust to doubt, in essence, begins. When he emerges from 

the forest, the total transformation becomes evident. 

The wilderness preparation and the concurring sin set the 

foundation for the evolution of Chillingworth's attitude 

from trust to doubt. 

This same evolution occurs in the character of young 

Goodman Brown, but the transformation here is much more 

clearly apparent than with either Dimmesdale or Chilling

worth. Brown's wife is named F~ith, and ahe represents 

faith. Before he leaves the forest, he has his Faith. 

Then upon his retur~his reaction to his Faith symbolizes 

his new attitude. As she sees his approach, she joyfully 
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runs to him. "But Goodman Brown looked sternly and sadly 

into her face, and passed on without a greeting." ("Young 

G dm -:-) " o~ an i.Jrown , p. 1042. ) His faith is destroyed by only 

a few short hours spent in the forest. He is now a 

"distrustful" man, and his final dying hour is gloom. 

("Young Goodman Brown", p. 1042.) Hence, during the 

character evolution of all three of these men, Hawthorne 

continually conveys a concept of evil present in the 

wilderness. The characters are guided to participate in 

a transformation which embodies the negative aspects of 

life because they have only found opportunity to change 

in the confines of the wilderness, the realm of "the 

Black Man". 

For Faulkner, this transformation in the confines of 

the wilderness is an entirely different concept. The 

wilderness offers Isaac McCaslin the opportunity of educa

tion, and the elements of the wilderness provide the 

ingredients for his education. Sam Fathers is his mentor 

and the old bear is his alma mater. (Go Down, Moses, 

p. 210.) Within the wilderness Ike becomes a man. 

His first lessons deal.with humility and courage. 

At the age of ten he wants'to see Old Ben, the invincible 

bear. To do this, Sam Fathers tells him he must leave 

his gun - he must search unarmed - and he must be scared. 

"Be scared. You cant help that. But dont be 
afraid. Aint nothing in the woods going to hurt 
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you if you dont coner it or it dont smell that 
you are afraid, a· bear or a deer has got to be 
scared of a coward the same as a brave man has 
got to be. n (Go Down, Moses, p. 207.) --

Ike enters the wilderness, unarmed, but with a compass and 

a watch. Still, he is too burdened. Ike must become 

part of the entity; he must lose himself within the wilder-

ness to achieve his purpose. His failures, even after 

he leaves the gun, stimulate more thought. 

He had already relinquished, of his will, because 
of his need, in humility and peace and without 
regret, yet apparently that had not been enough. 
He stood for a moment - a child, alien and 'lost 
in the green and soaring gloom of the markless 
wilderness. Then he relinquished complete~y to 
it. It was the watch and the compass. He was 
still tainted. He removed the linked chain of 
the one and the looped thong of the other from 
his overalls and hung them on a bush and leaned 
the stick beside them and entered it. (Go.Down, 
Moses, p. 208.) - --

Then, he sees the bear. Ike, without any contamination 

of society, sees the bear. His mission is successful. 

Following the directions given by Sam Fathers, Ike takes 

one of his first steps to matur'ity. Within the wilder

ness Faulkner creates for young Ike the opportunity to 

explore the truths which surround man .and the growth to 

maturity. 

aut Ike has only begun. He must become a hUnter, 

qualified to participate in the ritual of death. At 

thirteen he kills his first deer and Sam Fathers marks 

his face with the hot blood. This accolade distinguishes 
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him as a hunter, a man: a man and a hunter "'t-rith the 

will and the hardihood to endure and the humility and the 

skill to survive." (Go Do .... m, Moses, p. 191.) Faulkner 

doe s not complete Ike's growth and change from boyhood to -

maturity at this point, however. He continues, at -times, 

to refer to Ike as lithe boy". (Go Down, Moses, p. 254.) 

Even after Old Ben, Lion, and Sam Fathers, the "taintless 

and incorruptible" ones, are dead, Faulkner still desig

nates Ike as the boy. (Go Down, Moses, p. 191.) Yet, 
J 

the death of these three is the impetus whioh finally 

pushes Ike into manhood when he reaches the full under-

standing of the wilderness and the qualities inherent 

there. At twenty-one these qualities Ike has acquired in 

.the forest culminate to enable him to resist the evil 

encroachments of civilization. He realizes that the earth 

is to be held "mutual and intact in the communal anony-

mity of brotherhood ••• [witl:{] pity and humility an~ sufferance 

and endurance ••• " (Go Down, Moses, p. 257.) Hence 

Faulkner develops the character of Isaac McCaslin from 

boyhood to full manhood within the wilderness. This 

evolution of character embodies all the fine qualities of 

humanity and this embodiment is fostered within the forest 

concept. 

This character evolution in Faulkner's work is 

noticeably different from the character evolution within 
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Hawthorne's "t'lOrk. The two writers begin from different 

points and then travel courses which create opposite 

results. Many times they do not even employ evolution 

to construct their characters. For instance, Hawthorne 

does not really create a change in Hester in the forest 

scene; but he explains the reason: 

She had wandered, without rule or guidance, in a 
moral wilderness; as vast, as intricate and 
shadowy, as the untamed forest, amid the gloom 
of which they were now holding a colloquy that 
was to decide their fate. Her intellect and 
heart had their home, as it were, in desert 
places, where she roamed as freely as the wild 
Indian in his woods .••• The tendency of her fate 
and fortunes had been to set her free. The 
scarlet letter was her passport into regions 
where other women dared not tread. Shame, 
Despair, Solitude! "These had been her teachers, -
stern and wild ones, - and they had made her 
strongi but taught her much amiss. (The Scarlet 
Letter, pp. 202-203.) ---

She is a part of the wilderness in a sense. She is out

side the community; thus, her person remains essentially 

unchanged during the wilderness scene. In like manner, 

Hawthorne fails to show any evolution in the character of 

Boon. This failure, of course, only offers a clearer 

contrast for the change which occurs in Ike. Thus, 
. 

Hawthorne and Faulkner both utilize the impact of the 

wilderness to produce transformations within some of their 

important characters. This transformation differs with 

each writer, nevertheless, it is clearly evident. 
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.' CHAPl'ER III 
" . ~ "; , . 

THE vlILDERNESS AND MOOD DEVELOPMENT 

The premise that Hawthorne and Faulkner employ the 

impact of the wilderness to convey a sense of. temptation 

and to stimulate character transformation has been 

explored. Yet, the impact of the wilderness on their 

works does not end with these two influences. Both'" 

writers also use their wilderness scenes in an artistic 

manner to effect certaih moods and impressions within 

their fiction. Mast'ers in the creation of moods, 

Hawthorne and Faulkner use their forest backdrops effec~ 

tively to develop tones which add lasting impressions in 

their plots. Both create moods which are pensive and 

despondent - which seem to, forecast doom. Ironically, 

Faulkner, who sees the wilderness as the embodiment of 

many of man's noblest desires, employs his wilderness 

to fashion a greater sense of doom than does Hawthorne. 

The previous discussions have exemplified, while dealing 

vrith temptation and character evolution, these special 

moods and impressions and have implied their possibilities; 

however, the previous discussions have failed to disclose 

definitely the actual use and implementation of these moods. 

35 

'~'.'.. .' ,. ~':: 
,.':' . 



Of course, the former topics were not concerned with such 

moods; and, since they were not, an examination of the 

moods Ha,rlhorne and Faulkner create within the wilderness 

is now possible and necessary. 

In The Scarlet Letter when Hester and Pearl enter 

the forest to intercept Dimmesdale, they travel along a 

narrow footpath: 

It straggled onward into the mystery of the 
primeval forest. This hemmed it in so narrowly, 
and stood so black and dense on either side, 
and disclosed such imperfect glimpses of the sky 
above, that, to Hester's mind, it imaged not amiss 
the moral ,-rilderness in which she had so long 
been vlandering. The day "las chill and sombre. 
Overhead was a gray expanse of cloud, slightly 
stirred, hovlever, by a breeze; so that a gleam 
of flickering sunshine might now and then be 
seen at its solitary play along the path. This 
fli tting cheerfulness way ah-rays at the farther 
extremity of some long vista through the forest. 
The sportive sunlight - feebly sportive, at best, 
in tne predominant pensiveness of the day and 
scene - vii thdrevl itself as they came nigh, and 
left the spots vlhere it had danced the drearier, 
because they had hoped to find them bright. 
(The Scarlet Letter, p. 192.) 

'-lith these few sentences, Hamhorne creates a mood which 

seens to anticipate some happening - some bleak happening. 

The day is dark, so~bre, pensive. There are, at best, 

only fleeting spots of sunlight. In this mood of 

dreariness within the forest, Hester can attract none of 

this fleeting sunshine. Pearl chases it and momentarily 

stands under its light. v!hen Hester attempts to reach 

into the sunlight, it vanishes. Hamhorne seems to con

demn her to live among the shadows. 
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As Hester and Pearl wait for Dimmesdale, Hawthorne 

~ "'; .,:.- "'" • " •• ' "!", ~ ""~'.. j' )"", ~ ..... :.,.. ;', .~. • • ~.', :,'; l i· ~ . ./. 

continues to supply impressions of darkness. Not Qnly 
",'j, J.' 

does the sunlight. avoid Hester, but she also seems to 

attract and even 'provide shadows. With each word Hawthorne 

builds his mood:, the forest is "the ,dark wood"; the forest 
. " 

provides "the darksome shade"; the forest gives a "'sombre 
. -

hue". (~Scarlet Letter, 'p. 194.) Hawthorne seems 
'.' 

almost unable to restrain this impression he creates. 

The dismal mood finds no relief - the impaot of the forest' 

is overwhelming. 

Within this atmosphere Dimmesdale enters. Here, 

for the first time, ~e expresses his utter sense of doom. 

Hester at first does not understand his expression of 

. hopelessness because she has witnessed his wonderful 

works and has acknowledged his near perfect reputation. 

She expresses her dismay and again he relates his expres

sion of doom: 

"Happy are you, Hester, that wear the scarlet 
letter openly upon your bosom! Mine burns in 
secret! Thou little knowest what a relief it is, 
after the torment of a seven years' cheat, to look 
into an eye that recognizes me for what I am! 
Had I one friend - or were it my worst.enemy! -
to whom, when sickened.with the praises of all 
other men, I could daily betake myself, and be 
known as the vilest of all sinners, methings 
my soul might keep itself alive thereby. Even 
this much of txuth would save me! But, now, it 
is all falsehood! - all emptiness! - all deathI" 
(The Scarlet Letter, p. 198.) 

T~is expression by Dimmesdale conveys a feeling of 
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total doom; however, within his comments, he does indicate· 

that he realizes ·the requirements necessary for salvation. 

As' the two sinners remain in the forest, they. feel . . . 

a strong compulsion to linger still longer. "~o golden 

light had ever been so precio~s.as the gloom of this 

dark forest." (~Scarlet Letter~ p. 200.) Hawthorne 

creates the forest dark and dreary; yet he manages to 

al ter the mood· quickly. Separated from the community., 

Hester and Dimmesdale begin to plot a new existence, 

begin to build a new hope. These new plans and new 

resolutions are accompanied by a new mood which suddenly 

prevails in the forest: 

And, as if the gloom of the earth and sky had be.en 
but the effluence of these two mortal hearts, it 
vanished with their sorrow. All at once, as with 
a sudden smile of heaven, forth burst the sun
shine, pouring a very flood into the obscure 
forest, gladdening each green leaf, transmuting 
the yellow fallen ones to gold, and gleaming 
adown the gray trunks of the solemn trees. 
The objects that had made a shadow hitherto, 
embodied the brightness now. (The Scarlet Letter, 
p. 204.) - - . 

This new hope of a new beginning is unfortunately 

false. Pearl points to this fact when she asks, "Doth 

he love us? '\Vill he go back with us, hand in hand, we 

three together, into the town?" (The Scarlet Letter, 

p. 210.) Hawthorne leaves no doubt concerning Dimmesdale's 

status: he must admit his sin to society before he can 

experience a new life or a new hope. Thus, within the 
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forest, the New England writer stimulates a mood of true 

despondency with the strong feeling of'impending' doom 

always present. HO\-lever, this impending sense of doom 

, is lessened some extent through the recognition of the 

path to 'salvation and hope by both'Dimmesdale and Pearl. 

Hawthorne creates a similar mood in ''Young Goodman 

Brown" • As Goodman Brown en'ters the forest, he takes a 

"dreary road, darkened by all "the gloomiest trees of the 

forest". (''Young Goodman Brown", p. 1034.) The mood 'in 

this short story parallels that in The Scarlet Letter, 

and the impending sense of doom is also similar - with 

one exception. In the forest young Goodman Brown bec~mes 

doomed, while in the forest of The Scarlet Letter 

. Dimmesdale only approaches doom. ,Dimmesdale never becomes 

doomed. Actually, however, this difference is only super

ficial. If Goodman Brown were as wise and intelligent as 

Dimmesdale, his doom would not have been sealed during 

his forest visit. Unlike.Di~esdale, Brown is unable to 

recognize and differentiate between good and evil. He 

cannot evaluate and judge life as pinnnesdale can. His 

power of perception is undeveloped. The power of under

standing escapes him. For these reasons Goodman Brown is 

doomed. This doom which engulfs him does not lend to the 

short" story an overpowering sense of doom in that Goodman 

Brown does not possess the insights of a mature mind. 
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Such a person, to Hawthorne, is not doomed by a forest 

visit. Such a person, until he has the ability to 

comprehend life, is doomed. Hawthorne per.mits the doom 

of Goodman Brown in the forest, but such unfortunate 

creatures as Brown are the creators and motivators of 

their own doom regardless of the setting or atmosphere. 

Hence, in The Scarlet Letter and "Young Goodman Brown", 

Hawthorne sets moods of pensiveness in the forest, and 

these moods precipitate a sense of impending doom. This 

condition of doom is alleviated by Ha\,lthorne through 

character development and, at times, completely destroyed 

through such means. 

Faulkner also sets moods of a pensive nature in his 

.wilderness; yet he creates a stronger, more total sense 

of doom than does Ha\'lthorne. In Go Down, Moses the --. 
wilderness is usually seen in the late fall. It is 

always "tremendous, primeval, looming". (Go Do'\vn, Moses, 

p. 353.) During the hunting season in November, the 

hunters exist in a setting of gray days and cold nights. 

Faulkner creates a mood of sombre solitude and stillness. 

Never is there an abundance.of light, especially in "The 

Bear". Even vlhen the sun breaks into the wilderness, the 

prospective bright day seems to dim for some reason. 

In "The Bear" before the hunt for Old Ben, the sun comes 

'';'\'lell up" and it is "a brilliant day". Still, Ash knows 
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that "it will rain before night". (Go Down, Moses, p. 233.) 

Yet, the sun never appears to brighten the mood. The 

atmosphere is always cold and damp - and the impression 

of doom is always present. 

When Isaac McCaslin defines the purpose of the 

wilderness and those who dwell in 'it, he, by necessity, 

predicts the inevitable doom of the wilderness and of its 

latent qualities. Man is "to hold the ea'rth mutual and 

intact in the communal anonYmity of brotherhood". (Go 

Down, Moses, p. 257.) If man fails to do this thing, 

then he, with the wilderness, is doomed. To possess the 

wilderness is to be doomed. The first man in Go Down, 

Moses vTho possesses the vlilderness, Ikkemotubbe, names 

, "himself Doom" (Go Down, l"loses, p. 165.) Only those 

who do not possess the w'ilderness can hope to escape 

such doom; hO'tvever, as the wilderness is destroyed by 

the unknowing ones, even persons such as Sam Fathers and 

old Ike McCaslin are in a worldly sense, doomed. Since 

they are passive, they are unable to halt the onslaught. 

Ike understands these things: 

Because it was his land, although he had never 
owned a foot of it. He had never wanted to, 
not even after he saw plain its ultimate doom, 
watching it retreat year by year before the 
onslaught of axe and saw and log-lines and 
then dynamite and tractor plows, because it 
belonged to no man. It belonged to all; they 
had only to use it 'tvell, humbly and with pride. 
Then suddenly he knew why he had never wanted to 
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own any of it, arrest at least that much of what 
people called progress, measure his lonevityat! 
least against that much of its ultimate fate. 
It vlas because there was' exactly enough of it. 
He seemed to see the two of them - himself and 
the vliiderness - as coevals ••• running out . 
together, not toward oblivion, nothingness, 
but into a dimension free of both time and 
space ••• (,22, Down, Moses, pp. 353-354.) 

Although Ike may not be doomed, his 'breed, his kind and 

the wilderness are doomed. 'Faulkner makes this clear. 

The doom is all-encompassing~ -No wonder the ruined 

w'oods I used to know dont cry for retribution! - Ike 

thinks: -The people who have ,destroyed it will aocom

plish its revenge." (.2Q Down, Moses, p. 364.) The 

impact of the wilderness in Faulkner is antmpact of 

mood a mood which portrays final doom. 

This impact of mood is thus similar in the wilder

ness scenes of both Hawthorne and Faulkner. Predominantly 
, 

cold, dismal, and dark, the mood in the forest creates an 

impression of doom or, at least, tmpending doom. Within 

these concepts, Faulkner, who views the forest through a 

romantic spectra, originates a greater sense of doom than 

does Hawthorne, who sees the forest in a less romantic 

light. 
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CONCLUSION 

The impact of the wilderness on Hawthorne's The 

Scarlet Letter and "Young Goodman Brown" and on Faulkner's 

Go Dovm, Moses is indeed powerful. Within the wilderness 

concept both writers convey the strong emotions of tempta

tion. At times, especially with Faulkner, the wilderness 

itself is an enticing temptation. The impact of the 

~vildcrness also contributes much to character evolution 

in tie tales of HavTthorne and the stories of Faulkner. 

Such transformations as the writers create through the 

media of the forest can appear possibly only in the wilder-

:less. 1:1ith the temptation and the character evolution 

comes the development of the mood. Here the wilderness 

~las a penetrating and parallel use. Both writers mold 

scer.os '\vi th sombre tones and dim impressions to effect 

a:l i~pe:lding sense of doom. Thus, in at least three 

ways ~Ia'\vthorne and Faulkner each feel the impact of the 

'wilderness vlithin their works. 

Of course, both writers employ the wilderness as a 

setting or as a symbol; and, within this framework, many 

scholars have examined their works. This paper, however, 

does not investigate these possibilities to any extent 

and has only lightly examined such scholarship. The 

oDjective of the thesis has been to look at the parallel 

and, often, non-parallel uses both Hawthorne and Faulkner 
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make ·of.the wilderness in some of' their ficti·on .. pieces •. 

Little attention~ has been paid,tothe. 's.Ymbolical "sigrt;fi

cance, of the wilder-ness. These. instances can be.seen, 

of course, in summation; however, certain other conclu-' 

sionscan be' drawn •. 
,j' 

.'. 

Alike, yet different personages in the writings of 

Hawthorne and Faulkner are drawn to the wilderness for 

reasons apparently good but.in fact evil. Puritan.zeal 

rouses New Englanders in Hawthorne to hack away at the 

't·Tilderness as a group .in order to' extend the bounds of. 

theocratic Christendom. Zeal for plantation dynasties 

lures characters in Faulkner individually to hack away 

at the wilderness to establish estates based on slaverly 

.and later to sustain ~ogging companies. Behind the 

impulses of either group is the idea of progress - an 

idea which isa suspect in the works of either Hawthorne 

or Faulkner. 

Apparently in the thought of either writer is the 

idea of man at war with nature. (This is especially true 

of Faulkner.) Man at war with nature, whether to conquer 

it for reasons religious or-to subdue it for reasons 

material, is, in fact, man at war with himself. For to 

concentrate energy, either critically or actively, 

primarily on something external to self is both to lose 

the po't'rer of self-criticism and, ultimately, to lose a 
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sense of positive and moral direction. Morality being 

almost wholly ~dentical with a sense of responsibility, 
.. 

to neglect responsibility for self and action self-

motivated, in order that an individual or a group may 

devote energies to some grand cause, is to promote 

immorality and chaos. So difficult is the task of 

responsible direction of self, so necessary to this task 

is har.mony between man and nature, both Hawthorne and 

Faulkner reply, that man has but little time to assault 

wildernesses outside himself. To undertake adventures, 

either moral or material, into the tempting wilderness 

is to succumb to temptation, to undergo a transformation 

of character (often for .the worse), and to impose a 

. gloomy sense of doom. Man so impassioned, whether the 

impulse be material or spiritual, leaves for his heirs 

a realm of chaos and guilt. Chaos and guilt, major 

themes in Hawthorne and Faulkner, are strangely inter

twined with man's jaunts into and assualts upon the 

vrilderness. Such men appear almost to represent man 

against man, man against nature, man against God! 

45 



BIBLIOGRAPHY 

Campbell, Harry·M. and Foster, Ruel E., William Faulkner: 
A Critical A~!raisal. Norman: University of 
oklahoma, 19 • 

Cowley, Malcolm, (ed.) The Portable Faulkner~ New York:. 
. The Viking Press, 1951. 

Faulkner, vlilliam, Go Down, Moses. New York: The Modern 
Library, 1942.--

Gregg, Alvin Lanier, "A Critical Analysis of William 
Faulkner's The Bear." A·Master's Thesis, Texas 
Technologicar-COIrege, 1957. 

Hawthorne, Nathaniel, The Complete Novels and Selected 
Tales of NathanieTltaWthorne. Norman""Holmes 
Pearson (ed. ) N~w York: Th~ Modern Library, 1937. 

Hobbes, Thomas, The Citizen, Sterling P. Lamprecht (ed.). 
Ne,\-1 York: Appleton-Century-Crofts, Inc., 1949·. 

James, Henry; Hawthorne. London: McMillian and Co., 
Limited, 1909. 

Lundblad, Jane, Nathaniel Hawthorne and the Euro~an . 
Literarv Tr~aition. Cambridge:~arvara Un~versity 
Press, 1947. 

I'lale, Roy R., Hawthorne's Tragic Vision. New York: 
Oxford University Press, 1949. 

Matthiessen, F. 0., American Renaissance. New York: 
Oxford University Press,-r949. 

Rousseau, Jean Jacques, The Social Contract and Discourses. 
New York: E.P. Dutton and Company, Inc:;-1950. 



, , .. ·t{\ 
_.-.-0'.,.) .... !, '\l'r 

.IT .. ; " ~ -



:: .. f.'·...,. 
'.'r....-; •• ,-..• ' .• 

• ·.·TID!: 'LOST GENERATION OF ·!iEmNGWAY ;c~SmON'f·' 

WITR:.SPJroIAL· EI-fPHASISON~··· .:, !.,,s ~:,:il'.,;> . .t ",';,,-,. " 

LIE DOWN IN' DARKNESS AND ,SET THIS HOUSE;ON':t>EIREt,' ¥'~,/, '.0; .. ' 

-~-, -- -'~' 

;~.bY'h"" :~~ ,>;;:;; 0 

·"JOAN C. GRINNELL. 
Candidate for the Degree 
. of Bachelor of Arts 

AN HONORs THESIS 

IN 

ENGLISH 

Submitted to. the _go~~rs COl1llc11 . 
and Department of English ~ 

Partial Fulfillment of 
the Requirements of 

HONORS PROGRAM IN ENGLISH 

Approved 

~c~· He~artment of English .' 

May, 1964 



·.,!W .. 

PREFACE 

The myth of the Lost Generation is a recurrent theme in . , 

American literature. Supposedly having reached its climax about 

1935, this trend has gained a new force in our contemporary writers. 

To understand the similarities, as well the differences, in the -Younger 

Generation" of the '20's and our own Younger Generation ot writers, 

one must first familiarize himself with this "wasteland" concept 

in its origin and perpetuation. The introductory c)1apter attords this 

background. 

The succeeding chapters will deal more specifically with the 

Lost Generation concept, b.Y giving a close inspection ot tour novels 

which illustrate the thesis of this paper. Ernest. Hemingway's A 

Farewell to Arms and The Sun Also Rises have been selected as the ............................ - -- ... ----------
clearest expression of the wasteland concept atter World War I and 

will be discussed in chapter II. The Second World War has its chiet 

spokesman in William Styron, with his ~ ~.!n Darkness and §!! 

~ House £!!~. In the third chapter, Styron's portrayal ot the 

Lost Generation of the '50's will be investigated, as previously it 

has never been sufficiently studied. The conclusion anticipates, 

through a close examination of the selected works ot He~ aDd 

Styron as spokesmen for their respective eras. a clearer under-

standing of the vital American theme .ot a generation so lost that .1.t 

is perpetuated in the writings of two postwar eras. 
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CHAPTER ONE: INTRODUCTION 



The Lost Generation myth gained its initial shape and scope in 

the period following the First World War, as the younger generation 

of American writers began to grapple with the specific problems of 

society. These young men were quite ready to consider themselves 

"lost" when they were plunged into what looked like the collapse 

of Western civilization. Shocked and dismayed by the challenge 

presented to their formerly prosperous, peaceful, and progressive 

world, they reacted in a crusading manner, carrying high ideals to 

make the ~-1orld once more "safe for democracy." 1 

Hov.-eve~, the same .Americans who had entered the war "in the 

expectation of fun and heroics in the Old World at the Government's 

expense, ,,2 ::.:.:It they had been duped. It was not, after all, their 

~;'<l:'1. Disgust and revulsion were almost universal in the United 

statos. These iG~al~sts ~~d reformers realized the evil they were 

fightin~ :~y closer to home than they cared to admit.J Many Euro.. 

P~&~S cx~~~ienced t~c same disillusionment, but they were puzzled at 

t~8 disproportionate effect the war had upon Americans. "The dough-

boys on the ~'!8s".>:.rn Front" had seen a comparatively small part of 

tr.c fig:~·.:.in:;;, and their country as a whole had suffered few of the 

grotosque actualities of the war. 4 In fact, its people had profited 

r rO~l~ the Har industries and the feeling of power that comes with 

lRooort E. Spiller, ~ Cycle 2!. American Literature (New York, 
1956), p. 186. 

2.1m Outline of .American Literature, ed. Stanley M. Vogel and 
Zlla H:-UJ.rphy (Boston, 1961), p. 140 -- hereafter cited as Outline. 

~SPiller, p. 186. 
Outlino, p. 265. 
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victory. irA second disillusionment then turned them against this 

insensitive country of theirs, and they took up, with all the en-

thusiasm they had put into the militar,r crusade, a battle for lit.. 

e~ary and moral integrity both in America and in themselves. IIS 

The difference between the older and the post..war generations 

is best observed in this attitude. The man whose basic faiths were 

2 

formed before the war, such as Sherwood Anderson, were "a!;ainst the 

repressive conditions of American life, but they still believed in '\ 

.American life and they still sought their values in its promises."s! 

Their successors, however, men like F. Scott Fitzgerald and Ernest 

Her.;.ing't-ray, had no conventions to rebel against and found little in 

Lilerican life that they could believe in, for they "had no basic 

relation to any prewar culture.,,7 Old ties began to loosen under the 

pressure of growing dissatisfaction and spreading skepticism. "The 

lo~~ accepted values of honor, love, individualism, personal respon

sibility, permanence. and stability seemed outmodedn8 to the ~ 

tu:-:i"'1g young generation who now demanded demonstrable truth. They 

bega."1 what seemed an irresponsible flight from reality by turning 

to Europe to discuss art rather than politics and to waste their 

disillus~uncd bodies in drink and dissipation. It would be incorrect 

to ass~c, however, that the migration of these men to the Old World 

5Spiller, p. 186. 
6?t.:?.io!" Hritcrs of America, ed. Perry Miller (New York, 1962). 

p. 676 -- hereafter cited as Major Writers. 
7~ii;J. -i ...... ,. T,r""l" ters p 676 •• '~., ,.,I... ..... ,. • 

80litllne, p. 140. 



as a matter of chance. On tbe contrary, they chose their course 

d~liberately. Paris, with its intemational intellectual ferment,~at

tracted them;-. Uncommonly conscious ot their situation and increas-

1ngly aware that they were creatures of its catastrophe, the young 

expatriates found, in this old and sensitive place, a chance to know 

what what was happening. tlNot that the event was likely to take 

. place there -Paris was too old; ••• bu:t because ot its long memory, 

it seemed possible that the import of the event would be mown there 

sooner than elsewhere.... Meanwhile, one could eat on the side-

walks of Paris, drink at every corner t make love in the streets. under 

the trees. n9 

These young men needed the perspective ot distance as well as 

time to express man's twntieth-century dilemma. 10 They were physically 

active, . but cut off from society, without either self-pity or hope. 

::'is new form of art arose, expressing the need to endure life, and 

only that.ll A spiritual apathy grew up which substituted materialism 

for religion. Aided by the doctrine of expediency t nman developed 

a new respect for 'getting on' at any cost.n12 Never has any other 

age group been so self-consciously aware of itself. Although con-

sidering themselves isolated from the rest of society, the writers of 
-: . 

the Lost Generation were not as alienated as they chose to pretend. 

They gained a surprising amount of support from the pul;>lic they de

nounced. "Plenty of Americans •••• that the war had been futile and 

" 
9Emest Hemingway, ~ 12!'! !!l9. !!!!~, ed. John K. M. McCaffery 

(~u~J" York, 1950), p. 270 -- hereafter ci~ed as !h!~. 
~~SPiller, p. 186. 

Major viri ters, p. 677. 
12outline, p. 140. 
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horrible. that Prohibition was a mistake, that sex was important, . 

that life in Paris or on the Riviera was more stimu1a~ than life 

back home." 1 J They liked haVing such topics expressed to them in 

their own ~pretentious. conversational terms. Therefore, the 

years after Armageddon were ideal for the American novelist. His 

principal theme -- that-of secession from society -- had been a ~ 
native theme, but was noW' fitted to the ~opean scene with great 

success. "It was youthful. frank~ uncommitted, and quick. Its ex.-

tremes of high-spiritedness and gulm disappointment expanded the 

horizons of a battered and jaded Europe.n14 Thus this swelling 

discontent and direct denunciation of society proved to b~ a pro

ductive outlook for the American writer.15 

Another change in attitude appeared with the influence of Freud 

and Marx. The cry of the postwar writer was for liberty for the .~ 

individual to express himself. "The free soul 1IlIl.st seek liberty: this was 

the categorical imperative of the 1920's,,,16 and it included the 

requirement for sexual freedom. "The individual must go barefoot, 

metaphorically and even literally: the writings of the time are 

full of people who take off their shoes. and perhaps their clothes 

as well, to walk in the grass, to lie close to the so11.,,17 The 

priroative was exalted, for civilization was oppressive. 18 The 

effect of Freudian psychology, with its stress upon sex as man's 

13Marcus Cunliffe. The Literature of the United states (Bat-
timore

4 
1961). p. 265. - - -

1 Cunliffe, p. 266. 
15cunliffe, p. 266. 
16Cunliffe. p. 265. 
17Cunliffe, pp. 265-266. 
18Cu:.liffe, p. 266. 
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primary drive. was insu.lting to the dignity of the individual. ThiS 

concept of man's uncontrollable subconscious minimized his own 

importance19 while it dealt with the human in the same scientific 

terms that man was learning to use in dealing with nature. ,Freud of-

fered a formula for re-evaluat1ng the individual, and Marx supplied 

a similar instrument for society.20 In addi1!ion, Watson's theory, 

of behaviorism, which reduced man to a set of reflexes, and the 

doctrine of philosophic determinism. which put man in the category 

of a y ....... 'Il moved about by unrestrainable forces, left the individual 

without much significance.' He was totally incapable of determining 

his own fate. 21 Edmund Wilson, to whom must be credited the most 

impressive body of literary criticism of this period, recognizes, in 

Axe l' s Castle, Freudianism and Marxism as major forces acting on 

the literary minds of his times. Malcolm Cowley, another excellent 

spokesman for the younger generation of American writers, likewise 

evaluated their dilemma and declared it a pattern of alienation and 

reintegration. "There were two paths for the artist: either to 

~, 

escape from society in~o the subjective problems of his own per- ~ , 

sonality or to identify himself with humanity and accept the movements ~ 
'. _.-'- .. : .... -... 

wnich seemed to promise best for social reform. flZZ 

By taking the former role F. Scott Fitzgerald gave us, as no 

other .Amer~can writer, "the expensive charm, the sensational display 

of the postwar decade. "23 His novel~, revealing the strong romantic 

190utline, p. 140. 
20 S'Oiller p. 189. - , 
21 Outline , p. 140. 
2ZSpiller, p. 187. 
2Yrhe Man, p. 272. --
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will of the author, always have the pursuit of love, particularly 

prolonged and unsatisfied love, in the foreground; yet no allure is 

so potent as money. "The rich are not as 118."24 This statement 

from one o~ his earlier stories, "The Rich Boy," clearly portrays 

a theme which is reasserted throughout his works. "No," Hemingway 

once said to him, "they have mora money ... 25 This belief underlies 

the major works of all of the particularly candid writerS of this period. 

In the midwest, where Fitzgerald, Hemingway, and many other 

of the Younger Generation had grown up, it was a common dream that 

riches made the superior person. "Those who have wealth have an 

assurance that those without cannot .hope to have. ••• They dare 

where the o-(,hers falter. Pretty much anything goes, so long as there 

is money_ At their worst, the successful will still have the air 

of having known the best in this world. n26 So the time was favorable 

to men such as Fitzgerald and Hemingway. They had the viewpoints 

and succeeded in communicating their emotional attitudes to their 

contemporaries. Instead of being consciously regional, they were 

conscious of belonging nowhere. "How could they have a place in 

space, whose roots, whether deliberately or through. the uncontrolled 

accident of war, had been destroyed in time?tl27 

There had been other groups in literature, but never before had 

a group been so bound together by common feelings. Perhaps the key-

note is insecurity. Edmund Wilson has remarked that this generation 

24'fhe Man, p. 272. 
~The Han, . -p. 271. 

The Man, p •. 271,: . 
27The ~, :pp.2(269 .... ~7D. 

! ' 
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of writers attacked their cultures more unanimously and continuously 

than any previous set. It held the idea that .American life was tawdry, 

malformed, and venal. 28 Critics have accused American writers of the 

pCS'';' vlorld War I era of making a thesis of the inferiority of Americans, 

and even of exalting this thesis to make men inferior to an1mals. 29 

This moral bewilderment and unfocused anxiety is also mirrored 

by the World War II generation of writers. Such authors include 

t-lilliam Styrom, John Updike, Bernard Malamud, Norman Mailer, and 

J. D. Salinger. Although with a different tone, these men explore 

the same human values that their predeccessors had questioned a 

decade before. Portrayed in this "new" fiction is unresolvable 

emotional cr.a.os of a "lost generation." William Styron, for example, 

pictures his pro~agonists as victims "of driving moral disorientation 
~ 

of the generation which came to maturity after World War II. "30 

Giving a different, or ~ore intense, tone of existentialism, styron 

depicts characters once more terrorized with the meaninglessness of 

existence. These figures hove "between a drugged conventionality, a 

:~celes and soulless identification with the formalized pleasures of a 

C::"::'::;5, "3~ and a search· for being. Arthur Mizener unlikens this as-

;;2.,:;".:. of styron and his contemporaries to the themes of the literary giants 

bett:cen the w'ars. He criticizes the "certain factitious solemnity a-

~rnard DeVoto, Literary Fallacy (Boston, 1944), 
.-.J. 1:5. 

29DeVoto, p. 10,7. 

30?':-,C(:'::1t Americ.:m Fiction: Some Critical Vie't<iS, ed. Joseph J. 
t:.:.ld2.ei:~ (Boston, 1963) t p. 266 ::::-hereafter cited as Recent Fiction. 

J1Rccent Fiction, p. 266. 

I: 
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bout The l1eaning of It All.n32 Another reputable critic, Alfred 

Kazin, voices similar disappointment by refusing to accept this new 

fiction as a valid reflection of our post-war life. 

It is undeniable, however, that the main stream of American 

'Vlriting today encompasses men and women "living by a raw, naked 

sensibility, unsupported either by a definable personal philosophy 

or by the codes and admonitions of institutionalized cultUre or 

religion. ,,33 Thus the private agonies mimic the moral despair 

fo~~d in the major fiction of the past decade. 

Unl~~e these writers of the past decade, the dominant figures 

c:: the original Lost Generation literature did not have to cope with 

Sar:i.C problems. The earlier fiction, although not didactic, 

IT'::'..., add:-€:ssed to a society "VrhiCh could remember a stable and apparently 

::2:,1c;:;dul v10rld. This literature "was immensely concerned with eval-

u.::.tL~g the basic and shifting social and. personal codes and values 

~ts audi8nce still clung to, with the ways in which its members 

sought, 2.:id often failed to find, an interesting or at least endum ble 

:noee 0: existence in their particular cultUre. ,,34 The new novel of 

pur ti;.",1e, on the other hand, must reach an audience which is not 

see~-:in: a neiol way of looking at the 1-1orld. It does not attempt to 

Ilcncor.J.pass the substantial areas of human experience" or "to create 

,,-
1.;or:(s. f1,)j 

usable social images of American life of the earlier 

267. 
27l. 
273. 
273· 

.... 

i· ' 
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Thus styron and his contemporaries have successfully repeated 

the awareness of a "lost generation~ Throught neurotic characters, 

the reader sees his own worst moments. Hence this new American fiction 

uncomfortabley provokes "a deeply-rooted sense of the pssible meaningless

ness of existence.,,36 

3&Recent Fiction, p. 273. 



CHAPTER TWO: 
HEMINGWAY'S LOST GENERATION 
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In his novels A Farewell ~ .&!!!! and Ih!. ~ Also Rises' Ernest' 

Hemingway epitomizes the feelings of a whole nation. His ansWer 

to the postwar problem w~s to aY2id_ th~...tl£!!~ .. J~,9.~~ 

orthodoxlel?, and to "set his characters, '-- even where they were 
~-"'- """--~-... ~- ........ -'" ....... - .. ,.~ .. -' .. ~ ... ~~..-.....-..,. ..... 

Americans -- in another context."J7 These characters part from 

society and the usual middle class ways to livs with an amusing but 

aimless lot of people --all of them, in one 'waY'or another, blown 
-----------~--~-----~---------------out of the paths or ordinary +if~. py~. Named by Gertrude stein, 

these people the "lost generation." and Hemingway made them famous. 

7!1e expatriate group justifies itself' on the principle that alienation 

"from society had been forced upon it by the circumstances of the times. 

Symbolizing the generation. Hemingway's characters are either cut 

off from 'normal"experiences or distracted by violent substitutes. , 

so it is intensity alone which they seek -- and find -- in frantic 

lovemaking. violent death. and martini after martini. These expatriates~ 

:::ade nihilism complete. 38 

Hemingway's psychological penetration clearly reveals the 

cause for these idlers' behavior and desertion. They have suffered 

not only physi~ally. but deeply in spirit. In order to avoid 

reverting to the climax of suffering. or to the steps of lesser 

suffering '{"hich led to this psychological wound, the "Hemingway hero" 
.........,.. .' .:' " " .. .., .... _...... ---...J 

keeps physicallZ ~~ive.J9 The futility of this existence lies in -
'::L<; strong feeling that all motion is endless. circular. and unavailing. 

37C\.l..'1liffe, p. 270. 
33Cunliffe t r p. 272. 
39Major Hriters, p. 6776 

" 
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The ultimate test is death. It appears in Hemingway's writing in 

violent forms, or understated as "bad luck," or symbolically pr.ojected 
" . '.. 'u o . 

as mutilation or sterility. Having been badly wounded in war himself, . 

the author feels the presence of death so close that nothing else 

ever seemed so real. "He must push nearer and nearer to whatever 

truth its proximity held.,,40 This, the greates~ of ordeals, is per

. haps the extreme in the callous fut~ty of nature. It is part of 

living; it is the inevitable. 41 S~s Hemingway,~er,ything liVing 

dies from causes within itself and returns to the inorganism.,,42 

"If people bring so much courage to the world~ the world has to 

kill them to break them, so of course, it kills them to break them ••• 

It kills the very good and the very gentle and the very brave 1m-

partially. If you are none of these, you can be sure it will kill 

you too, but 'tdll be in no special hurry. ,,42 

Thus man is trapped, biologically and socially; either.,.-ay life 

can only end badly. 44 All causes in Hemingway's tragic Vision are 

already lost, but the losers need not be lost. What distinglrl.shes 

man and gives him salvation is "his faithfulness in the ordeal which?~ 
all are called upon to fac~.tt45 Men "owe to God a death," yet by 

sticking to the rules, persisting when licked, they can win a 

victory, eVon in losing.46 Life, both personal and social, is a 

40 Cunliffe, p. 111. 
41Kurt Singer, Hemingwax, ~ ~ Death ~ !. Giant (Los 

k1eellts. 1961). p. :111. 
2Singer. ~. 217. 

43Singer, p. 112. . 
44The ~J~eric~ Tradition in Literature, ad. Sculley Bradley (New 

York, 19b2), p. 1,584. -
45Phillip Young, Ernest Heming~~I (Minneapolis. 1959). p. 19. 
46Yo1l.'rlB. p. 13. 
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struggle in which the Loser Takes Nothing. but b.1 living by the "code," 

he can become a. man. 47 Surviving by "guts" alone, the Hemingway 

hero strives to .obtain "grace under pressure.,,48 "Indeed, tor Heming--'" 
. 6JIiIIIUf! ".108"""' • ....,_. ''';:IF:uI>~ 

way. deteat is a more interesting condition than:Victory. Men all. soon-_. ' 

er or'later, go down to defeat: it is how they tace the ordeal that 

determines their status ... 49 Thus this expatriate gives a convincing 

picture of the mood ot lImerica in the postwar years. particularly in 

The sUn Also Risas and A Farewell to Arms. 
-~-- .. - --

For his first novel Hemingway takes for his motto the previously 

mentioned remark of Gertrude Stein, "You are all a lost generation.nSO 

He regresses in ! Farewell to give the causes, if not a justification, 

for his lost souls b.1 catching the basic values ot the decades as 

they wre on.S1 The life and philosophy ot the war-time soldior 

foretell the extreme stoicism of the postwar generation. Submitting 

without a complaint to the unavoidable necessity ot war, Frederic 

Henry is a predecessor of the somewhat older incarnation ot repressed 

emotion, Ja~e Barnes.52 

The tamiliar speech of both Henry and Barnes, composed of blunt. 

sentences delicately varied in structure. exempiifies Hemingway's 

desire to tell a r . .::...1.:ed story in a naked language. S3 The complete 

absence of superfluousness in their language is more than a style 

47Hajor \'iriters, p. 677. 
48C~,liffe, p. 272. , 
49C~:d Van Doren, The .Ar.lerican Novel (New York. 1940), p. 341. 
50George Snell, The-5hapers ot American Fiction (New York, 1947), p. 159. 
51 - - -Snell, p. 158. 
52Van D~r0np p. 158. 
53V~'l Doran, p. 341. 



of writing; it is a profection of the curt,crisp philosophy of these 

men Tt.rho attempt to remain indifferent to emotion or pain. With their. 

concise utterance they.seem to express the decade's view that "all 

is vanity. ,!54 This world attitude, appropriate to the 'twenties, is 

shocking when presented in this startling manner: "I was always 

embarrassed by the words sacred, glorious, and sacrifice and the 

expression in vain. tl55 Through these bald statements HeDiingway 

c~ptures the basic values 10f the decades as they advanced.56 He 

successfullY interprets the worle with the character's careful 

understatements. Only through such a laconic presentation could the 

authour reveal the generations! bewilderment turned to cynicism, 

"the sentimentalized self-pity, the alcoholic and fornicating escapism."57 

Hemingway's unsurpassed ability to fathom temperament is displayed as 

the speech of his characters makes everything seem all the more 

~10rld-weary • .58 This facade of language which seemed so aristocratic 

is actually derived from the other end of the social scale. It is 

the speech of the proletariat, stylized b.Y the better educated. The 

borrowing of this manner of speaking is not surprising, for the lower 

classes have long felt themselves without a future, at the mercy of 

forces beyond their control. The ill-concealed cynical mood of 

this generation is best characterized by brusque grumbling and by 

the short staccato sentence. This brevity of utterance reveals the 

34Snell, p. 170. 
~tSnell, p. 159 • 
.7VSnell, p. 158. 
57snell. p. 158. 
S8~ Hf'n, p. 283. 
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need to live 'only on the surface. 

Actually the inner turmoil broke throught the 
purpose of the facade by becoming stylized as 
a part of it. For this code of manners had 
overtones of irony and indeed of hatefulness. 
so that there was always in it a contradiction 
between either the crisp assault of the phrase' 
as sound and its careful understatement of 
meaning or the pugnacity of meaning and its 
apparent check by the firm controi of the 
utterances. 59 

Even the crude impulsiveness and colorless banality of much of the 

dialogue between Frederic Henry and his lover, Catherine Barkley. 

display their determination to avoid the sentimental. 

The conception of sex held by these lovers directly symbolizes 

their acceptance of life. As they: lose, in,the barbarism of war, 
, ~ 

their identification with a sound' heritage, they find meaning in 
-. '-. --

each other. However. their relationship is a lost one, for their 
,.- ~~~"""'''''''' ____ ''-'''''()or!o ..... ~ -tJ-.~. ,.,:;.,~,,,,,~,,,_~'~';."~"'''-''''''~, ... ,.'''-- _'~ ... ~ 

sinister spell of war. with its temporariness. debases love into 

the sensuality of the moment. Catherine's rejection of the marriage 

tic is an indication of her fear of a non-permanent quality in their 

relationship. Hemingway's heroines are not to be ignored, for they 

reveal the generation's attitude toward sex and love. Catherine 

is the' author's conception of an ideal mate, for she is essentially .. 
-

a w"'Omanly woman, passionate but never dominating, submissive and 

fulfilled in love. Yet her complete subjection destroys her as 

::. ~;::;parcS..te personality. "I want "What you want. There isn't any 

59The Man, p. 278. --
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me any more •. Just what you. want.,,60 Her hair,a symbol of, her 

womanhood, is extremely.long. After losing her fiance, she haQ w~ted 

to cut her hair, but evidently the loss was not shocking enough, and 

she is still capable of loving Frederic. In contrast, Brett Ashley's 

hair is quite short. Symbolically. she stands not only for love, but 

~lso for total animal destruction.61 The complete relationship that 

uni tes sex and love, has· been lost. divorced into love without sex. as 
,.. -'.---. , ,.' 

in her relationship with Jake, or sex without love, as in her rela-

tionship with other men. "Sex. therefore. is not. merely an.in-

triguing part of a good story but a symbol of the protagonist's 

relation to life. ,,62 Portraying the. postwar women. Brett .Ashl~y" has . 

l:;:en emotionally stunted by a shallow world without. religious meaning, 

~~-~d her love life becomes a casuality. Having experienced two love

less -:narriages, she turns to alco~lism ~d promiscuousness. The real 

tragedy lies in the fact that she has lost her womanhood. "She is 

introduced in the novel with a group of homosexuals and 'she was very 

D'~'-.:.ch ldth them.' This company, her closths. her mannish felt hat 

~~-"d bobbed hair. are all indications of the loss of her true sex.

t:.~~::"ity.,,6J Jake, who is impotent as a result of a war accident. 

doubts her very c~pacity to love as a woman. wondering if her love 

for him is merely a longing for the unattainable. Only in her 

relationship with the relatively pure bullfighter. Romero, does 

Brett find hope for sexual fulfillment and happiness. Yet she 

realizes that change has come too late; she is too much the woman that 
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the world has made her. Heroic in her'sacrifice. the doomed woman re

turns to Mike with his shallowness and alcohol becauSe he shares her 

world. "He's so damned nice and he's so awful. He's my sort of 

thing. 1t64 

In both A Fareloo-ell 12 Are and ~ ~ ~ Rises there is an 

illogical association between physical violence and reason in the new 

viewpoint of " man involved in the despondency of war. The violence of 

~!aT causes a search for new values by a disillusioned generation. The 

experience of continuing oppress~on leaves life unsatisfactor.y and 

essentially meaningless. The defeat of man in a modern world becomes 

more and more violent. "Suicide, castration, shell shock, and homo

sexuality are all of them the effect of modem reality upon man. n65 

d Farewell 12 ~ gives a histor.y of the emotional reactions to 

'::"o:'ence which resulted in the postware maladies of nthe lost 

:::eneration." The returning soldiers live in fantastic expectations, 

~~covering from their des content by fortifying themselves with false 

hope of a revival of prosperity. Ironically enough. their cynicism 

becomes unconsciously related to the effects" of peace, for they are 

determined never again to be fooled by false promises. This change 

of attitude provides a new type of .American personality. the rest-

less grudge-bearing expatriate, who turns to different forms of 

violence, such as the bullfights.66 Much of ~ ~ ~ Rises 

deals ~~th an expedition to Spain to see the bullfights of Pamplona. 

6tq'he Han, p. )10. 
65I:r7;' Man, pp. 282-28). 
66The Man, p. 309. 
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"These bloody, spectacles have so much death in them that they 

The wounds in the.ring are touch the fundamental nerves ••• ';:~. I 
, ... .; . 

hardly more horrible th~ the things the lost souls paytc? each,:'."",,' 

other in their quarrels and loves.,,67 Bullf:i,ghting becomes a ~ign 

of decadence, for the art degenerates with the social conditions. 

As the animals decline in fierceness, the fighter, no longer facing 

a hard problem, becomes involved and superfluous. 'It .has' become 
~ ,.- . 

style for style's sake. void of validity, as is the degenerate 

manner of living of the expatriates. 

~wn personal_trage~y t~N.~~!.!.~l,lhv~;"".:...~~e._~~;o~e. Accepting their' 
'~'''-':' • ..y, ....... ICJ!!!'.,..- J---.. 

status as the lost generation, they get some glor,y from it, for' ~ 
~~~~-nb~'jt'(·,,*~~..u~~~~.::.....~ 

i~ roman:t.~ .• ~a.da,~.neQ.. _ Tr,ying to fin~ .s0I!ie~hin& to wh~ch 

to clil'lg unde~ the shifting vilyes of tbeir,,,.(Jisanchant.mEUlt~~y 

----grasp for love.69 The settlement of peace had spelt the death of -
their ho~s a~d had left them adrift in a world they had not 

made. 70 Second only to death, love is seen as the destroying 

fe..c·:"c:,,~. for it is frustrated, spiritually meaningless. or sexually 

perverted. Thus these relationships leave their victims doubly 

"10:.:;.--:.ded
8 

for love has left them more vulnerable. 71 Only through 

her experience of love does Brett Ashley realize that the change,back: 

to wcmanliness is impossible, and that her attempt would mean 

her lover'S destruction. Preserving only her self-respect with her 

s,:",:,:..:'ifice, L~cy .Ashley must accept her life as doomed. 72 as did all 

fTsnell, p. 158. 
8Sncll p p. 163. 

69m.s Ho:"k, p. 309. 
70His ~, p. 307. 
71Bis WO!~, p. 313. 
72His W01~, pp. 280-81. 
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her f~ends who suffered frustration in love aftertaking the war-

time facade. The normal state of this. seU:-defeat:ing,. gene~~n is 

to be complet~ly r~cept~e to sin, and the personal consequences 
__ ;-~ ... _.::..._~ "'~----~-"'·"-""""'''''''''';'"""''~-:'·'.~·~'·''i''' ;r ~, 

are blamed on tll~~~pondency in war. Frederic Hener,y's escape 
___ - _ . ". '': ,11 .~ '''~~~'-'':''''''-' 

from cYnicism, caused by the retreating armies, to an· awakening 

love. which later dies, reduces the soldier to a more intense cynicism. 
::", . 

The veterans of the war retain this cyniCism to produce a new.American 

personality t characterized by Jake Barnes. Barnes' freedom from 

illusion offers a means to face the ills of the world. He and his 

friends subst~t~te for their lacking morals a hectic pursuit of 

i.!l"te.~lectual activitie~."which gj.1m. .. the .1d-~!~~~~~==-i,~e. "'J 
They have learned the use of manners to control their. disorderly 

e~oticns. Refusing to acknowledge their lack of purpose, these 

eX9atTiat~s confuse ~ sporadic impulse with profound emotion, carr,ying 

over into their frivolous peacetime pursuits the stoic philosophy 

of the soldier.?; 

Through the :":::pulsive sex life of both of the heroines, it 

seems 'ch",t the characters ~:.-,:; typically self-defeating and project 

this :P8:::''''V0::''S:..ty upon their friends. The attention of the reader 

in _,,_ F2r,:': _ ~.~ .. '~o ~ is confined to the piLot and the particularity 

0: the ac~iont but in The Sun Also Rises r.the inner conflict is for --- '. 

once eA~osed in this shift from an irresistible attraction, with its 

73Snell, ~~, p. ;41. 
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desire to dominate, to the remorse of a renunciation when the desire 

has been satisfied and the damage done. n74 · Even when the satisfyt!lg 

relationship between Frederic and Catherine has been attained, it. is 

found to be. antagonistic to the modern world, and is quickly destroyed.75 

"Now Catherine would die. That was .what you did. You died. You 

did· not know what it was about. You never had time to learn. They· 

threw you in and told you the rules and the first time they caught 

you off base they killed you. ,,76 Even the seemillgly mature understanding 

between Jake and Lady Brett is futile. Thus it is apparent that Frederic 

Henry becomes the nihilistic Jake Barnes as a consequence of his·war 

eA~eriences. He became convinced that society and its standards were 

worthless, that only sensation was valid. Even if love or sex had 

been possible bet~~en him and Brett, Jake cynically indicates that it 

would have failed. "Oh, Jake," Brett said. "we could have such a 

damned good time together." "Yes," I said. "Isn't it pretty to 

think so?1I77 Brett gains a moment of virtue when she renounces the 

seduction of Romero, and says, "You know, it makes one feel rather 

good deciding not to be a bitch. It's sort of what we have instead 

of God.,,78 Thus we see that Lady Ashley is not honorless, as is 

Cohn's mistress, Frances, but is a vivid example of the lost generation's 

decadence in love. 

Just as heterosexual intercourse symbolizes love, war and bull. 

I :m;-;:V:C ';l' 1 (~van oren, p. ~~ • 
75 ":;Z'r.c.:;t EC1,.ir.g\·:ay, A Farewell to .Anns (Nel-1 York, 1929) ,p. 327--

here! afte r cited as F.e.reHell. - -
76The r'l?n I p. 280. 
77::;;rnest Hemi..l1g~lay, ~ ~ ~ Rises (Ne"toJ' York, 1929), p. 247 -

:_c~'0after cited as Sun. 
78 -~. p. 245. 

....; . 



fightf symbolize violence and death. The Italian retreat after Ca-

poretto, told in quiet understatement and revealing this timeless 

story of personal tragedy, is also seen in Frederic Henry as love 

strips him. ~eaving only a shattered hulk of a man. 'His values, 

confused in the war, were placed on futile standards as he rejected 

society to live completely within Catherine. "My life used to be 

full of everything, "the soldier told his love. "Now if you aren't 

with me I haven't a thing in the ,.,.orld. tt79 Thus when death claims 

Co.therine in childbirth, Frederic Henry is left in a "meaningless 

,!-~J:-ld of irrational rules whos only end is death. n80 Once aga~. 

~t0 love relationship ends in tragedy, and the belief in the ideal 

e~ds in frustration. 81 

20 

Thus through violence, through sex, through speech, Hemingway 

strips his sophisticated characters to bare, simple people. The 

decadence ~"'ld disillusionment of war. even of bullfighting:,: serve 

to reveal the basic, animalistic drives of "the lost generation. n 

Z9Farev:ell, p. 2.57. 
°The Ma~z p. 313. 

81The ~,p. 296. 
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CHAPTER THREE: 
STYRON'S LOST GENERATION 



The period .after World \alar II produced a gep.~ra~~9.n. th~t .. was 

"lost" in its own right. Although this ··group also knew an acute 

sense of futility, it was not merely an extension of the postwar 

expatriates of the '20' s, nor was it a reaction to the earlier gener-

ation. In both Lie Down in Darkness and Set This House on Fire - -- - -- ---- - -----
William Styron clearly depicts this n~w age and its desperate search, 

for meaning in life. ..:"'t'; " 

With his first novel, Lie Down in Darkness, Styron gives, in 
\ ----_ ... , 

Hi~ton Loftis, a poignant view. of the wreckage of society in this 

second postwar period. Endurance is the main concern of this dissi-

pated protagonist as·the tragedy of the death ot his daughter, Peyton, 

forces him to analyze his life. Taunt and frantic grief seize Milton 

as he desperately grasps for some comfort -- or, rather, for an escape 

from the reality of the situation confronting him. How is this man 

to survive the torture of his first honest emotion as the approaching 

train brings a· definite reminde:t: of his own doom with his precious 

dauG:·~terts coffin? 

This coffin is "the receptacle of all his 10ven82 and brings 

:;111 ton to the depth of despair. It seems as if life has, ),lpturned the 

bitter chalice of suffering which Milton had, with so little concern, 

~assed to others. With the first taste of tragedy Milton learns of 

:'·':;20: grief, and this self-occupied m~ is finally denied an escape 

from the deepest suffering. 

8~'!illiam styron, Lie ~ 1!2 Darkness (New York, 1951), p. 42 
hereafter referred to by page number in text. 
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None of his ',former crutches ease the pain as Milton experiences 

the suffering that, as Dolly Bonner muses, women had known since 
:J,": !":'" ".' ._ ... 

birth. Suddenly'immediacy can not ,be evaded as the final proof,of 

fate and circumstance fill him with horror. ~~iskey offers no solace 

in spite of the many successful retro'ats it has allowed him before. 

His loving mistress, Dolly, only irritates him. It becomes apparent 

to Milton hOloJ' much he has relied upon her in the past to sooth his 

guilt and surpress his troubles~ but'at this time of crisis she is 

reduced to a symbol of all that plagues one when peace is needed. The 

ver.y youth that Dolly can no longer assimilate brings forth in his 

memor.y a deep feeling of regret. A sensation of sham and faker.y 

accompany Milton's rem2-~iscence of his early years of dashing excellence. 

That the war had not been "all champagne and flowers and the tinkly 

laughter of officers' wives" (p.17) Milton realizes with a sense of 

guilt. Zven the timeless escape of conversation fails him now. The 

uneasiness he has always felt with those below him on the social sc~e. 

as vi'8ll as the strong desire he has to be accepted by these people in 

order to gain a common touch, are usually remedied by r.is outstanding 

"gift of gab", however. no words flow now to hide his naked loneliness. 

The most excruciating pain comes from the fact that Milton's strongest 

crutch, Peyton harself. is gone -- forever. With this realization 

Milton fca:"s "tricked and defeated and it seeUl.s to him that the bigness 

of his SO~"TOl~ is too much, to bear." (p.14) 

Only once before has Milton known a similar sense of loss -- at 

the time of Peyton's marriage. On that treacherous day he knows that 

she is sl~y?ing fr03 his claims. The focal point of his whole 

existence disappears a.s Peyton becomes irretrievable. Milton views 
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the young girl as an extension of the beauty: in himself. She is, in 

fact, the part of him which is capable, he believes of continuing 

limitlessly •. His very religion consists of paying homage to this young , 

myth. His devotion is , hO'YTever, mixed with an ever-present whisper of 

doom. This warning of destruction is foreshadowed in the kiss filled 

with horror and desire which Milton ~ives his daughter on her wedding 

day. Peyton, in all her loveliness, hns become more than an offspring 

to her father. She holds his very destiny, farge is .too weak to know 
-' .. ,-... ~-' .. .-' 

or understand himself. Killing with kindness the only thing he has 

ever cared for, Hilton smothers his daughter with his ot411needs. In 

his drunken state he cries out, "It-' s rrry fault. Forgive me for loving 

you so." (p. 291) 

Peyton has been for Milton more than the object of his entire 

affection; she is his hope for Some sort of order in the wreckage of 

his life. The most ~ratifying moment he has ever known is Helen's 
\ 

wanting Peyton to come home to have her wedding tilth the fa~ly. It 

is at this very family reunion, hO'trever, that Hilton discovers t.lJ.e 

bitter truth: in spite of the many pretences at humility and family 

love, Helen a~d Peyton hate each other. This hatred is for Milton 

c.:-!.)ther and crueller war which threatens to destroy him completely. 
, 

He sees himself as caught between the two t>Tomen "like the hateful wings 

of t3.ts." (p.284) He does, ho,~ever. reveal his own guilt as he weeps, 

"0::, Peyton, I love you so. it (p.284) 

This refusal to accept personal responsibility for the conditions ~ ~ 

~;·~.:L~h surround him is seen in Milton again and again. Almost morbidly, 
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he regards Helen's'bodywith suspicion as she has borne him one 

,daughter who is an idiot and a cripple. He is unable to' accept or 

love this daughter without a sense of embarrassment, as well as 

resentment. strangely enough, the death of the childish Maudie .. 

brings Milton back to Helen to plead for reconciliation. Here again 

though, his efforts are tinged with a lack of responsibility as he 

views the situation as a matter of curing Helen. Any method -- force, 

emotion, abruptness -- is not too violent as long as he can gain 

some sense of equilibrium after seeing the wreckage of their lives. 

Milton is sincere in his remorse for the condition of their lives, 

but he is incapable of realizing his own sin. He comes to Helen not~ 

with a plea for forgiveness but with an appeal for help. His self- ~ 

centered need for his wife he expresses as he repeats that together

they have a chance, they "can never die •••• " (p.256) He further 

excuses his previous actions by telling Helen that it "takes a long~ 

time for a man to l~3.rn to belie-ve in life." (p.254) and it has--

required something terrible to happen in order for him to realize"'---

how precious life is. Perhaps this attitude is responsible for the 

fact that Hilton and Helen's love is "held together by the merest 

wisp of music." (p.Z67) Milton further rejects responsibility as he 

tries to place the guilt for Peyton's death on her husband. If the-~ 

death is not dir3ctly Harry's fault, the mourning father shifts the 

blame to the section of the country in which the young couple lived. 

Rationalizing again. Milton says, "You go North -- you become expatriated, 
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exiled." (p.74) , In this statement he accuses not only Harry" ',but also 

Peyton herself, insinuating a loss of values. 

The, only sincere acknowledgement of sin on Milton's part comes, 

ironically. in his relationship with Dolly. Her crude. simple habits 

have always brought nagging, bittersweet memories of Helen which made 

him frantic with remorse. He fully realizes his sin, .however .. as he 

rejects her steadfast love. In spite of. Dolly's many deficiencies~ 

her grief, sincere and complete; so moves this sell-occupied man that_ 

he prays his first completely honest prayer as he leaves her. Even ~ 

the understanding and devotion of this woman cannot spare Milton 

gri.::f and complete ruination. ---

This inevitable end Milton's father had prophesied for his son 

u:."lless he changed his way of life. "1-1y son, never let passion be a 

guide," (p.45) the old man had counseled and had given him the following 

code: "Your first duty remember. son, is always to yourself." (p.15)-

~(:'lton, even in his turmoil. does not accept the advice, for he despises -'---

his father. Mr. Loftis had given his son too much, and the young Milton 

had found his freedom oppressive. With some insight to his own weakness· 

he says, "1 could never exercise free will." (p.15) By refusing bot~ 

advice an~opsibility. Milton, in his immeasurable self-love. is---------- -- .-------. -
"lost" in a world of nothingness. Thus Reverend Carey Carr had been 

correct in realizing that the wages of sin are not death, but isolation. 

This loneliness is even more apparent in Helen Loftis. The night 

S~l(;' learns of Peyton' s tragic death she ponders her life: "Where is 

f:· .. 



the way now ••• through . that dark upspreadingwood? Leaf. locust, 

sunlight in the hollow, all those she had known, all had fled like 

years. Now silence sounds where no light falls, and she has lost 

the way." (p.J1) Peyton's death cannot shock Helen; her life has 

too long been filled with w~ariness. infirmity, and disorder~ Her 

face bears the lines of sorrow, but it is an older sorrow that has 

been her companion for years, even before her dearest little Maudie 

died. The gentle symmetry o'f her features has long been clouded with 

C~3content and sullenness and, at some undetected stage, Helen has 

Jecome her own worst enemy. Perhaps her unstable childhood as an 

"A':"JlY brat" had caused her loss of faith and value; perhaps her own 

'~';;2.lth had wrecked her marriage. However, these factors are probably 

scapegoats for the real cause of her dissipation: her immeasurable 

self-pity. This saturating feeling has become more than an escape 

from reality; it is an obsession, a way of life. A means has become 

the end ~~ itself. For this reason Peyton's disastrous wedding day 

is for Helen ~ triumph. 

No one Hould ever knOto1. No one would ever kno,'i what 
elect::.'lc fulfillment she felt, beneath the soft, tender 
dignity of her m~~er, behind the wrinkled, rather sad, 
but gr';:c0fully aging serenity of her brow. No one lvould 
eyer knoH the str-uggle , either. The struggle to 
accomplish just this casual, co~lected air of the proud ~ 
mother: the l<V'om2.l1 , ... ho has sacrificed, whose suffering 
is knmm to the cc~r.luni ty, but who. on the day of her 
dauc:::-.t.01.·'S marriag8, presents only the face of humility 
and cou:,·age and gentle good l~'ill. It had been cruelly 
difficl:.lt to put on this act, and how she knew that &.Y'J.y' 
1:1e2.:;'3 justified ~ end, this day_ (pp.27J-274) 

Thus H.::: len plays hel" favorite role: the suffering l·:oman who has 

broug[Jt togettar the broken family. 
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Asa result of,·this self-pity, her life becomes a test of 

endurance. She finds partial relief in sleep, but even in uncon-

sciousness her dreams come to plague her distorted mind. Thus, even 

when her plea, "Sleep, take met" is answered, she gains little solace. 

At times Helen visualizes the big enemy as Dolly, that detestable, 

common, crude woman. Victory for Helen is visualizing Milton's 

mistress as mangled and dead, either by disease, or by a knife 

~delded by Helen herself. Other dreams reveal her comforter, Carey 

Carr, as a hypocrite, a malicious offender of the word of God. He 

too becomas Helen's enemy as he accuses her of some personal guilt 

in the chaotic Loftis situfltion. She damns Carey for not "under-

standing" her. Helen's God is the devil, while Carey's is "a silly 

old ass." (p.299) It is more than his lack of total agreement that 

infuriates the sick woman. She also resists him for the very fact 

tr.at he is a man. Her deranged mind glorifies the defeat of men in 

';C-.0:-al. In dreams Helen always sees herself with a man, and often 

t:"", man D t~homever he may be, becomes the enemy. This symbolic male 

accuses her of sin, threatens her, hates her. As he pleads for an 

e:<planation of her destructive motives, she reacts in her disordered 

senses by killing him, or by gleefully watching some disastrous end 

for her eternal foe. Peyton senses this conflict, saying, "You hate 

m8~~) you've hated Daddy for years." (p.311) , 

Perhaps this undercurrent of emotion eXPlains) Milton's surprise~ ~ 

awareness that he actually fears Helen. The most conspicuous element 

which would cause his anxiety is his wife's fortune. Since Helen is 
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responsible for, and controls, t.he social position so"" important to 

her husband, she naturally dominates his freedom. This lonely" woman 

is bluntly brought to an awareness of this aspect of their relation

ship as Milton, after learning of Perton's death, begs to spend the 

night at home -- even if it is ~ house. " The impact of his statement 

brings a deep sense of desolation as she realizes the tremendous void 

in their love. 

However, this momentary despondency quickly turns to vindictive 

triumph as Helen conceives a "victory" in Milton's retum. Once 

before, at Haudie's death, she had "raised"Milton up"by taking him 

back. Her o~m lure had captured him. leaving him contrite," penitent, 

and crushed with guilt. Only on these terms could the self-occupied 

ldfe accept Milton. Only at this time is her Devil slain and 1"1i1ton 

glorified as her God, her Prince of Light. By reducing him to some

thing less than a man, she gains beautiful revenge for the love he 

h~s devoted to his daughter." 

'Her concept of justification reveals "a profound and unalterable 

loathing of Peyton." (p.274) Her deteriorated mind perceives the 

beautiful young girl as dishonorable, lewd, sinful. Helen sees 

Peyton and Milton's relationship as one of incestuous decay. The 

mistress in her dreams is often Peyton instead of Dolly. This 

j~alousy is projected to a condemnation of murder. Again and a~ain 

H0~en accuses her younger daughter of killing the older. She is 

further galled by Peyton's freedom. If Milton "could love too much, 

Ol"..:"'y Helen could love so little." (p.291) 
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Peyton is not oblivious to these extreme emotions. On the 

contrary, they have shaped her whole outlook on life. She sums up 

the triangular relationship by saying to Milton, "I feel so sorry 

for us all. If just she'd had a soul and you' d had some guts •••• " 

(p.269) On the "joyous" day of her wedding. Peyton further reveals 

her dejected philosophy by telling an older friend: ttl distinctly 

believe, Doc, that the race is headed for destruction. It's time 

and remembrance, that's what it is. It's people having a little 

humble -- humility about not what happens now, at this moment, but 

all the thL'1gs that went before. In themselves. I mean." (p.JOJ) 

Here PaJ~on ~!d~cates that she has had her own reasons for wanting 

to return home after having left this chaotic, depressive situation 

"behind. fI She wants to be normal. to share natural family relation

ships. Trying to eA~lain, Peyton says, "Not that someone should ever 

;"C-.."1t to coma home to stay, but that just to be understood for what 

y;;,:.. are, nei ti:er to be loved to death nor despised just because you 

'::':'':3 young." (p.J04) By quoting the followL"1g line "Or else remove me 

~~nce unto t~2t h~ll, ••• where I shall need no glass," (p.J05) this 

~~s0l~te young girl predicts her future if she does not receive some 

::..;.. ·~:;'G U:'106rstanding she cesperately needs. 

Peyton n2.S searched elsewhere for the pacification for 111hich she 

~:,~,=s. Dickie had been a ter.l.porary diversion until she finally 

2.2.:::..·t,t,;;d not finding herself very interesting flJ1Y more and feeli."1g 

';',Tj 0:'c:lde~:t,. The long hours of dri.."1k and fraternity parties have 

2.,::.:;t thc:'::- pov;re~ fcr hiding grief. Similarly, Peyton has failed in 
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finding strength in Bunny, for her father, however devoted to,Peyton, 

is also weak. The next step in this search for harmony is, irQnically, 

the pursuit of the bizarre element. She finds a transient answer in 

her unusual friends in New York. Their comfort soon fades, but Peyton 

justifies them, saying they are not wrong-doers; they are merely, like 

herself, aimless and lost. 

Only one of her New York friends seems to offer hope for the 

future. l Not only does he love Peyton. but Harry Miller understands 

hirr:.Self. Trying to explain to her father the source of her future 

husband's strength, the optimistic Peyton says: "I guess he's about 

t~e nicest person I've ever met ••• I mean there's something honest and 

right about him. and I can't quite describe those qualities without 

sounding a little silly." (p. 262) Revealing the true nature of her 

escape to New York. Loftis's daughter gives further insight to Harry's 

st::'Elngth: 

I lived like a tramp, though I di~~'t let on when I wrote 
you. I lived like that, thinking I was worldly or some
thing and was miserable.. Really. Bunny, you don' t know how 
miserable I '-las. I think it t-Tas only the letters you wrote 
1:!nich kept me going. And then even so I'd go out and drink 
too much with some of these horrid, awful people I knew -
they trere in the fashion business or they trere interior dec
orators or they drew pictures for the expensiVe magazines, 
and all of them trere slick and talked chic and none of them 
had any heart or soul -- and then I'd come home with a funny 
feeling that I'd been betrayed, but only because I'd allowed 
myself to be 'betrayed, and then for some reason your letters 
didn't seem to help at all. •• I guess I hated everyone. I 
tried to pretend I liked these new people, any people at all, 
but I didn't. 'I don't even guess I liked myself ••• Oh yes, 
Harljr •••• He·s so gentle, Bunny, and real ••• like he says, 
Bunny, it's not so much all that business about becoming a 
great sonething or the finest this or that, it's being true 
to ~ ':u:;~self inside-- (p.263) 
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As the tragic wedding day unfolds. Peyton comes to realize that her 

words have not reached Loftis. "All her grief" is contained in her 

utterance to Harry about her parents: "They just never learned." 

(p.321) l'-10re tragic, however, is the fact that Peyton herself 

"jt::.St never learned." In trying to love Harry, she discovers the 

depth to which her misgivings about love have run. She finds her-

self incapable of a healthy or "normal" relationship, even with her 

devoted, understa."lding husband. Drink and promiscuity, both with 

their drowning sensation, bring an escape for Peyton not unlike her 

IT .. ;::,thCl~is sleep. For the sake of self-preservation, Harry, the silent, 

;;.,JJ.':8::':"':'1g Jew, is forced to leave his wife and turn to his art for 

Iiis c~p::.rtu::.·~ is never comprehended by Peyton. ItCouldn' t he 

t::'~ccrsta."1d how I suffered over r;.:y own hatred, and in my own despair?" , 
!. 

b.357) .L.". r.er last desperate .2.ttempt to restore some order to the I 
s1:..;::;:::;le5 of h.:;:r life p this sick gi:..~l offers a violent prayer: "lighten 

r::y cal~l:T~eSSt I o3seech you, oh Lord, and make me clean and pure a.'I".ld 

Hithou~ sin; God Z::"vc; l1le my Ha.rry back, then, Harry give me my God 

?~~yers brir.z thoughts of horne. and Payton longs for the purity 

of childhood \·rh,m 5;;'13 knew nothing about the "feathers" of guilt. 

C:l~Y A::"ca:'t 3.:::c:.:o:" offers advica for restoring some sense to her life, 

!:i,::.yi:-:.S: "P:::-etty 0::'0. You're such a lost child. You 1£ ivant your 

3.2.~T 'c2.C:~:" don't Y01:.?. e T:;.o::. you rid your ::0-':"S6 of dairymen much as 

yo" ·,-~,·\..t ~ __ .1-·"O-~\.-""'" II ("" '<0/7) Th· ~s c.l-..l.'1d becomes mc .... .,. lost, ho··rever, u .I~_"':"!':' ............. ....,:.'.,_ .... .:.:.'....,; ... 0..;.:,... ;:'_";. ..L.... ';'\J W\i 
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and her prayers are directed not to God. but to thatpar~ of he~ .which 

was p~re and is now los~. She imagines an order in her life,: accom-·, 

.plished through osmosis : into the mechariism 'ota clock. nAnd 'yet now 

more strong than before something in me stole into the clock: we lay" 
. , . 

there together, Harry and I. in the safety of springs and the order 

of precisely tlloving wheels. like sleeping to exist in some land where 

we were young again •••• " (p.:370) . As reason leaves Peyton completely. 

obsessions of guilt, hatred, and pleas for understanding consmne her. 

She sees herself perishing in her own hatred, surrounded by birds which 
, .", ;-: - -----

symboli~e the hostile men that have caused ~er guilt. 

Losing all authority over her ow guilt. Peyton sees the death

~ct as'the only answ~r. She identifies herself with the most egretious 
~ .. . . "" 

sinners and finds some irony in the fact that. instead of going down 

with all souls before ascending upward. she must go up before her 

final descent. to shed her sin in self-destruction. Si.'rlce all of her 

o~~~r and all of her passion have drowned with the final ticking of 

the clock, the "brother of death" haunts Peyton and leaves her with 

this dying moment: "Bunny would understand that, perhaps he would 

undorstand my going: undivorced from guilt. I must divorce myself 

from life, ~n this setting part of time." (p.)82) With this explana-

tion of her need for death, it is significant that l:'eyton l~cried 

lnother mother mother to that image even then, tll.~nty years before 

turned to bones and 'dust." (p.J84) The real tragedy of Payton's 

death. and of her whole life. is expressed 1.'1 her fi.'1al self-inspection: 

, 



", <~ ... 

, : 

33 

at al"lother time, though I lie down in darkness and have my light in 

ashes." (p.·3B6) 

Thus Peyton does not represent a new generation of lost souls; 

::,.::;:'l1C~, she is a culmination of all the lost values of her parents. 

She epitomizes the despair of the sec'ond postwar generation. Under-

standing her dileIlUl1a early, she said, "Those people back in the Lost 

Generation, Daddy, I guess. Anybody who thought about a:nything at all. 

They thot,lght they were lost. They were crazy. They weren't: lost. 

What they 'tre!"e doing was losing us~" (p. 235) 

Styron is even more direct in discussing the "lost generation" 

as an issue of our ow1"l time in his second novel, ~ ~ House .2!! I!r!. 

The ~etting is largely in Europe. particularly Paris and Sambuco, a 

little Italian village. . 

Peter Leve!"6tt, the narrating protagonist of the stOr.1, explains 

his travels Ll1 Europe as " a traditional move, after all, for shiftless 

youths l.nth murky horizons. flB3 This young American has reached 

the point vrhere he senses that his roots, s.uch as they are. "must 

be :.--eplan ted in na ti ve soil or shrivel. away completely." (p. 23) 

Before returning home. however, Peter ~xperiences in Sambuco a series .. 

of events which not only render him disenchanted with anything and 

everything, but also leave him desperately stunned. 

O.)William Styron, ~ ~ House .QB ~ (Ne'tf York. 1959) t p. 23 
~-_n-eafter referred to by page number in text. 
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Life has left Leverett "dumb-struck, shorn of illusions and, 

innocence." (p.22) For this reason, Peter calls hiIllSelf. a realist, 

saying,"I am stuck, so to speak, with my destiny" and I am making the 

pleasant best of it.1I (p.9) Although by nature a solitary man, he is 

extremely sensitive to the currents of human emotion; therefore, his 

encounters in Sambuco imprint a premonitory sense of doom. 

Peter's father attempts to alleviate this gloom by explaining' 

th2.t "life is a search for justice." (p.1'z) Realizing that this old 

::::2_"1 has never found his justice, the younger ~verett nevertheless 

feels he has profited from life itself by merely moving-llthrough dooms 

of love, through griefs of joy, in his lonely seeking." (p.17) Peter's 

O\,:n, quest for some identity, however, is not yet answered as he is 

"touched to the heart" by IIwhatever it was within me -- within life 

itself, it seemed so intense -- that I knew to be irretrievably lost." 

(p.22) He is estranged from himself and from his time and needs to 

find some meaning for, or some answer to, the man who has simultaneously 

enraged him and caused him remorse -- who has both convinced him of the 

existence of hell and captured the title of limy best friend." (p.218) 

This m~1 who has taken Peter as a complement to his own encompassing 

personality is Hason Flagg. In the words of styron: 

It lvas as if he was hardly a Inal1 at all, but a' creature from 
a different race v!ho had taken on the disguise of a man, an 
ir,1:?erfect disguise. so that while you saw that he lIlalked and 
talked and smelled like a man, you were nonetheless aware 
that here was a' creature so strange, so nevI -- so remote from 
the depths of your Olm experience, your own life, your o~m 
p::.st -- that theN ,';0re times '~nen you looked at him with your 
mouth ~nke-op8n~ in aHa, wondering that you could communicate 
uith each other at all. For him there was no history, or, if 

I 
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there was , it began on the day he was bom. Before that there 
was nothing, and out of that nothing sprang this creature, 
committed to nothingness because of the nothingness that in
formed all time before and after the hour of his birth. (p.424) 

. . 

The key wo'rd in describing i·:ason is ambivalence, for his is a dual role 

of "daytime squire" and nighttime "ni..'l1ilist. If His power and his unique--

ness lie in tho fact that he is "a truly disti..'lctive young American --
" 

able in tir:::0 of hideous surfeit, and Togethemess' lurid mist,- to 

~3volt fr0~ conventic~al values, to plunge into a chic vortex of sen-

sation, (k,~:::,e, and fabricated si..'"l, though all the while retaining a 

strong grip on his t't-TO million dollars. It (p.155) 

Th:'s ;:,:.~,;)i valence appears in every phase of Mason's life. He 

:ives and rules in Europe, yet he considers the Old World dead. He 

is vivid, inexhaustible, the height of youthful promise, but is at the 

sc.~13 time a forsaken little boy. Although surrounded by friends, 

!,I:.son knovIS that a rich man has no real friend but himself. Wild lies 

color !~is c~~3ch, yet he insists on honesty. He is the future's dar-

11:.~. O\!t is tra [,13..."1 -w"ith one foot poised in the thi.'lnest of air" (p.170) 

~- .;:,ir f::"'l18G ,rl.th certain doom. Hason displays a keen understanding 

0: p<3o:?le, yet he is baffled by their actions. Says he, "L,ord knows 

I've tried hard to be decent and sociable enough.... I just always 

end Ul) ~-:it!-. eW,;'i.·y:'::.~dy usi::lg me. Or h~ting my guts. II (p.169) He 

8~~~::'·t.::, t:;;; cruelest sort of oHnership on any tomo 't-ri.ll let him; however, 

h<2: ShO~'lS a 1<:i:-:o of m~s0:·.;:,ble and forsaken innocence l.:hen one of his 

"v'ictLns" does not fully comply 'tdth his ldshes. Mason realizes the 

gi::' of c;::-:i~,:c::.t :-:l:i::h Celia offers, yet is driven by her very decency 



and goodness to Carole's "swollen embrace." He 'is warm B-'ld magnetic, 

but his gestures betray the anguish of friendlessness. Although lusting 

after the sensuous, Mason delights in purity. He is soUght after by 

the celebrities of every field; hOw-ever, he feels a "broken sense of 

loneliness, of abandonment." (p.152) The Bohemian and bizarre elements 

entertain him, yet Mason finds life "beastly, incessant·boredom." This 

paradox of a man changes distinctly with the antimony of Carole-Celia. 

His wife, in her purity and vibrance,brings him to life. "The night 

creature, the psychologist, the solemn apostle of the groin -- he was 

no longer any of these. He seemed three times as alive as any other 

mortal could hope to be, brimful with warmth and wit •••• " (p.155) Yet 

o~ly in conspiracy with the sunlight can Celia work these wonders. At 

night Mason is overcome by "that hysteric craze for sex, that incessant 

h0~-:'-,2.,;·;· and jabber about the carnal side of love wb.ich was like a hot 

b:,,'~,:.:Gh b!O'tdng dOl·m the neck , .... hen you listened to him, which is fine 

~:(. :i..fteen or sixteen, but ~~hich in a ma.'I'1 you expect to become muted. II (p.141) 

:~onically enough, it is Celia who justifies his actions, saying, 

111.-,. ,.:::.s a man and c:. different kind of man; teo; he had needed those 

:·:i~.d of thi:".,SS, .:.5 the expression cf ambivalence -- the good and the 

t:.ci -- th.::.t i.s bOu:'''1d to be mixed up in such -- vrell, in such a raally 

8~~_c:.~r.:C'..-:'[j ::~:.'.:.;onality. He uas an adventurer in the arts, a discoverer, 

c..:."'lcl h~ jt:::,·;-. n·:;:eG::d to h2..V3 thi::; kind of release, that's all. ••• n (p.1.59) 

l':l:.:=..t-.::. V31- ti.s r~~~~ons fer s11ov:ri.l'lg contrasting faces, Mason ~ an 

2.Cve:")-(;C,,:.:-..:;:: in the ~:::'ts. He feels that art is dead, that S~ience is 

':,h,,:; l\":;'lf Elise. ':11:;=; ol'1ly her·::; for art is the new liberty fou.l1.o in 

!I 

It 
i,i 
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abstract expressionism and jazz. "There's a tremendous freedom 

ar.d vitality in both of them, a fantastic throwing~off of restraint 

and the dreadful constipating formalism and all the traditional crap 

that's been such a hindrance to art," (p.143) says Milton concerning 

the possibility of a renaissance. He applies this same theory to all 

phases of art~ arriving at an outlandish conception of a universal 

Sex is the last frontier •••• In art as in life, ••• sex is 
t::"e only .:.r.3a left '!rIhere men can find full expression of 
their L~aividuality, full freedom. Where men c~ castoff 
-';:.1--.) constrictions a."ld conventions of society and retain 
ick:::.-dty as hUmans. And I don't mean any dreary, dry, 
:"itt::.::: middle-class grope and spasm, either. I mean the 
total ox:;)lo!'ation of sex •••• It's what you might . call 1e 
n01.lV·3Z-U liberti..1i.age. Because, yei! see, it was Sade's 
revolutionary concept, his genius, to see man not as what 
he is supposed to be -- an inhumanly noble creature whose 
:.:obility is c. pseudo-nobility simply because he is hemmed 
in and .::c:.ce warped and sick i..'1. an impossible attempt to free 
himself of his ~~imal nature -- but as he is, and forever will 
be: a thL"lking biological complex which, ~~ether rightly or 
,:::.~o::.gly I e::r.ists ~"'"l a "(oJ'orld of frust::.~a ting sexual fantasy, the 
b:::'c·:J:in.; 'J.) of K:":',::l1· is t~_0 direct cause of at least half the 
"I!CY-::"C IS c..::xiaty 2:';-5 :;:iS8Z"Y. I-;:' 9 S a stra.l1ge paradox ••• that. 
S.:~:; sl"loulC; be~o::::; synonymous ,:-:'ith all that is cruel and causes 
[-2.i:"!, \·~nen ir: r82.1ity he was the original psychoanalyst of -the 
Lo;'::er: . .::.::;.:., See2.T<s ;.:O::'~ evil i.'! the fruitless repressio:l of 
S ::;X, 2!C !:20::.--e p-:il1 ~oo, than in what to him loTas the simple 
2l1.s1:":;:~~ to that :'~8r::'"8ssionf and the p':::':'1~cea -- release from 
the fS1tasy ~:orld, a..lld the vJorking out of sex O~ a functioning, 
active level. (p.148) 

::c:.:::e, ~·:2.S0::~ envisio::s t::"e 2~=:\Ter to r::.a..'!t 5 dilerruna as k nouveau liber-

~~."'·:-:c'o His f.:ll..lcy li.s.;; ';71 the fact that t::is total freedom of 

:';::~)::'~,)SSi0~·1 c.:..:..:-. only be accor"plished thrcugh a complete subjection of 

5:;:::"f to C0::-::"'U.pt::'o:: 3.r:o violence. As a result, r:-:.:m is not released to 

tis biological self; he is reduced to this animal nature. His 

i i 
I· 
1" 

i \ 



inevitable end is the mortal sin of self-destruction. In gaining new 

liberty, he gives up his most precious element -- a belief; in his own 

worth. 

The prime example of this total degradation is Cass Kinsolving. 

Mason ~ Cass, as he has had others, including Peter Leverett. The 

former's wallowing self-pity, however, had so reduced his scruples iis:.':,-
- - :~. 

before he met Mason that he was ripe for ~he disease of the sycophant. 

The reasons for Cass' becoming "the crown prince among his freeloaders"(p~146) 

are varied, but they all point to his lack of focus in life. "A man 

c':.n~-.. o't. live without a focus, If (p.5.5) says Kinsolving as he reviews his 

sicknes~ , 

c~.ss 

E:.thout some kind of faith, if you 'to1ant to call it that. I 
did::'1't r:::-'/3 cmy more faith than a tomcat. Nothing. Nothing! ••• 
I 'iiJ.S blind f:4C:-n booze tt-lo-thirds of the time. stone blind 
~i t~is c0~dition I created for myself, in this sweaty hot and 
hopeless attempt to-get out of life, C3 shut out of it, find 
SC:::8 ki:.o of "i,mo11y and comforting dar-~:-!.!ess I could lie in 
::-ithout-thought for myself or my children or anyone else. (p • .55) 

01- • con ",lllues, 

.i 'Has sick as a dog inside my soul, and for the life of me 
I cc·..:ldn I t figure ,.;here that sickness came from. (p.56) When 
I ,:.:.s in ii:urope, ::.;: did..l1 °t know anything at all. I was hGlf a 
PG:~sor..-J tl~::,p::;.:;cl by terror, trapped by booze, trapped by self. 
I -;:2.:3 a :4t:.:u.L.:.~ <:'i:::.bulz.ting biological disaster, a bag full of 
co:'~::'~c:)'i:.::'c:1 held together by one single poisonous thought -- and 
t~~~~t i"C;S to ~..:.stroy myself in the most agonizing way there was. (p • .55) 

Just as his orphaned childhood and the wa~ had been good things for 

C;;:S,3 to II~X;t;1r his sickness on, so does Mason offer this dissipated man 

a :.'<)2.-:5 :r..C::2...""lS to complete se~f-d.estruction. "Pitched on the edge of 

t~.t~.~_ ;..--c::L,," (9. (78) Cass c,:;cc,,:as more valuable to Flagg as a display. 

His siclc:.:ss :povidc:s g!"J.."ld ent81"':':::.inn:'8!:t for the bizarre creu' that 

:: i 

i 
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draws its life blood from the young millionaire's gestures. Cass 

epitomized the effects of a world they were protesting, a world they 

had not made, yet.these desperately bored guests thrive on his infirmity •. 

"Their cheeks [ari/ red and their armpits [are] ~et and they [are].' out for 

entertainment -- or blood." (p.184) The delight. of these expatriates 

cannot be called fun; they are too desperate for fun. Perhaps relief 

E;::~J::"<lins their fascination at seeing a soul more "lost" than their own. 

Cass is, to these people, the spokesman for their own beat generation. 

However, Cass repudiates the very generation for which he is 

S1:.)~:osed to be the mouthpiece by finding some truth in life. He is 

i"::.;;ed tv a knowledge of selflessness by Fra.1'lcesca Rioci, a peasant 

Z=":".;... Sr.8 gives him a purpose for living lo1hich had not been possible 

~.,: the "harmonious disharmony" Cass had shared with Poppy. Francesca 

"~ch man picks h:"s own brand of poison," 

(;.~45) ~~d Cass's is in a consuming self-pity. Through his tender-

!,~.::;s for ·ch::"s m:gelic girl and his compassion for her dying father, 

[:.8 is able to :tise ~'ocvc his Hcakness and grasp for some focus, some 

:2iJ:.h. F.Ji' tr;..;; first time :L'1 his life, Cass Kinsolving quits running 

~n the noblest fight, _ st~uggle for life itself. 

This c~ang3 of ~ttitude brings mora than love a.~d compassion to 

.::'i.::': tl:'D fcr~~_:)::- void; it invites questioning a..1'ld v finally. bitterness. 

C':-.5S :;:'C':;'::; to klte "that olac;~{ I baleful and depra.ved Diety ~,;r~-;.o seemed 



not their souls •••• ,. (p.402) Man seems destined forever to lose. 

As he rids himself of one disease. God presents another. Cass'had 

previously experienced this sense of futility_ 

When, for instance, by force of determination, or out of 
desperation or whatever, he made himself play safe and went 
on the wagon ••• there w~re indeed manifest benefits and blessings, 
the most important one being simply that he began to function 
at least biologically as a human. Yet this state in itself had 
its drastic shortcomings. Chief affio~g them was the fact-that 
the closer he 'approached this condition of palmy beatitude--
the whole n.'-.:.'1 Gl)8rating ldth all his God-given faculties 
wide-open -- the closer, paradoxicallY, he saw himself coming 
to be a nice young felloliT "nth a blurred grin, a kind of 
emotional eunuch in lfhom that necessary part of the self which 
3£:.,'; tl:.;; Horld loii th passion and recklessness, and which had to 
'08 fl'::~"2d and exacerbated and even maddened to retain its 
vision, had been cut avlay. (pp.284- 28.5) 

:~:.:.; diseased mind, leads to a passion of :'.2.trE;d so intense that he 

~,~'l:;:::3::"':; <1:20t118:: :,umal1 baing. "God surely had clever 'trays of tormenting 

:... i.~1 J pu t ti::~ in his way a substance 't-.>b.ereby Ha might briefly be 

(;'!~;r "':.;:,~ hOl'::"SO:"l t:-2i.ling clouds of, terrore WI (~). 327) The distraught 

us'?:; b.342) Ti1i3 sel:::-0efeating ma.'1 again fa.ces rui.::. as he flees into 

-::"'::",:(.,,,:35: "I felt d:t,::l.r"ed ••• as to make the horror of nothingness less 

Il~c,i(;:..:.lly t it is the r . .::-~-::-t.01ievi..'1g Luigi who presents an answer 

;.-c.:: C:.:58. 'If.'':' Ita 2.:'2 .. (2. 0:-:)1:::.:":.5 to him thG~";-' !'this existence itself is 

r:''':::~''.t. 1..:.:.>::;)1-:;; to 5:':'3::\: t all of us. Once \~<:) l~"3re ;:.t least able to talk 

. l 
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to our Jai~er, but now even He has gone away. leaving us alone with 

the knowledge of insufferable loss.... We can only leave notes to 

Him -- unread notes, notes that mean nothing. I do not know \-Thy this 

has happened, but it has happened, that is our condition. In the 

meantime we do ~~at W~ can." (p.473) Luigi begs his friend to con-

sider Ilthe abominable guilt you have carried with you so long, this 

:;:j:.:£\:.1 guilt which has made you a drunkard, and caused you to wa1low~in 

your self-pity, and made you fail in your art. Consider this guilt 

1·;hic!1 has.poisoned you to your roots." (p.475) Fervently, the 

se:::-,;e:mt no;.r offers a.>'l answer: "For the love of God, Cass, ••• consider 

the gc.od in yourself! Consider hopei Consider joyt" (p.475) 

L>'l revealing his own reaction to this turmoil, Cass touches a 

g:::"rr.rl';;::- of 1:.0p3 fur the lost generation he represents: 

~JO:7 I 3t:.?POS0 I should tell you that through soma sort of 
s:Lf~:~'ins I }-~:::.j reached grace 9 and how at that moment I knew 
it, c'J.t this ,::ou2.8 1:0-::' be true, because at that moment I 
jid~'!. v t really ~:: .. o;.; Kh.2.t I n2d l~c;ache;d or found. I wish I could 
tell you that I had found SO:7.3 belief, some rock, and that 
hera ~1;:C::1~SS lE.i';:-lt become re2..son, .s.:".d grief joy, and no yes • 
. ".::::3 \~v.:;;:!. death itself de2.th no longer, but a resurrection. 
B·..:t '::'0 b~ t:."" ... ::::-l-.ful: you sea, I can only tell you this: that' 
.:.:::; fci..- 'c~i:;:r .2...'1d nothingness, the one thing I did know l<laS that 
to (;:100se be t-;J';;0n them ~~;::;.s simply to choose being, not for 
the sako of b0i~g, or even ttG love of being, much less the 
Cc;si:"~G to Os fozoeye::- -- but in the hope of being what I 
could be for a '~ir.:2;. (pp.476-477) 





· Hemingway's A Far~well to Arms and The Sun Also Rises are ai 
'. - -- ~---...... -

v+tal contribution to ;~erican literatur~, for they provide a 

tangible awareness of the postwar dilenm~~ of the '20's. Styron's 

Lie Down in Darkness and Set This House on Fire give an equally clear ----- -- --. 
and terrifying picture of the problems of society found in the 

aftermath of \{orld War II and, at the same time, go a step farther. 

Styron carries the process of Fre.deric Henry and Jake Barnes to 

its utmost evolution. 

Yet styron adds the element of hope to the intensity of the 

"lost generation." The characters of styron, unlike those of 

Heming't-Tay, do not merely exist; ~h~;r.~~ek ~_ :e<l:s~n _!.'?.~ __ endur~c~. 
Cass Kinsolving, for instance, even at the depths of despair, 

finds encouragement to continue his struggle. Peyton Loftis, even 

in her self-destruction, hopes to find her light in ashe~~ Every -.---.-... ' -

protagonist tries to remedy, rather than merely adjust to, his 

sense of loss. Each struggle of "darkness" has a purifying effect 

which leaves man better-equipped for his trials. In this manner, 

styron attempts a solution to the dilemma of his era, while 

Hemingway is content to .present the problems of his age through 

shocking understatement. 

In carrying the story of the rr lost generation" to a broader 

pe~sp~ctive, Styron has lost none of the intensity of the situation. 

His characters v such as Cass Kinsolving, Peyton Loftis, and even 

Hilton Loftis, e.:.~e examples of "the generation that grew up without 

';~~;' . a childhood, Hithout values, and ,dth only an inherited disbelief 
fO.' 
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between themselves and ruin."84 Peyton carries her loss to, the utmost 

in meaninglessness and futility -- the final cancellation ,of self. 

CaSS accomplishes aL~ost total self-destruction through his sense 

of guilt. Milton, through the death of his daughter, experiences 

complete guilt ridden despair. Other protagonists, such as Mason 

Flagg and Helen Loftis, further ill~strate the intensity of the 

complex ills of this generation. 

Through the intensity of his characters' struggle, Styron has 

made his figures live. Cass is one of the most memorable heroes 

in our modern literature. Although not developed so fully as Cass, 

Peyton ranks as one of the most vivid heroines; neither will Milton 

be easily forgotten. In fact. Styron's characterization of the second 

"lost generation" is on the whole superior to Hemingl-Tay's portrayal 

of the first. The protaconists of the first generation have 

b2.sically neg8:~ive ~!alues of rebelliousness, disilusionment, irrever

ence, 2nd moc:-:ery,85 '[>;hereas their successors in the post World War II 

era turn to:) :? search for meaning. 

It may be argued ~hat Hemingway had no intention of presenting 

a solution to the social c~aos he saw or of making his characters 

parlicularly' r::;.::;!o::"'2ble. His contribution lies in illustrating 

the soc5 .. ;ll (~::';;;int8sr·2.t:"on ,\dt:10Ut succumbi."lg to it •. Styron, however, 

8"t.;'Jo!-.U1 ~v. Aldridge, After the Lost Generation (New York, 1958), 
p.235. . --

85Aldl'idge, p. 235. 



has accomplished the sameperspect~ve for his generation;~d· 

has gone beyond his predecessor in portraying hope, even in despair • 
. \ 

Whereas Hen:ungway strips his characters of their values t styron 

strips· his of their starkness and gives them direction. In convey-

ing the suqtleties and complexi ties o~ his age. he has made the 
.' . 

greater contribution and has completed Hemingway's unfulfilled 

11 promise that "the sun also rises." 
:~>. ,:~~, . 

':."'" 
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CRAPl'ER I 

INTRODUCTION 

Ever since the appearance of Justine, the first volume 

of The Alexandria Quartet by Lawrence Durrell, critics have 

made comments comparing Durrell favorably or unfavorably 

with Marcel Proust and his monumental work A la Recherche du 

temps perdu. with the following volumes of The Quartet 

(Balthazar, Mountolive and Clea) this comparison became more 

pronounced. However, these critics have failed to be thorough 

enough'to prove that the comparison is valid or invalid. 

In reviewing the work that has been done on the two authors, 

one finds that many volumes have been written about Proust 

and Proust's works. Many of the works are psychological 

studies of the author or annotated volumes of h~s letters. 

Although these works may help to understand the author or 

put a new light on why Proust writes of a certain incident, c 

they are of no assistance in ascertaining the literary merit 

of A la Recherche du temps perdu. However, there are other 

critical volumes, some as 'lengthy as a volume of Temps perdu, 

which are helpful in understanding the work: these works 

treat the thematic development, style and structure. Many 
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of the critical studies stress the importance of Proust's 

vision as this'paper will do. The proustian vision is 

important because it molds the form, content and style of 

Proust's masterpiece. 

The criticism of Durrell (who is currently most popular 

in France) is much more recent than the bulk of Proustian 

criticism. In faclt the majority of this work has appeared 

since 1957 when Justine appeared. Although Durrell has 

two other novels--The Black Book and Bitter Lemons--and some 

plays, the majority of study is directed towards The Quartet~ 

Whereas Proust is generally praised as an innovator and 

an artist, Durrell is either lauded or damned by the critics . 

. This division is so strong and so impassioned that one feels 

there is a new cause named Durrellism. The interpretations 

of Durrell's Quartet are equally diverse, possibly because 

of Durrell's own scheme to show multiplicity. The anti-

Durrellians accuse Durrell of not being realistic, not 

drawing credible characters, being over-romantic, even 

gothic, knowing nothing of , love, being unable to construct 
c 

a novel, and being would-be smart and worldly. The pro-

Durrellians answer that Durrell has been misunderstood 

and that the very faults that "Brother criticus" proposed 
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are in truth the strengths of this brilliant romantic, 

symbolic novelist. The controversy that is important to 

this paper is that which praises or denounces Durrell for 

his lack of message, for his book which tells of many ways 

of life but condemns none. However, a closer reading of 

Durrell can result in one finding a very definite "search 

for Truth" and a very definite message which is the element 

of Durrell's work that is probably the least explored. 

Now, it becomes necessary to show where the critics 

make the comparison or contrast between the two. This 

parallel or contrast has been drawn in the areas of form, 

characterization, theme, and style. The Quartet has been 

called a "remarkable innovation in structure, strictly 

comparable to but in no way dependent on the parallel 

1 
achievement of Proust." The development of Darley has 

been compared to that of Marcel in Temps perdu. 2 This 

parallel can be considered as a similarity in characteriza-

tion or in theme, since it deals with the thematic 

~Hilary corke. "Mr. Durrell and Brother Criticus .. • 
Encounter, Vol. XIV, .No. 5. May 1960. 

2 Carl Bode. "Durrell's Way to Alexandria." College 
English, vol. 22,.No. 8. May 1961. 
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development of an artist. Another thematic comparison is 

that both The Quartet and Temps perdu are efforts to translate 

into human terms philosophical and mathematical concepts 

of time. 3 Finally there is a comparison of style. One 

critic feels that although Romantic putrescence is charac-

teristic of the first three novels, C1ea takes on the 

"app1es-of-ash ,taste of Proust's last vo1ume • .,4 A negative 

comparison comes from Charles Tomlinson who feels that "the 

lengthy periods, the tuppence-co1oured proliferation of 

adjectives, the sharp brittle skill are certainly far 

removed from Proust's Ruskinian particularity and his hold 

on both moral and sensuous detail," and that Durrell creates 

not "Proustian irony but moral re1ativity.lrS 

These hasty comparisons lay a basis for a comparison 

and contrast of the major work of these two authors. But 

3ceci1y Mackworth. 
Romanticism." Twentieth 
March '1960. 

"Lawrence Durrell and the New 
Century, vol. 167, No. 997, 

4Frank Kermode. "Fourth Dimension." A Review of English 
Literature, Vol. I, No.2, Apr11 1960. 

SChar1es Tomlinson. "And the Eyelids are a Little 
weary." Poetry, vol. 98, No.1, April 1961. 

, 

c 



5 

before the parallels can be drawn,A la Recherche du temps 

perdu and ~ Alexandria Quartet must be separately analyzed 

to provide a background for the comparison of these two 

works which are at once very clQse and yet at opposite ends 

of the pole. This difference results largely from the un

like natures of vision and message. 



CHAPTER II 

A la Recherche ~ temps perdu 

The innovations in the novel which were affected by 

Proust make his work an important area of study for anyone 

who is to grasp the complexities of contemporary litera
c 

ture. To understand A la Recherche du temps perdu one must 

analyze its structure, characterization, themes and style. l 

This analysis can merely serve as a background for a more 

searching study of the vision which guides Proust work. 

The most obvious of Proust's innovations is probably 

in the area of structure. In some ways the title A la 

Recherche du temps perdu fs indicative of Proust's new 

approach to the novel, since his search for time past leads 
-I 

him into the uncharted realms of time-space. The emphasis 

lCitations to proust, unless differently specified, refer 
to the two volume edition of Rememberance of Things Past as 
translated by C. K. Scott Moncrieff from A la Recherche du 
temps perdu. Volume I contains Du Cote· de chez Swann (Swann's 
Way), A l'ombre de jeunes filles ~ fleurs (Within a' Budding 
Grove), and Le cot~' de Guermantes (The Guermantes'way). 
Volume II contains Sodome et Gomorrhe (Cities of the! Plain), 
La prisonniere (~Captive), Albertine disparue (~Sweet 
Cheat Gone), and ~ Temps retrouve- (~~ Recaptured). 

I 

6 
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I 

upon his interpretation of Bergson's revolutionary time-
I 

space concept necessitatp.s a new form for the novel; a 
~ I 

form that can convey Proust's vision both directly ahd in-

directly to the reader. 

hint of what is to come. 

I 

Hence the title serves as a! subtle 
t 

I 

However, the title only points the 

way to Proust's revolution that is carried out in the struc-

ture of the novel. The way in which Proust's great work 

A la Recherche du temps perdu is composed of seven separate 

noveis, Du coteI' de chez Swann, A l'ombre de jeunes filles 

J-. 
~ fleurs, Le'CoteA de Guermantes, Sodome et Gomorrhe, La 

prisonni~re, Albertine dispClrue and Le Temps retrouvef ; is in 

itself somewhat unusual, although this division is in some ways 

arbitrary, since the real divisions are the separate 

incidents in the narrator's life, and more than one often 

occ~rs in a single book. From the introduction to Du cote~ 

de chez Swann through the first part of Le Temps retrouve f 

the reader wanders with Marcel through a maze of recollections 

of his past life, starting with his childhood at Combray. 

Each separate incident, such as Swann's love for 

Odette, Marcel's love for Gilberte and Albertine, the case 

of M de Charlus is in itself ~ell-developed and paints 
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excellent pictures of French arist.ocratic and upper 

bourg~oise society at the turn of the century. However, 

it is only with the third part of Le Temps retrouvl that 

,the reader discovers with Marcel a vision of time and of 
I 
I 

mankind and is thus able to see a new level of meaning 

brought about by the remembrance of the experiences. The 

fact that Proust fills over six books with slightly connected 

events and thoughts but does not reveal this vision until the 

last part of the final book necessitates the reader to follow 

Marcel in his blind search for his talent, to feel his empti-

ness and dejection and finally to grasp with him the concept 

of man in time and space. This very complex structure conveys 

'to the reader what Proust is saying as effectively as the 

words that he uses and in this way augments and heightens 

the intensity. 

But even more than the outer form of the novels, the 

point of view that proust chooses and the way in which he 

uses it are extraordinary. proust is often said to have 

begun the stream-of-consciousness technique that has been 

so extensively used in contemporary literature. The first-

person narrative of Marcel is broken only in the first 

book in the portion dealing with Swann's love for Odette. 
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Although this could possibly be considered to be told 

by Marcel,it seems as ·if Proust suddenly switches to a 

Henry James type of third-person-limited consciousness as 

he writes of Swann's love and seems to enter Swann's mind. 

Aside from this exception the reader only sees through 

Marcel's eyes and is limited to his knowledge. 

Related closely to the point of view is the focus 

that Proust uses which is a combination of the dramatic 

and the expository. Although many of the incidents seems 

to be presented rather directly/as are the evenings at the 

Verdurins', Marcel's visits to Odette, and the final encounter 

between Mroe de Guermantes and Swann, much of the novel is 

'filled with Marcel's thoughts, comments, and "e'~planations 

of the situation, so that the majority of the dramatic effect 

is lost among the mental meanderings of the narrator. How

ever, this is an important part of drawing the reader into 

the book. 

Another point that must be discussed in conjunction 

with the general structure o'f the book is plot. If an over

all plot is to be found, it is the development of a young 

man into an artist. Although this subject will be discussed 

later in relation to the major themes in the book, it must 
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also be considered in relation to structure. This inner-action 

plot finds Marcel, at the beginning of the book as an ill, 

seomwhat disillusioned old man who has accepted the fact 

that he is talentless and has led a relatively empty life. 

A taste of madeleine takes him· back to his childhood at 

Combray, and from this point the books are filled with the 

reminiscenses that reflect coming of age and eventual maturity. 

The break of sixteen years between the end of Albertine 

, 
disparue and the beginning of ~ Temps retrouve serves to 

heighten the sensation of time and to bring the work to its 

climax which is Marcel's revelation of man in time-space. 

After this event which falls in the last part of ~Temps 
; 

retrouve, Marcel knows that he can write and is determined 

to write a monumental work that will show this vision 

to others. connected with this over-all plot are many 

other plots that usually deal with love in some form. 

There is Swann's love for odette, Marcel's love for Gilberte, 

his love for Albertine which is complicated by her homo-

sexual tendencies, M de Charlus' love for Morel. Each of 

these sub-plots is a story complete within itself, and most 

of them form the basis for one of the individual books: at the 
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same time they serve to illustrate the growth or lack of 

it in the narrator. 

The last point that must be discussed in relation to 

structure is that of setting. For Proust setting is very 

important because of its relation to memory. This connec-

tion can easily be seen in Du CoteJde chez Swann in .~ic~ 
----~=;;.;. 

Combray, Marcel's childhood home reminds him of security 

and innocence,and the footpaths symbolize different ways 

in the world. 
I , 

The Meseglise or Swann's way signifies 

"something as inaccessible as the horizon" while the 

I Guermantes means "no more than the ultimate goal, ideal 

rather than real. II (I, p. 103), Eventually Marcel does enter 

these two worlds in society which supply the titles for 

two of the series, and these worlds, which have existed 

only in his mind, become the worlds in which he lives. 

The importance of a place, a setting, is only its relation 

in one's mind to a certain time, for to proust "remembrance 

of a particular form is but regret to a particular moment ... 

(I, p. 325). In this way setting becomes closely linked 
I 

to the main theme of time and has therefore a thematic, 

as well as a structural importance. 
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The second main area for discussion is that of charac

terization. By examining each of the main characters in 

the novel, one can gain not only an insight into the person 

but also a knowledge of Proust's method of characterization 

which uses physical portrature to portray psychological 

status, as well as reveals personality through conversa

tion and through Marcel's observation of actions. The 

changes in these characters are all shown to the reader 

through the eyes of the narrator, and consequently the 

reader's opinion of the characters must change with Marcel's. 

One can begin this discussion of characterization by 

looking at the three members of the Swann farnily--Swann, 

Odette and Gilberte. All three of these people are at 

least introduced in Du ~6te' de chez Swann and are then 

developed throughout the other novels. Swann is first men

tioned in the beginning pages of ~ cote l de ~ ~n 

(I, p. 12). proust gives no preparation for this introduc

tion: instead Marcel is remembering how important it used 

to be for his mother to kiss him goodnight and that she 

did not corne, on nights when the family had guests: then 

Swann is mentioned as practically the only person who ever 
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! 
visited the house at Combray. Thus Swann becomes apart 

I 
of the story, but the reader immediately learnstha~ the 

Swann which the narrator's aunt and uncle know also .leads 

another life in which he is prominent in the most luxurious 

Paris clubs and is most sought after by the aristocratic 

. . 
world of Faubourg Saint-Germain. (I, p. l2) One also 

learns that swann later marries a "fast" woman because of 

the daughter that he so dearly loves. (I, p. 18) Swann's 

portrait slowly unfolds as one discovers that he is Jewish 

and that he has' an absolute horror of giving an opinion. 

All in all this first portrait of Swann is one of an adoring 

father and patient husband who passively accepts his wife'S 

"lovers· • 

However, one gets a different picture of Swann in the 

next section of Du Cot~ de chez Swann in which one sees 

him as the lover of Odette de Crecy. Suddenly this man, 

who is well accepted by the aristocracy, is seeking entrance 

into the world of the Verdurins .': upper-middle-class social 

climbers because of his love for Odette, an actress and 

prostitute. A word from Odette can cause within him sus-

picions that drive him to insane jealousy and senseless 
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, 
i 

acts--such as searching all the cafes in Paris for I 
his beloved or of disturbing two lovers because he has, 

in his anger, mistaken a lighted window for Odette'S and 

thinks that she has lied. Swann undulates from love to 

jealousy, to tenderness to pity; but when he learns through 

an anonymous letter that Odette has been the mistress of 

several men and women, he becomes obsessed to discover the 

truth which never ceases to hurt him. Eventually his love 

for Odette dies, and only after this love is dead does he 

marry Odette. 

The next glimpse of Swann is as Gilberte's conscien-

tious father and Odette's husband. In the new life Swann 

has adapted himself to the lower station of his wife and 

frequents a new group of people. Swann, who once was res-

trained in mentioning his invitations by royalty, now 

brags when the wife of a small official in the g:>vernmcnt 

visits his wife. He becomes an ardent Dreyfusard which 

imparts to his way of looking at things a "simplicity of 

mind", "an impulsiveness", "an inconsistency more notice-

able even than had been the similar effects of his marriage 

to Odette." (I, p. 1131) At this same time proust shows 
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that Swann is near death, having only a few months to live. 

The physical effects of this illness serve to highlight 

his Jewish characteristics, thereby linking him more closely 

to the Dreyfus case and the anti-semitic question. By the 

time of Swann's death Proust has given him several different 

faces to highlight the difference that a change in time

space can make within a person. 

The second member of the Swann family is also intro

duced early in the first novel but is known only as that 

"fast" woman that Swann married until the part of the book 

that deals with her love affair with Swann. (I, p. 16) 

Whereas Swann is mainly described thlDtgll,. changes in his 

thoughts or emotions, Mme Swann is usually painted through 

a physical picture and is, in many ways, her husband's 

antithesis. She does not possess the kind of beauty that 

Swann spontaneously admires; she is thin-faced, wears her 

hair "drawn forward in a fringe, raised in crimped waves 

and falling in stray locks over her ears:" however she has 

a good figure which unfortunately is disguised by the 

prevailing fashions. (I, p. 151). Swann feels that she 

is vulgar and has bad taste in everything: for instance, 
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her house, decorated with oriental draperies, strings of 

turkish beads and a huge Japanese lantern, is cluttered 

with oriental knick-knacks. (I, p. 168). Through Swann's 

eyes, the reader learns of Odette's smeared reputation and 

also discovers that during the time that Swann has thought 

of her as his, she has had other interests, both male and 

female. Only after Swann receives the anonymous le~terJ 

does the reader begin to learn how free Odette has been 

with her affection1 for instance in A Lombre de jeunes filles 

~ fleurs, it is suggested that Odette has been the mistress 

of Elstir, who has used her as the model for a painting 

entitled Miss Sacripant. This suspicion is later confirmed 

in the Du cote' de Guermantes. 

Whereas the marriage with Swann is for him a social 

regression, it is for Odette the beginning of a better 

life and a new personality. Her personality is said to 

have become "angelic'l in comparison to her previous temper, 

but nevertheless, swann does.not want to impose her on his 

friends. (I, p. 358). This inner change is signified by 

an outward change in which Odette finds a type of beauty 

that is just her own and consequently looks younger than 
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ever. Simultaneously, Proust notes a parallel change in her 

taste in clothes and in furnishings. These changes symbo-

lize her first step up the social ladder. During the Dreyfus 

case Mme Swann becomes an antidreyfusard so that she will 

~ not harm her social standing. Eventually Odette's salon 

begins to form around her friend Bergotte, a most-lauded 

author of the time,and aroun? antidreyfusism. Odette's next 

step leads her·.bo deny knowing the Verdurins to a member 
I 

of the royalty. After Swann's death, his wife manages to 

become Mme de Forcheville and as such is accepted bylthe 

aristocracy. Although the facts make Odette seem to be 

distasteful, she is,despite her desire for social st~tus, 

warm and charming and well-liked by those who know her. 

Even though Odette has found a place among the aristocracy, 

she has not, in some ways, changed from the days when her 

name was Odette de Crecy. Becoming the mistress of the 

aged M de Guermantes, she lives her last years in an illicit) 

clandestine affair, similar to the others that she had 

known. Toward the end of Le Temps retrouve~ Mme de Forcheville 

is shown at her daughter's reception, sitting in a corner 

where she will not be in the way: still possessing a 
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semblance of beauty, her face is now clouded by approaching 

,senility and death. Now Odette feels that her love for 

.Swann was foolishr she realizes that she is not, andinever 

was, his type and consequently has caused him much pain. 

But Odette has remained true to her type, only refining her 

manners and tastes as. she has c~imbed the social stairs. 

Another Swann that must be considered is Gilberte, 
, I 

Swann's daughter. Gilberte is at first indirectly intro-

,duced as Swann's beloved daughter and as a friend oflthe 

I ' 
writer" Bergotte. The reader's and Marcel: s first v~ew of 

her comes on one of Marcel's many walks around Combray 

(I, p. 108). At this time Gilberte is seen as a rambunctious 

reddish blond with sharp black eyes. Her indecent ge sture SJ 

which Marcel takes to be signs of her dislike for him, he 

discovers many years later in Albertine disparue, to be an 

invitation to play "secret" games in the nearby ruins. 

(II, p. 866) 2 Later as Gilberte and Marcel play daily on 

2In the newer (1954) Librarie Gallimard edition of A la 
Recherche du ~s ~erdll edited by Pier~e Clarac and Andrei 
Ferre', this'incident is found at the first of ~ Temps 
retrouve', vol •. III, p. 693-695. 
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I Les Champs--Elysees/one sees more of her capricious, fun-

loving, and teasing nature. Her love affair with Marcel 

in A L'omhre ~ ieunes filles ~ fleurs seems to be a 

highly intellectual 'experience with neither of them having 

any idea of love, particularly Gilberte. Toward the end of 

their romance Marcel sees Mlle Swann walking with a person 

whom he takes to be a young man, but whom he later discovers 

is the actress, Lea, a notorious homosexual dressed as a 

man. This incident, finally explicated in Le Temps retrouve~ 

brings Gilberte into the prominent homosexual theme (II, p. 868). 

I 
C At this time Gilberte is physically described as res~mbling 

, 

both her father and her mother: this is important be~ause 
I 

I 
'the older she gets, the more her looks and personality resemble 

I 
I 

Odette. After the initial incident in which Gilbert~ is 
! 

involved, she does not reappear for many years. In Albertine 

disparue when she does appear, it is in an 

with Marcel who fails to recognize her and 

accidental meeting 
i 
i 

mistakes her for 
I 
I 

a "fast .. woman (for that matter, she later admits that she 

was propositioning him). (I, p. 777) Marcel has this girl 
~ 

identified as Mlle d'Eporcheville, a name that he learns is 

actually de Forcheville. The explanation is that after 

Odette'S remarriage, Gilberte has taken her mother's new 
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name so that she may be rid of the stigma of a Jewish father. 

The haughty young woman with' a new found position among 

the aristocracy is even embarrassed to acknowledge her now 

dead father. Eventually Gilberte even marries into the 

Guermantes family by becoming the wife of Robert de Saint~ 

Loup. Disturbed by her husband's infidelity MIne de Saint-

Loup begins to imitate his former mistress, by styling her 

hair in the same manner an~ by wearing the same type of 

ornaments in her hai'r. Then during World War I Gilberte 

and her daughter flee to Tansonville to escape the German 

bombings of Paris. Marcel later learns, however, that her 

real reason is to save the family heirlooms and property. 

sixteen years later at the time that Marcel returns to 

paris, Gillberte has grown to be an exact replica of her 

mother, with similar ambitions and actions. (II, p. 1051) 

By using parallel methods of characterization for Od~tte 

and Gilberte, Proust intensifies the similarity betwrlen 

them. 
- f ", 

The discussion of the characterization of the Swann 

family has shown the main features of proust's metho~s of 

characterization. However, the in~erplay between direct 
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and indirect characterization needs to be discussed at this 

point. Although the characters do reveal themselves by 

their own words and actions, muchof the time the reader 

discovers the characterization through Marcel's interpre-

tation of the words and actions. Thus the reader never 

really draws his own conclusions~ but must accept Marcel's 

decisions. 

There are several other characters that illustrate 

proust's method, but are important for other reasons. These 

characters include the Guerrnantes, the Verdurins, Albertine, 

Robert de Saint-Loup and M de Charlus. 

The Guerrnantes are the representatives of the established 

aristocracy; theirs. is the way that is an unattainable 

ideal to the young Marcel. Through the various salons, 

dinners and calling days in which the members of the 

Guerrnantes clan participate, Proust draws an excellent pic-

ture of French aristocracy at the turn of the century. 

As part of the aristocracy the Guerrnantes do not have to 

conform tq the ways of society, instead they modify them 

to their own personal habits. (II, p. 4). Both physically 

::. and mentally the Guerrnantes are superior to the rest of 
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society. The well-known wit of the Guerrnantes is as much 

a trade-mark as is their social courtesy in which "it is 

the surface that becomes essential and profound: and which 

is a duty more essential than those of charity, chastity, 

pity and justice- (I, p. 1023). This feeling is best illus-

: = 1: ~<:: -::" ~~e incident of the red shoes at the end of Du 

Cote de Guerrnantes. The Duchess de Guerrnantes is placed 

for the first time in the position of having to choose bet-

ween two duties--giving sympathy to her dying friend, Swann, 

or going'to a dinner party. Having no standard in her con-

ventional code to dictate her behaviour in this instance, 

she chooses to not believe that Swann is dying. To her 

husband it is more important that his wife wear the proper 

colored shoes than that they be on time to the dinner or 

that they sympathize with Swann. Swann, in his innate poli-

teness, however, understands their code, and~ealizes without 
~-

bitterness that for them social obligations must take prece-

dence over the death of a friend. Also representative is 

the boredom that leads MIne de Guerrnantes to develop several 

actresses for friends. Whereas the Guerrnantes represent the 

artistocracy the Verdurins represent the upper bourgeoisie, 
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jealous of a place is society_ The Verdurins' salon, com

posed of the I·faithful, II is required to adhere to the 

creed formulated by the group or else be expelled. (I, p. 

144). The main point of the creed is that the members of 

"the little clan" not be curious about any other salon. 

This very exclusiveness and the intellectuality of the 

Verdurins' salon plays on the boredom of the aristocracy 

and becomes a means of raising the clan in society_ The 

Verdurins also place social obligations above the death of 

a friend, but in contrast to the Guermantes, feign a sticky 

sadness. Using other people is another habit of the 

Verdurins: an excellent example of this is the way in which 

they treat M de Charlus. As one of their first contacts 

with the aristocracy, he plays an important role: the 

concert at which Morel, the violinist makes his debut, is 

organized by Charlus for them. However, as soon as the 

Verdurins perceive that Morel will be a success, they begin 

to drive a wedge between the two men, so that they alone 

may sponsor him in society. This is typical of the way in 

which the~e peop~e rise in society. After her husband's 

death, Mrne Verdurin first marries le duc de Duras, and then 
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when widowed for a second time, she realizes her ultimate 

dream by becoming the wife of the Prince de Guerrnantes. 

However, even when she has reached this pinnacle, she is 

not content and continues to build a '·clan" which must be 

the most brilliant and sought after in Paris. Even with 

the title, Madame is not a true aristocrat; even though she 

follows the rule of exterior importance, she is not a 

Guermantes. 

Albertine Simonet, another of the bourgeoisie, is 

also a most important person in the story because as 

Marcel's mistress, she is significant in his development 

and because she plays a key role in the homosexual theme. 

~possibly Albertine's most important function is to point 

1 

up Marcel's character through his reactions to her; for 

example, his je'alousy and suspicion that she is sleeping 

with some woman every time that she leaves the house. Also 

Albertine's rather free morals with both men and women 

provides a parallel with Mme Swann~ and her affair with 

Marcel compares in a sense, 

character change is seen in 

to Swann and Odette's. Little 

I 
Albertine/since she is not 

i 

shown as a child and her early death ends further development. 
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Because of this lack of change and because of her affair 

with Marcel, Albertine becomes important not in herself 

but as an affective force. 

On the side of the a~istocracy Robert de Saint-Loup 

is noted as a Guermantes, the lover of Rachel, the husband 

of Gilberte, close friend of the narrator, and a homo

sexual. Serving in all these capacities he becomes 

important as a link between the Swann's way and the Guermantes' 

way. His increasing homosexuality also is a parallel with 

that of M de Charlus. 

Charlus is one of the major characters and is an exce~

lent illustration of Proust's method of showing a changing 

character through a changingmuntenance. At the beginning 

one only speaks of the Baron de Charlus, a member of the 

Guermantes family/above the rest in intelligence and appearance. 

By the end, however, he is a dotering, effeminate old man 

who has worn himself down by cha~ing after men, going to 

a homosexual prostitution house so that he can get the type 

of pleasure that he wants, either from being beaten by a 

man, or from sleeping with a man. AsCharlus degenerates, 

his appearance becomes increasingly effeminate. However, 

he is not just a lecher, but does honestly sare for some of 
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his lovers1such as Morel. In the case of Charlus, Proust 

uses character change to. reinforce a main theme of the book. 

There are many other characters that play meaningful 

roles or have important functions1 however, they only serve 

as further illustrations for characterization techniques 
~ 

already discussed, or else have a greater thematic impor-

tance and should be discussed in that area. 

There are many important themes in ~ la Recherche du 

temps perdu. Of these the three most important are Time, 

Love and Art. Along with the idea of art is that of the 

development of the artist which is shown through Marcel. 

The first of these themes, Time, is more than merely 

simple time to Proust1 for him, Time is a fourth.side of 

space. Proust has many affinities with Herni Bergson and 

his idea of duration but differs in the importance which 
~ I 

he places on volUntary and involuntary memory and onithe 

~ifference between inner and outer effects. This paJti-

I 

cular concept of Time is an integral part of Proust's 
. Iz· 

vision and as such is conveyed to the reader both directly 
I 

! 
and. indirectly. 

Time becomes an integral force in the novel even before 
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it begins, as indicated by the title, A la Recherche du -- -
temps perdu and from the very first sentence Time plays a 

role. "For a long time I used t,o go to bed early" (I, p. 3). 

constantly the words, time, hour, minute, midnite, and 

o'clock appear and reappear/never letting the reader lose 

the impression of time. However, for Proust the idea of 

time is so linked with remembrance that the two cannot be 

discussed separately. At the same time th~_author links 

remembrance with Bergsonian duration, and shows time as 

the fourth side of space, since memory is conceptualized 

in Space, not in pure Time. One finds that proust often 

uses spatial imagery to discuss the memory process. 

All these memories, following one after another 
were condensed into a single substance, but had not 
so far coalesced that I could not discern between 
the three strata • • • (I, p. 143) 

For Proust there are two different types of memory, 

voluntary and involuntary, which might also be called 

.~ intellectual and emotional. Those thoughts recalled by 

the exercise of the will, by intellectual memory, preserve 

nothing of the past itself and therefore are futile. (I, p.34). 
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Only this sort of memory will result in a true reliving 

of the past in the present. Emotional memory takes place 

in the incident of the madeleine as the familiar flavor 

suddenly evokes the days at Combray. (I, p. 34). Again 

at the end of the work Marcel feels this mysterious moment 

as he waits in the library during the GuermantesJreception. 

During the experience Marcel enjoys an impression containing 

qualtities of an earlier day and of the present time. For 

him this is a "fragment of time in its pure state" (II, p. 

996). This is "for Marcel the moment of mystical experience 

when he is freed from time so that his "true self" may 

sense the "permanent essence of things," (II, p. 996) also 
~ 

liberated for a flash. 

Although Proust does write much about Time and memory 

and in this way directly convey his concepts to the reader, 

he also demonstrates his ideas through the structure of the 

work. This indirect method of conveying his vision to the 

reader is probably even more effective than the other. 

As has already been mentioned, the title of the whole work 

is indicative of the subject. The last member of the set, 

Le Temps retrouve' completes the picture and makes the 
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reader realize of what Proust has been ~peaking. Be~ing 
.... ' 

confined to Marcel's mind, the reader must travel wi,th him 
, 

on the paths at Combray, experience his loves, hopesi
, and 

'··1 
disillusionment, and finally see ~is vision. One must 

.:1. 

remember the duality of the narrator, who is at one time 
; 
I 
I 

old man and young boy, which causes one to experienc~ 
I 

I 
the past and present at the SCl,me time. The first vo!lumes 

might seem to have the same aimlessness as Marcel's life 

if it were not for the final portion of ~ Temps retrouve'. 

In the first part of Du cate~ de chez Swann, Proust states 

that it is only through the sensation caused by a material 

object that one can recapture the past and that it depends 

on chance whether one finds this object before death. 

(I, p. 34). Swann and the narrator)who parallel each other 

in many ways, supply examples of men searching; the differ-

e'nce is that the narrator discovers the object before 

death, whereas Swann and the rest of the society do not. 

Throughout the several books,:Marcel has many moments of 

a quick fusion of past and present which show him a possi-

bility but give him no understanding. It is only at the 

Guermantes/party that he and the reader finally catch a 



vision that explains all that has preceded. Only 

end is the reader able to perceive that the whole 

I 

I 
I 
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at the 

wlrk 

is carefully constructed so that the reader will not just 

intellectually see the vision, but through identifying with 

Marcel, can emotionally experience it. 

within the framework of time and space is found the 

theme of love. Among a large number of minor love affairs 

emerge five that should be considered--those of Swann and 

Odette, Marcel and Gilberte, Saint-Loup and Rachel, Marcel 

and Albertine, and Charlus and Morel. The affairs of these 

people all exhibit love as subjective, compulsive, jealous, 

painful and unreciprocated. Also important is that in 

each case the men and women f~it into a definite pattern. 

By attending to the different aspects of love and the separate 

roles of men and women in each aspect, one can gain a 

greater insight into proustian love. 

The first side of love for Proust is its subjective 

nature. The idea is at first only hinted as Marcel states 

that during the time that he first loved Gilberte that 

IIhe still believed that Love really did exist, apart from 

ourselves" (I, p. 306). But of the love of Swann and 

Odette, he later writes: 
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I , 
I 

No doubt very few people understand the pur~ly 
subjective nature of the phenomeon we call love~ 
or how it creates, so to speak, a fresh, a third, 
a supplementary person, distinct from the person 
whom the world knows by the same name, a person! 
most of whose constituent elements are derived ! 

from ourself, the lover. (I, p. 359) 

This statement also suggests the differing roles of 

man and woman in this love, since he projects into hjr a 

, ' 

state of his own soul while she, no matter what type of 

woman she may be, merely serves as an object to arouse his 

emotions. For this reason the woman is in most cases of a 

lower social position than the man and is using him to rise 

in the social world~ he, however, does not see the situation 

'in this light. Swann and Odette are an excellent example 

of this aspect of love/as are Saint-Loup and Rachel. 

The second quality of proustian love is that it is 

compulsive. The man has reached a point when he is ready 

for a great love. Such is the case for the quiet, reserved, 

self-contained Swann who suddenly realizes that he must 

have Odette after she has failed to meet him at a party_ 

Thus, an acquaintance which has had no physical base and no 

emotional depth, suddenly is projected into the future as 

a man's great love. The same is the case with Marcel and 
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Albertine and with Marcel and Gilberte. In fact, Marcel 
i 

~ 'has decided that he must love ,Gilberte long before he ever 

I 
"meets her. Because of the compulsive and distoring qualiti-

ties of love, proust, at times, even considers it asia 

disease. Recovering from the compulsion causes a man to 
I 
I 

view the world as others do and leads him to say with 
I 

i 
Swann, that the greatest love that he has ever known has 

i , , 
been for a woman who was not his style. (I, p. 292).i 

! 

connected with this love is a desire to know all about 

the love object. The man in his search often discovirs 

facts that for his happiness would be better unknown. This 

is true in every one of the important affairs, since the 

woman always is hiding several secrets about herself and 

isusually aided in this by her friends. At first the men, 

actually blinded by love, suspect nothing but then become 

curious from wanting to better know their beloved. In the 

beginning Swann and Saint-Loup know nothing about the 

promiscuous lives of their mistresses, nor does Marcel sus-

pect that Albertine is attracted to other women. In each 

case some incident, such as the anonymous letter written 

to Swann, causes the lover to begin to suspect that his 

mistress has a life outside of their life together. This 
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usually leads to questioning of the mistress, who freely 

admits. at least the partial truth. Then begins the desperate 

search for the truth, each step bringing a new wave of 

jealousy which then subsides only to be replaced by another. 

From the jealousy comes suffering. For Proust suffering 

is probably the most fundarnentai quality of love; in fact 

one chooses th.e love partner because of the fact that this 

person can cause pain. However, the agony is not uglyJbut 

beautiful because it is a means to self knowledge and under-

standing. 

A woman is of greater service to our life if 
she is in it, instead of being an element of 
happiness, an instrument of sorrow, and there is 
not a woman in the world, the possession of whom 
is as precious as that of the truths she reveals 
to us by making us suffer. (II, p. 731) 

The cruelty of the women involved heightens the suffering 

of the men. For instance Albertine always plans excursions 

that will arouse Marcel's jealousy such as her trip to visit 

;' 
the actress Lea whom Marcel has asked her not to see. The 

same is true of Odette who continues to have intimate rela-

tionships behind Swann's back. 
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This streak of cruelty in the women is only one facet 

of a many-sided problem--that of unreciprocated love. In 

Proust the men lovej the women only take their love, and 

consequently, are not involved in the emotional upheaval 

involved in love. Because the women such as Rachel, Odette, 

Gilberte and Albertine are not emotionally involved, they 

can make their men happy or miserable and can act as if 

they are in love but can continue to live their own lives. 

Since all the loves are one-way, they are bound ultimately 

to fail and do, since for Proust love becomes only a means, 

not an end. 

The only major affair that has not been discussed is 

that of Charlus and Morel. This homosexual affair follows 

the same pattern as the heterosexual affairs. Morel is of 

a lower class than Charlus and uses him to gain entry to 

the aristocratic world. Charlus' eyes see none of this 

until Morel rejects him after the successful concert at the 

Verdurins'. Charlus is jealous of Morel and is afraid he 

will find another lover, which ultimately he does. In 

addition Morel only takes love and uses it, but returns 

none. worth noting is the fact that Proust treats the theme 
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of homosexuality kindly, never condemning it per se. 

Although the theme is quite prevalent in the book, if 

examined/it is seen as only an illustration of proust's 

theory of love and not as a separate theme in itself. 

Somewhat related to the theory of love is the theme 

of the development of the artist. This theme shows the 

influence of love and society on young Marcel's life and 

is a means for Proust to develop his theories of art. 

Besides the narrator.there are three major artists, 

Vinteuil, Elstir and Bergotte, who illustrate the true 

artist. 

The theme of love has already been discussed, but 

should be mentioned in relation to Marcel's growth. For 

young Marcel his first love is his mother, who can devas

tate him by merely not kissing him goodnight. While still 

a child, Marcel fails in love with his idea of Gilberte 

Swann, mainly because of the fact that she is the good 

friend of the writer, Bergotte. His love for Albertine and 

for his conception of Mme de Guermantes is increased by 

Albertine's friendship with the painter and through the 

Guerrnantes' ownership of some of Elstir's paintings. The 
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sonata of the great musician vinteuil is prominent in the 

affair of Swann and Odette. Through these illustrations, 

each of the great artists is connected with one of the 

maj'or love affairs. 

But more important than this association is the effect 

that love has on each of the artists, particul~rly on 

Marcel. These men feel the jealousy and suffering that is 

connected with Proustian love, but find from it their 

creative powers. The agony that Vinteuil feels because 

of his beloved daughter's homosexuality is transmitted in 

his sonata. For Marcel his loves and the suffering that 

they cause form the basis of much of the monumental work. 

During the great passion of the actual affair with Albertine 

and the accompanying jealousy and suffering, Marcel writes 

little. But it is the questions that Marcel has asked 

during this time and the searching that he has done that lead 

to the eventual revelation of a vision that enables him to 

write. 

As a child Marcel always has walked along the two 

I 
paths at Combrc;ty,the Swann's way and the Guermantes way, 

dreaming of their significances of love and society. 
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I 

'Ultimately Marcel knows and is effected by both paths and 
I 

both ways of life. Mme de Guermantes' social position is 

the greatest reason that Marcel becomes infatuated with her. 

The same applies to his friend Saint-Loup and his aunt, 

Mme de Villeparisis, who are also Guermantes and live in 

the world where the surface not the depths are important. 

By introducing Marcel to this kind of world the Guermantes 

enable him to know the most elite salons in Paris. In this 

manner Marcel is able to be awakened from the innocent 

state in which he deals at Combray and to know firsthand 

the corrupting elements of snobbisme found in Parisian 

society. 

By speaking through Marcel, Proust is able to put 

forth his theory of art, which develops in conj.unction with 

Marcel's experiences with love and society. Marcel hints 

at his ideas of art as he remembers the frescoes by Giotto 

in the Arena Chapel that he had seen as a boy; nthe special 

beauty of these frescoes lay in the great part played in each 

of them by its symbols, while the fact that these were depicted, 

not as symbols, •. but as real things" (I, 62). His 
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friendships with Bergotte, Elstir and vinteuil allow him 

a chance to think critically about art and artists. 

One important quality that the artists share is that they 

are all trying to create a new mode of expression. Marcel, 

~ having just listened to a sonata by vinteuil writes: 

The art of a vinteuil like that of an Elstir, 
makes the man himself apparent, rendering externally 
visible in the colours of the spectrum that intimate 
composition of those worlds which we call indiridual 
persons and which, without the word of art, wel should 
never know. (II, p. SS9) 

Meditations like the above, along with memories of 

the past, fill Marcel's mind from childhood, but never , 
I 

congeal to produce the quality necessary ~or creation. 

Finally on the night of the Guermantes masked ball Marcel 

finds the object necessary to make sensation join past- and 

present. This experience leads Marcel to feel that he must 

create a work of art and "interpret the sensations as the 

indications of corresponding love and idea'~ (II, p. lOOO). 

For Marcel it must be a subjective book which will require 

a creative reader; "a book written in symbolic characters 

not traced by us," reminifcent of the fresco at Padua (II, 

p. 1001). Art, the most real of all things, is a faithful 
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recomposing of life around which IIfloats an atmosphere of 

poetry, the sweetness of a mystery, which is merely the 

semi-darkness through which we pave come'· (II, p. 1002). 

Art is re.ality and is the only means of recapturing the 

past. Thus one can see that Proust's idea of art is closely 

linked to his vision of Time. 

By tracing these important influences in the develop-' 

ment of Marcel, one can see him grow from:the innocent 

child, surrounded by the protective arms of Combray, into 

a man disillusioned by love and society and by his apparent 

lack of talent. Finally the man is lucky enough to find 

that object which can stir the sensations that transport 

him out of time and supply him the vision to guide his 

monumental work. For Proust style certainly is inextricably 

bound with vision. .;:. 

!TO grasp again our life--and also the life of 
others; for style is for the write~,as for the! 

I 

painter, a question; not of technique but of ! 

vision. It is t~e revelation--impossib7e b~ I . 
direct andconsc~ous means--of the qual~tat~veld~ffe
rences in the way the world appears to us, differences 
which, but for art, would remain the eternal se?ret 
of each of us. (II, 1013) I 
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Four important elements of his style--imagery, rhythm, 

convergence (or enumeration) and dialogue--all reflect 

his statement. 

Imagery is very evident and important in A la Recherche 

du temps perdu, since for Proust it is a fundamental ele-

ment of all intellectual life which is governed by the law 

of association which serves as the pivot for all comparison. 3 

Because of the importance of associations to Proust's vision, 

imagery necessar'ily becomes an important part of the work 

that the vision produces. Art, cuisine, religion, and 

music supply many of the metaphors and other images that 

flood the pages. Swann's manner of always comparing people 

to famous paintings is one of the most prominent uses 

of art for its associative value. Not only does 'the taste 

of madeleine give importan~e to cuisine, but also does the 

care, similar to that of Michael Angelo, with which Fra~Foise 

prepares her boeuf a la gelee for M de Norpois. Although 

3Jean Mouton. Le Style de Mar'cel Proust (paris, 
Editions correa, 1948), p. 76. 
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religion is not an important part of Temps perdu, remem-

brances connected with religion are; for instance--there is 

the incident of the towers at the Martinville church, the 

memo~y of which is brought forth by three trees, and Marcel's 

memory of Mroe de Guermantes in the church at Combray. The 

imagery of music is exemplified through vinteuil'ssonata 

which is the symbol of Swann and odette's love affair and 

the product of Vinteuil's heart, broken by his homosexual 

daughter. This type of imagery justifies the statement 

"memory is a metaphor," connecting two things through some 

object or sensation by sensing a correspondence between 

them. 4 

Also integral in proust's writing is rhythm, which 

is used to convey the idea of association. Each phrase 

usually follows the natural order of perception and 

thought, but for emphasis Proust often changes the normal 

word order. 5 Most noticeable in the variations are the 

~oward Moss. The Magic Lantern o~ Marcel proust 
(New York, The MacMillan Company: 1962), p. 76. 

5Mouton, 2£. cit., p. 114. 
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effects of non-parallel constructions, syllepsis, anacoluthon, 

inversion and ellipsis. The non-parallel construction is 

employed with all parts of speech, but is quite evident 

in the use of non-parallel participles in the following 

sentence: 

... pourtant ces moments ou j'~tais aupres d'elle 
et que depuis la vieille j'avais si impatiemment 
attendus, pour lesquels j'avais, trembl~, auxquels 
j'aurais sacrifie tout Ie reste, n'~taient nullement 
des moments heureux. (SW. II, p. 244)6 

in which the four modifiers of ~ moments are all of a 

different construction. The jumble of images produced 

by syllepsis adds to the many sided effect for which 

Proust strives. 

Mais cette pi~ce d'artifice n'~tait qu'une 
roul~e qu'administrait Saint-Loup, et dont Ie 
caractere agressif au lieu d'esthetique me fut 
d'abord revele par l'aspect du monsieur medio
crement habille lequel parut perdre""a la fois 
toute contenance, une machoire, et beaucoup de sang. 
(GI, p. 233) 

6citations in French refer to A la Recherche du 
temps perdu. Edition in 15 volumes, Nouvelle Revue 
Francaise, Gallimard, 1949. 
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! 

By not completing sentences in the proper grammatical 

i 
structure, Proust consciously uses the rhetorical de~ice 

i 

I 

of anacoluthon which serves to break the rhythm as in 

the ,following sentence.: "elle avait 1 lair si doux, si 

tristement docile et d l attendre de moi son bonheur~ : (SGI, 
! , 

p. 294). Inversion serves as a means of emphasis parti-
I 
I 

cularly when used with the technique of enumeration, las 
f. 

in this sentence. 

• • • la crainte . • • et la ruse avaient fini 
par lui donner de. nous cette sorte de connaissance 
instinctive et presque divinatoire qui a de la mer 
Ie matelot, du chasseur Ie gibier, et de la maladie 
sinon Ie medecin, du moins souvent Ie malade. 
(GII, p. 225) 

Another of proustls techniques is ellipsis which is often 

used to speed the pace of a long series and to lighten 

the tone of the sentence as in the following: "Celeste 

et Marie appliquaient sur leurs figures sa figure, leur 

bouche devenait sa bouche, leurs yeux ses yeux. If (SG I, 

p.316). 

Two other techniques, alliteration and repetition 

of the same word, bring Proust close to poetry. As 

Proust writes "plus loin, la ou toutes leurs feuilles 



44 

vertes couvraient les arbres, un seul, petit, trapu, 

etete, et tetu, secouait au vent une vilaine chevelure 

rouge'~ (SW II, p. 274). The alliteration ~~uses the 

musical movement of a lovely lyric. The repetition in a 

phrase such as l·Se S perpetuels desirs, ses souvenirs 

innombrables, ses innombrnbles desirs et esperances~ 

(Al, P. 65) creates a definitely poetic effect. 

proust uses all the above techniques to produce the 

rhythm most appropriat:e to the mood. One often feels a 

definite sensuousness from the slow, gentle rhythm or 

possible anxiety or uncertainty from the short, minced 

rhythm. Overall the movement and rhythm is slow in accordance 

with the~ow process of revelation. The sentences are 
, 
I 

generally long and complicated and speak indirectly of 

the multiplicity of life. 

Another important device is what Yvette Louria calls 

convergence. This idea, similar to Mouton's concept of 

enumeration, is defined as "un ensemble d'elements, composes 

chacun d'un morpheme ou d'un syntClgme et exercant tous 

la meme fonction grammaticale par rapport a un 'pivot 
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commun, autre morph~me ou syntagme. u 7 In other words 

it is a series that fulfills the same grammatical function 

in relation to the same 'Vlord. This is illustrated by 

Marcel's speaking of Albertine "comme une maitresse, comme 

une soeur, comme une fille, comme une m~relf (pr. I, p. 

135). This convergence may occur with any part of speech 

and may be either very obvious, as in the illustration, or 

may be more subtle. The subtle or hidden r~nvergence is 

produced either through non-parallel construction, or by 

separated placement. The related elements may be a few 

words or more than a page apart. Convergence is of extreme 

importance in both imagery and in rhythm. Very often this 

enumeration occurs in description, thereby adding to the 

image invoked; at the same time this construction establishes 

a certain rhythm, which may be altered in the manners already 

discussed without disturbing the total effect. Through 

the technique of convergence proust can better' 'paint his 

7Yvette Louria, La Convergence stylistigue cheziProust. 
I 

(paris, Librarie Minard, 1957), p. 9. 
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complex picture of life as the superimposing of successive 

states on one another. 

One more technique "'lhich should be noted is Proust· s 

use of, or lack of dialogue, since in relation to the whole 

work there is comparatively little dialogqe. Dialogue 

usually is associated with action and there is a corres

ponding lack of action, since most of the book relates 

Marcel's remembrance of moods, thoughts and emotions related 

to an action or object rather than the actual event. Another 

reason that there is little dialogue is that dialogue is 

a means for characters to get to know each other, and these 

'characters do not really care to know each other intimately. 

What dialogue is present is excellent and helps to complete 

the picture of that particular character. Actually most 

of the speeches are monologues rather than dialogues. The 

characters often repeat the same ideas and words over and 

over) thus adding to characterization and also providing 

certain words that evoke memories. 

Having considered the style of Proust, one can easily 

see that his vision has formed not only the content of the 
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novel, but also the style. A la Recherchedu temps perdu 

as a work forms an integral whole and follows a careful 

plan of development. It is this structure that forces the 

reader to be active and creative in reading so that he 

may glean the depth of vision that Proust conveys. 



CHAPTER III 

THE ALEXANDRIA QUARTET 

The highly ,praised Alexandria Quartet by Lawrence 

Durrell is a modern work which demands close examination 

if it is to be fully understood and evaluated. This work, 

comprised of the four novels Justine, Balthazar, Mountolive, 

and Clea, is greatly shaped by Durrell's idea of the rela

tivity proposition. l A second determining factor in the 

lives of the characters is the city, Alexandria, with all 

her beauty and license. After examining these above factors, 

one must then look at the way in which Durrell handles his 

stated theme of love through many-sided portraits of the 

characters, as well as his secondary theme of the develop-

ment of the artist. Of considerable importance also is 

the lyric style and fine craftmanship with which Durrell 

paints his pictures. Only after a consideration of all the 

above points can one examine the message inherent in The 

1· . Citations to Durrell are to The Alexandr~a 
Quartet and Justine, Balthazar, Mountolive, and Clea. 
Gaint Cardinal Edition. (New york, 1961) 
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Quartet. 

To understand the relationship of the individual books 

to each other, and thus to help elucidate the whole, it is 

necessary to know what Durrell has stated about his plan • 

. Three sides of space and one of time constitute 
the soup~mix recipe of a continuum. The four novels 
follow this pattern. 

The three first part·s, however, are to be deployed 
spatially (hence the use of I sibling I not 'sequel') 
and are not linked in a serial form. They interlap, 
interweave, in a purely spatial relation. Time is 
stayed. 'The fourth part alone will represent time 
and be a true sequel. (Balthazar, Note). 

This idea means that these four novels, especially the first 

three, are inextricably intertwined and must be viewed as 

a whole. No single novel presents the entire picture; each 

is only part of a multi-dimensional panorama. In. Justine, 

the first of The Quartet, the reader is led through the 

exotic mysterious world of Alexandria, seeing with the im-

mature, uninitiated eyes of Darley, a young Irish teacher 

and writer who later writes a novel about Alexandria which 

he calls Justine. However, in Balthazar, the second of the 

series, Darley's eyes are opened by Balthazar's "corrections" 

of the Justine manuscript. Mountolive, the third of the 
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spatially deployed books supplies information about the 

political intrigues that are behind much of the action in 

the other two books. Finally in Clea, the only one of the 

books that is set at a later date, one is able to draw the 

stories of all of the people to a satisfactory conclusion 

which at xhe same time has the seeds for a new beginning. 

Durrell says that these novels are based on the relativity 

proposition, particularly Time-Space, and through pursewarden 

comments about this subject and its effects upon literature. 

In his Notebook, Pursewarden writes that Space is a concrete 

idea, but Time is abstract; he mentions but never defines 

a "meaning of time." (Clea, p. 134) Another time pursewarden 

states that the sexual and creative energy go hand in hand, 

riding the •• spiral of time together. They embrace the whole 

of the human motive. The truth is to be found in our own 

entrails--the truth of Time." (Clea, p. 132) possibly the 

Cabbala is looking for the same truth when its members try 

::.. to "penetrate behind the veil of reality and to discover 

narrnonies in space and time which correspond to the inner 

structure of their own psyches." (Justine, p. 97) There 

is yet another kind of time revealed--the time of memory, 
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the moments to which one can return, the moments that can 

be recovered in memory and on which one can build the 

artistic part of life. (Justine, p. 16) Darley talks of 

himself as a "poet. of the historic consciousness, I. and 

speaks of historic past, refunded, not into time, but into 

place. (Justine, p. 109 and 110) Arnauti speaks of still 

another time when he says of the characters in Moeurs that 

they are "all bound by time in a diminsion which is not 

reality as we would wish it to be--but is created by the 

needs of the work." (Justine, p. 69) 

Time as related to fiction is also discussed by 

Pursewarden who has the idea of writing a If In-dimensional 

novel ' trilogy-" 

The narrative momentum forward is counter-sprung 
by references backvlards in time, giving the impres
sion of a book which is not travelling from ~ to b 
but standing above time and turning slowly on its own 
axis to comprehend the pattern. Things do not all 
lead forward to other things; some lead backward 
to things which have passed. A marriage of past and 
present with the flying multiplicity of the future 
racing towards one. (Justine, p. 252) 

In the Notebook pursewarden again thinks of a multi-layer 

novel relating time and space. This continuum would contain 
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a temps delivr~ in which the curvature of space itself would 

give a stereoscopic narrative, and human personality seen 

across a contin~um would perhaps become prismatic. (Clea, 

p. 126) possibly these varying views of time are one of 

Durrell's methods of showing his relativity proposition, 

or else they result from an unclear conception of Space-Time. 

It is also interesting to note that although Durrell talks 

mostly about time, it is the idea of space that more strongly 

molds hi's novels. 

The effect that Durrell's theory has upon the reader is 

expressed by Pursewarden in Balthazar when he is quoted as 

writingl"Our view of reality is conditioned by our position 

in space and time--not by our personalities as we like to 

think. This very interpretation' is based upon a unique posi

tion. Two paces east or west. and the whole picture is changed.·r 

(Balthazar, p. 5) The overall plot can be said to be the

matic, since the above idea directs what the reader learns 

in each of the four books. However, around each of the major 

characters is woven a subplot which can be 'classified as 

an inw~rd-action problem plot, since it is the feeling and 

frustrations of the character, not the events that are impor

tant. 
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Darley's first-person narrative does much to make the 

focus of The Quartet expository, although this does not change 

the dramatic effect of many of the individual scenes. The 

only noticeable break in the first-person narrative of Darley 

comes in the book Mountolive, which Durrell describes as 'Sa 

straight naturalistic novE; l' iii. which the narrator of Justine 

and Balthazar becomes an obj ect, i. e., a character.·~ 

(Balthazar, Note) In Mountolive Durrell seems to become the 

omniscient author, since he apparently is at times in the 

minds of several different characters rather than merely viewing 

from another limited viewpoint. However, an argument can be 

made that Durrell is actually writing from the third-person

singular; this seems unlikely, though, because Durrell does 

not make clear from whose point of view he is writing as 

he does in the two previous works, and he does not seem to 

limit himself to a single "vessel of consciousness" as is 

typical of the third-person-singular point-of-view. By becoming 

the omniscient. author, Durrell is able to supply the '~third 

side of space" necessary before he adds the fourth side of 

time which is found in Clea. 

The very title The Alexa.ndria Quartet suggests the 
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already mentioned importance of the relativity proposition, 

since in music a quartet is a group of four performers whose 

notes form a single composition rather than four solos. The 

word Alexandria suggests the second important influence in 

the story--the setting, Alexandria. Durrell states that 

'·only the city is real" (Justine, Note), within this set 

of novels, and indeed his descriptions of the city are vivid 

and beautiful, and at times terrifying. It seems as if the 

city is truly a thing alive, with a mind and a will of its 

own, when Durrell writes about "the city which used us as its 

flora-precipitated in us conflicts which were hers and which 

we mistook for our own: beloved Alexandria!'c (Justine, p. 3) ; 

and again he writes, "we are the children of our landscape; 

it dictates behavior and even thought in the measure to which 

we are responsive to it.'· (Justine, p. 33) The people 

become the city, they know and live its spirit of license; 

the stories of their lives are so closely linked to Alexandria 

that they could have happened no where else. In fact Alexan

dria is a character in the Quartet along with Justine, 

Balthazar and Darley. 
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Durrell vividly portrays not only the city but also 

the human characters. The physical, spiritual, and mental 

attributes of the members of Alexandrian society are all 

brought under Durrell's pen. Often his portraits exhibit 

not only striking clarity but even a~originality_ For 

instance, he describes Melissa, Darley's tubercular mistress, , 

as "a window-box with a few flowering geraniums lying for-

gotten on the window-sill of a cement-factory.,r (Justine, 

p. 41) By the end of Clea, the reader has seen the multi-

dimensional effect of the main characters and has at least 

a clear one-sided view of the minor characters. 

After reading the first three parts of The Alexandria 

'Quartet, one feels that one knows the main characters quite 

well, but at the same time suspects that Durrell must have 

at least one more face of the prism to expose. This is quite 

true, since the difference in time allows Durrell to show 

changes in character that were not able to take place within 

a short period of time. The differences in character shown 

in Clea can in every sense of the word be called changes; 

whereas those noted in the first three books are only diffe-

rent profiles shown at a single time. Most of Durrell's 

characterization is direct) possibly because he has excellent 
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powers of description but is less talented in the area of 

dialogue. However, it is interesting that the prismatic 

method of: characterization gives an effect of indirect 

characterization, for the reader must infer the whole person 

~ from the many separate parts that are presented. 

The characters can best be seen through their relation 

to the central topic of the book which Durrell states is 

"an investigation of modern love." (Balthazar, Note) : In 

the Quartet this topic is viewed through a many-sided mirror. 

Romantic love, homosexual love, brotherly love, incestuous 

love are shown along with love based on a common goal, 

mutual understanding, convenience or a meeting of minds. 
, 

Whatever form the love takes, Durrell treats it with the 

scientific objectivity that neither condones nor condemns. 

It is on this world of lovers that Alexandria has her effect, 

and it is also through this same world that Durrell displays 

his bawdy sense of humor. So enmeshed is this theme in all 

parts of the Quartet that an understanding of it is necessary. 

Although the importance of Alexandria to the plot has 

already been mentioned, it should here be considered in rela-

tion to the idea of love. 
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There are more than five sexes and only demotic 
Greek seems to distinguish among them. The sexual 
provender which lies to hand is staggering in its 
variety and profusion. You should never mistake it 
for a happy place. The symbolic lovers of the free 
Hellenic world are replaced here by something diffe
rent, something subtly androgynous, inverted upon 
itself. The orient cannot rejoice in the sweet 
anarchy of the body--for it has outstripped the body. 

(Justine, p. 4) __ 

Only in a city of such atmosphere, a city where the masked 

domino of Carnival permits ~ny deed to go unchallenged, 

could the love affairs of The Alexandria Quartet grow to full 

bloom in the sunlight. 

To know a character in the Quartet, one must know 

about the loves of this person. Justine should perhaps be 

the first to be examined. Justine's sexual experiences begin 

early in her life when she is raped by her cousin Da Capo; 

this experience colors her whole life, yet is not as impor-

-tant as her first husband Arnauti thinks it to be in his 

"clinical analysis"" of her. The marriage of these two seems 

to have been one of convenience through which Justine is 

raised from the gutter and Arnauti finds material for his 

book, Moeurs. The marriage ends in divorce, while the pub-

lishing of the book makes Justine a topic of conversation for 
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all Alexandria. Justine's next love affair is with Cleat 

the beautiful young girl who is painting Justine's portrait. 

This innocent passion, which was to mark Clea for years is 

to Justine meaningless, a simple response of her Oriental 

desire to please; IlShe gave everything, knowing the value 

of nothing.'· (Balthazar, p. 47) In truth, her body means 

nothing to her. While this love is still a source of torment 

and joy to Clea, Justine agrees to marry Nessim, in a marriag~ 

that is simply a business arrangement. On the surface 

Justine. and Nessim appear as a strange couple--she promiscuous 

and he permissive; but what the outer world does not know is 

that Justine's affairs with Darley, and Pursewarden are merely 

means of gathering information for the secret work in which 

Nessim is engaged. Darley in his AnglO-Saxon innocence thinks 

that Justine is sincere (a meaningless word in Alexandrian 

love), but pursewarden refuses to believe her; the very fact 

that he is not susceptible to Justine causes her to truly 

care for him. Justine's relationships are a 'mixture of sex 

and friendship, if they have any meaning at'all to her other 

than being a means to get something that she wants; without 

a plot there is nothing to hold her to Nessim, or to anyone 

else, and it is only pursewarden that can understand this 
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fact without the aid of hindsight. 

pursewarden himself has an unusual love affair, which, 

in contrast to Justine's affairs, has elements of love with

in it. This relationship is with his blind sister Liza. 

The two are so completely blended into one soul that a 

successful, happy marriage is impossible for either while 

the other lives. For this reason Pursewarden kills him-

self when he learns from Liza that she has finally met the 

~dark stranger,· David Mountolive, who has been prophesied 

to be her husband. Pursewarden's passionate love for his 

sister is revealed in his special letters to her that are 

opened only after his death and are shared by her with 

Mountolive and Darley. These letters, the masterpieces of 

pursewarden's pen, are burned to save the beauty of their 

love from the harsh voices of the world. only in these 

letters to his lover-sister does the writer reveal the depth 

and sensitivity that are hidden under his cyhical, hard outer 

shell. 

The cause of pursewarden"s death, the love of Liza and 

Mountolive, is only one of the important relationships in 

Mountolive's life. The other is with Nessim's mother, 

Leila. Little is actually told about Liza and Mountolive; 
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however, the impression is left that the two are filling 

the emptiness of each others lost love. These two are 

very much in love, enough so that they get married despite 

the problems that may result from David, who is a British 

Ambassador to Egypt, having a blind wife. Much more is 

told, however, about the ·love affair of Mountoiive and Leila, 

an event which takes place many years prior to his love for 

Liza. Leila Hosnani, wife of Nessim"s aged, ill father, 

seems to have been more in love with the ideal of Britain 

than with the young Mountolive, who is many years her junior. 

The two months that Mountolive spends at the Hosnani estate 

are a break in the ennui which infects the life of the intelli-

gent, vigorous woman, forced to live away from society. 

After Mountolive leaves Egypt to fill various positions in 

the foreign service of England, Leila continues the affair 

through constant correspondence. It becomes a romance of 

minds, with Leila leading her young protege into new depths 

of intellectual and cultural discovery. During this time 

Mountolive has several afiairs with other women, but always 

writes Lei~a about them. For years these two live, not 

seeing each other, but knowing the depths of the spirit and 
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mind; when at last they do meet again, the physical change 

- in Leila from a beautiful woman into an old Arabian ha~ so 

'disillusions Mountolive that even the dream is dissipated, 

~ and the way is cleared for Liza. 

The love of Darley, the narrator, for Justine has already 

been mentioned. This love which is the perpetration of a 

deception occurs concurrently with Darley's living with 
I 

Melissa, a dance-hall girl '\vho often has to make herl money 
! 

through prostitution, but cares for Darley in her own tired 

way. They are "'fellow bankruptsm (Justine, p. 40) Ironi-

cally Nessim and Melissa also have an affair by which they 

have a child which Darley cares for after Melissa finally 

dies. Darley talks of his passion with Melissa as having 

"'humour and lack of intenseness'" a quality of "'charity'" 

(Justine, p. 54)1 in conjunction with this statement, 

Melissa talks of Darley as making love "'with a kind of 

remorse, of despair'" and says that he never excited her as 

other men did. (Clea, p. 214) His romance with Clea has 

the same fresh, healthy quality as that of the youthful blond 

artist. Their unpremeditated relationship has all the 

fervor of war and of a flight from the loutish reality of 
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the world. For both it is one of the final steps toward 

the self-realization so necessary for an artist, the last 

step necessary to put into Darley the vitality that his 

work and his life have lacked. 

Darley is not the only one with whom Clea has an affair; 

as has already been mentioned there is the one with Justine. 

Durrell writes of Clea as ILtoo noble to love otherwise than 

passionately.~ (Balthazar, _p. 44) This passionate quality 

linked with her innocence and generosity makes Clea vulner

able to ecstasies and pains of love. Cleats love for Justine 

marks her for years and keeps her from being able to give 

herself completely to another although she knows that she is 

not meant for the homosexual life. At the S3.me time the 

strange unreciprocated love of Narouz for Clea shows her 

the horror of a love that is not wanted, is not returned. 

Between the experiences \vith Justine and Darley, Clea has 

another affair, this time with Amaril, a doctor and friend 

of many years. This wounding love happens as the young 

artist is working with Amaril, helping him to give his love 

Semira a new nose. This interlude turns the girl from maiden 

into woman and gives her a new insight into life; she comes 
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~to see the link between body and spirit in a new wayP_

the physique as'~only the outer periphery, the contours of 

the spirit, its solid part,u smell, taste and touch as the 

means to ~apprehend each other, ignite each other's minds. Q 

(Clea, p. 103) The affair with Darley, already mentioned 

in part, ends rather stra.ngely. Although Darley admits that 

Clea may simply have fallen out of love, nevertheless, he 

feels that it is more like the visitation of ~an agency, a 

power initiated in some uncommon region beyond the scope of 

the ordinary imagination.~ (Clea, p. 225) Part of the problem 

may be concerned with Clea's worry that since the two of them 

have been lovers, Darley has written nothing. When they 

finally part, Darley writes of the Pghostly anaesthesia~ 

which has afflicted their emotions and of a Ustrange and 

truthful exhaustion of the spirit. p (Clea, p. 232) Perhaps 

it is the latter against which Clea has been fighting. 

Throughout the Quartet Durrell uses the loves of Clea to show 

love in its most noble and beautiful forms, none of them 

having the conventional form of marriage. 

Besides being a means of character development, love 

for Durrell is also a matter of comedy. There are two out

standing examples, the romance of Amaril and Semira and the 
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affairs of Scobie. Through the love of Amaril and Semira, 

Durrell satirizes the phenomenon known as romantic love, 

the comic demon. Amaril, a sensible doctor, falls in love 

with a black-hooded domino during Carnival but is unable 

to discover who the person is. During the year he only 

lives for the next Carnival so that once more they may meet. 

The girl, who returns, is found to be the noseless Semira. 

The descriptions of all that takes place to give Semira a 

nose and to prepare her for her marriage to Amaril are extre-

mely comic and also ironic, since it is this work which Clea 

and Amaril are performing that begins their affair. The 

satire is heightened by the fact that Semira is neither beau-

tiful nor bright but,nevertheless, is the girl of the enamoured , 

doctor's dreams. The second story concerns Scobie, a strange 

debauched mixture of priest, seaman, and police officer. 

Scobie, who in death is made a saint, EI Scob, by his neigh-

borhood, is in life far from a saint. This strange homo-

sexual dies from a beating he receives on the waterfront 

where, dressed in his natty old dress and hat, he is trying 

to seduce a sailor. The picture of Scobie on his birthday is 

~rather the worse for brandy, but dancing around completely 
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naked to the music of his own manufacture on a comb and 

paper~": (Clea, p. 77) However, the bawdy'comic character 

of Scobie receives much affection ever from the innocent 

Clea. Only within the setting of Alexandria could Scobie 

be at one time a saint and a debaucher. 

Necessary to this thematic development of the artist is 

Durrell's concept of art and the artist; most of which is 

expressed through Punsewarden. For this artist ~art like 

life is an open secret. ,. (Balthazar, p. 242) Another time 

Pursewarden explains that Puritans do not know what art is 

because they think that art is ~something that will endorse 

their morality and flatter their patriotism.~ (Clea, p. 120) 

But actually art ~s simple the little white stick which is 

given to the blind man and by the help of which he tap 

tap taps along a road he cannot see but which he is certain 

is there.~ (Clea, p. 125) A short time later art is spoken 

of as a "manuring of the psyche,"' "'a purifying factor."' (Clea, 

p. 132 and 133). Art reveals the sins, the perversions and 

leaves the rest of the work to religion. However, art is 

not passive - it is active. pursewarden believes in letting 

his reader ~sink or swim'· (Balthazar, p. 243). As for the 



66 

purpose of Durrell's art, perhaps it is stated by Pursewarden: 

UTo interrogate human values through an honest representa

tion of the human passions~~ (Balthazar, p. 244). This 

interrogation lends "'message'" to Durrell's art, IIIthe handmaid 

of silent content, essential only to joy and to love .... (Clea, 

p. 133), For Durrell it is these two qualities that in time 

bring unity within a man. 

Pursewarden also discusses on the artist---what he must 

be and how he must develop. For Pursewarden the artist is 

::. not interested in policies, but in values, where po~sibly 

·'·sex is the key to a metaphysical search which is (the) 

raison d'etre here below.~ (Clea, p. 130) For this reason 

the artist writes for the ,cspiritually starving, the casta

ways of the soul.- (Clea, p. 127) with the concept 'of the 

artist pursewarden writes to Darley that to become an artist 

"one must shed the whole complex of egotisms which lead 

to the choice of self-expression as the only means ?f growth.. m 

(Clea, p. 119)i this pursewarden calls The Whole Joke, since 

he feels it is impossible. This idea is part of the reali

zation that Darley has not had. Pursewarden tells him 

that understanding is a matter of the psyche"s stage of 
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growth and that no amount of explanation will help, only 

realization. Only when man stumbles upon The Great 

Inkling, the great blinding second of illumination, is the 

artist set free to fulfill his role. This is the moment 

when one makes the Denigmatic leap into the heraldic reality 

of the poetic life,D it may come at any time, under any 

guise; but it is necessary if the poet is to hear the singing 

of the universe. Having taken the leap, Clea and Darley 

both find the realm of the imagination of the artist. 

Now that the structure and content of The Quartet have 

been examined, one must consider Durrell's style and the 

special devices that he uses to punctuate his "word continuum.~ 

The most noticeable point of Durrell's style is that it is 

lyrical, often to the extent of being prose poetry. 

Landscape tones: brown to bronze; steep sky
line, low cloud, pearl ground with shadowed oyster 
and violet reflections. The lion-dust of desert: 
prophets-tombs turned to zinc and copper at sunset 
on the ancient lake. Its huge sand-faults like 
watermarks from the air; green and citron giving 
to gunmetal, to a single plum-dark sail, moist, 
palpitant: sticky-winged nymph. (Balthazar, p. 3) 

This passage describing the Delta country is actually free 

verse rather than prose; here Durrell uses alliteration and 
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a free rhythm while the large number of ~ and ~ sounds help 

the poetry to flow like a gentle evening breeze. This 

passage also illustrates Durrell's effective use of frag

mentary sentences which is seen most frequently in lyrical 

descriptive passages. At other times the sentences vary 

from mainly simple to mainly complex to fit the mood or the 

person who is being described. Durrell's vocabulary is 

poetic and at times rather erudite, sending the reader at 

periodic intervals to the dictionary. The analogies which 

Durrell uses are usually very original, such as the one 

already quoted about Melissa; in some ways they are even remini

scent of the metaphysical conceit with its shocking, unusual 

'comparisons. 

A second important theme in The Alexandria Quartet is 

that of the development of the artist; for this theme 

Durrell uses three writers-Arnauti, Pursewarden and Darley-

whom Darley considers as Past, Present and Future tense. (~, 

p. 168) All of these to some extent could be equaled with 

Durrell or at least with Durrell's idea of the artist. 

Arnauti is never really seen in the book, except in his book 

Moeurs, through which the reader becomes acquainted with his 

marriage to Justine and with many of the mysteries of her 



69 

early life. But Arnauti's work is finished; he is truly 

the past tense. pursewarden,'on the other hand, is a very 

important character in the Quartet. The reader comes to 

know him as a flesh and blood man, as well as the artist. 

It is through Pursewarden that Durrell introduces his 

epigrams on time, love, and art. It is also through 

pursewarden that Durrell mocks and criticizes Darley whom 

pursewarden dubs '~Brother Ass." Although one learns the 

history of Pursewarden, one always views him as the mature, 

not the developing artist. 

Only with Darley does the reader watch as the artist 

evolves from an unsure English schoolmaster into a mature 

writer. Much of this evolution is shown through the three 

loves of Darley--Melissa, Justine and Clea. However the 

Darley that loves Melissa and Justine is much the same in-

effectual, naive man: not until after he has truly loved 

Clea.does he begin to find himself as an artist. During 
I 

the time that Darley and Clea are living together, he 

begins to feel that he is completely incompetent as an 

artist and decides that he may turn to criticism. This 

suggestion triggers the anger and depression of Clea and 
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is one of the factors that leads her to dissolve theit 
, 

relationship. Only time finC'Llly brings about Darley's 

actual possession of his kingdom of the imagination to 

which Clea has painted the way_ This moment, so long 
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awaited comes with ease, unpremeditated and unannounced and 

opens to Darley the secret landscape seen only by the true 

artist. 

The most important special device which Durrell uti-

lizes in the Quartet is the unusual structure based on 

relativity. This many-sided-prism method of telling a story 

results in the books abounding in irony and paradox,of 

which several examples have already been given. Along more 

traditional lines, the author avails himself of such fami-

liar devices as backflash (Justine begins on the island 

sometime before the events in Clea and immediately flashes 

back to Alexandria for the first three books) and dialogue. 

Although the latter is at a minimum and includes its own 

devices such as the "I-She" sequence in Clea which is written 

in the form of dialogue for a scene in a play, rather than 

in conventional novel style. Durrell also often quotes from 

letters, diaries, or books rather than employ dialogue. This 
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is evidenced in Balthazar by his quoting from Balthazar's 

interlinear to Darley's Justine, by his long quotes from 

Arnauti's Moeurs in Justine, and throughout the Quartet 

by the numerous quotes from Pursewarden's works. 

Having seen the many-faceted picture which Durrell 

'presents, one then tries to glean some fo~ of unity from 

it. Although the author says through pursewarden that Art 

is merely the purifying factor, Durrell, nevertheless, 

seems to have a definite message which is possibly what 

Durrell means by the statement that '>good Art points .'~ 

I 
(Clea, p. 133) Truly Durrell never states a single message; 

however, one can easily be derived from his many ep~gra-

.ph~cal ramblings. This message seems to pe that man can 

find the harmony of himself with time and space only through 

the ultimate self-exploration, sexual love, and that not 

until he has discovered this unity can he create Art, man's 

expression of Truth. Although this statement rambles 

eruditely eclectically drawing many ideas into one, so 

does Durrell's Quartet; perhaps this explains the reason 

that one sees little resemblance of unity among the many 

fragments of The Quartet. 
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CHAPTER IV 

CONCLUSION 

Now that the two works have been examined, one can 

proceed to make an adequate comparison and contrast. 

Immediately certain structural similarities are seen. 

However, in the field of characterization one sees more 

contrasts than comparisons. possibly the greatest area 

for both comparison and contrast is thematic, since both 
,-. 

authors treat the subjects of Space and Time, love, and 

art and the artist. There are also a minimal number of 

stylistical similarities. Despite the similarities the 

overall effect of the two works is completely different. 

This dissimilarity can be explained by the difference 

between the concept of vision held by Proust and the message 

spoken by Durrell. 

Easily the most obvious parallel is that of struc-

ture. Both A la Recherche du temps perdu and The Alexandria 

Quartet are multidecker works which paint a true picture 

only when viewed as a whole, and both are built upon con-

cepts of Space and Time. Proust hints at this imp9rtant 

structural theme in his very title and in the first, 

A ~ • 
sentence of Du ~ de chez Swann: "For a long tl.lD.e I: 

72 
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used to go to bed early. II (I, p. 3). By entitling the 

last volume Le Temps retrouve', he makes it obvious that 

the first six novels constitute the search and the last 

holds the discovery. Durrell is not so subtle in ·archi

tecture, however, since he openly states that in his plan 

there will be four parts as denoted by the titl.e Quartet, 

the first three representing a purely spatial relationship 

with the fourth alone representing Time and being a true 

sequel. (Balthazar, Note). 

The single novels of both writeasmay be interesting in 

themselves, but seem to go nowhe·re •. Each of Proust's 

individual volumes contains two or three incidents which 

are rather loosely connected in that they share the same 

characters. Basically Temps perdu moves forward in time 

although all the chronology is not exact. For Durrell, 

however, the first three novels covers the same length of 

time; only the place in space changes. with this spatial 

change of which Balthazar speaks, goes a change in point

of-view; for instance, Balthazar's interlinear changes the 

whole picture painted in Justine, and with Mountolive it 

fluctuates again. Change is also an integral factor in 
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·"i '/.:' ,-

Proust, but this change is more often brought about by a 

- - -

movement in time as well-as by the often accompanying change 

-
in space. In the two novels, only the completed work gives 

a meaningful picture, but for Proust this structure is a 

means of conveying his vision, while for Durrell it is merely 

an in~eresting experiment in form. 

This importance of- point-of~~iewcis obvious in both 

works. Proust and Durrell use a similar first-person view

point, in which the narrator is a developi~g artist living 

in a society and carefully observing it.at the same time. 

At least one time this narrative is purposefully broken by 

both authors--by Proust in the section "Swann in Loven in 

'" '" Du cote de chez Swann, and by Durrell in all of Mountolive. 

However, Durrell justifies becoming the omniscient author by 

stating that since the "subject-object relation is so impor-

tant to relativity," he has tried to turn the novel (i. e. 

The Quartet) through both subjective and objective modes; 

hence in Mountolive "the narrator becomes an object, i. e., 
I 

a character." (Balthazar, Note). The section in proust is 

in third-person because it represents a memory that is not 

Marcells own, but is a story related to him in later life 
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and is therefore a second-hand memory, and not an actual 

part of his past experience. 

The effect of the first-person narrative in both works 

is much the same in relation to focus which is generally 

expository. Although there are moments such as Grandmother's 

death in Temps perdu and Clea's accident in The Quartet which 

are dramatically or even melodramatically presented, two 

narrators are usually passively commenting on incidents 

that have happened and explaining the effect which they 

have had. This exposition, evoked by memory, is extremely 

evident in Marcel's long philosophical passages on Time, 

Art, Love, homosexuality, etc. Much of this sort of material 

. in The Quartet is furnished by excerpts from the books of 

Arnauti and Pursewarden, or from the narrators varied 

reflections. 

To this point the correspondence has been very close,little 

illustrating the difference between the vision and the 

message; however with the use of setting the two authors 

begin to differ radically. For Proust setting is important 

as a backdrop, or as a spur to memory; for Durrell, it is 

an active character within the novel. Another difference 

is that proust uses everyday places well-known to him such 
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as combray, Balbec,. and Paris to contain the aristocratic' 

and bourge~is society that he frequents. Durrell, how

ever, invents an exotic world within the city called 

Alexandria, a city that influences its inhabitants and 

that supposedly makes possible incidents and characters 

that could occur in no other place. Certa~nly some incidents 

such as the love affair of Amaril and the nose-less Semira 

might be limited to a place where Carnaval is celebrated'-in 

the mysterious black domino, but many' of the other incidents 

could easily find their way into Proust's work, particularly 

those concerning Mountolive. Both authors also use places 

as representative of a moral atmosphere; for instance, 

combray represents innocence and is flanked by two paths-

the Swann's way of love and the Guermantes'way of society; 

England is the characterization of stiff, distorted 

Victorian morality and is contrasted to Alexandria which 

is completely amoral and free. These differences in use 

of setting are a result of the difference in message and 

vision. Only in the amoral" atmosphere of Alexandria {which 

is, in fact, no more amoral than the world of proust) does 

Durrell feel that he can expound his ideas about the impor

tance of sexual love in its many facets. On the other hand, 
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the use ofsettincj' for Proust is an integral':part"of his 
I 

vision, since he-often uses "place to ev·oke the memdry 

'"- that takes him outside of time. I~ 

The correspondence in plots is almost exact. I both 

works the general plot is that of the development o~ the. 
. I 

narrator into an artist; however, this is ~ot readily seen 
- I 

in either work until the complete set of novels is fanished. 
i 
I 

Darley and Marcel are first seen a~ men aspiring to be 
r 

, i 
artists; but for one reason and then another they ar~iilef

I 
r 

fectual in realizing their dream. Each man has seve!ral ! . 

love affairs--Darley with Melissa, Justine and' Clea; Marcel 

with Gilberte and Albertine. Connected with the lovers 

'or with friends of the lovers are other love affairs, both 

heterosexual and homosexual, that add a number of sub-plots 

to the overall work. The large number of sub-plots in the 

two works makes it nearly impossible to find a single plot 

in anyone novel (with the exception of Mountolive in which 

the affair of Mountolive a.nd Leila forms a well-integrated 

plot). Finally both narrators retire from society for a 

length of time: Marcel goes to a sanatorium for sixteen 

(16) years; Darley goes to a Mediterranean island for an 

undetermined number of years with Melissa's child by Nessim. 



7$ 

Not long after their respective, returns to society, the 

two decide that they have no talent as aUhors and have 

wasted their lives in pursuing this goal. After this wave 

of despondency, both Marcel and Darley finally have the 

experience that gives them the final nudge toward becoming 

writers. For Darley, Durrell leaves this:~oment hazy and 

undefined; he only says that he can now write. (Clea, p. 275). ~ 

For Marcel, ~roust makes the vision the true climax of the 

book and the motivating force for the great work that Marcel 

can then write. The true clima:k'~ to The Quartet, however, 

is Cleats accident which results in Darley's shedding the 

whole"complex of egotisms which have led to the choice of 

self-expression as a means of growth. 1f (Clea, p. 119). 

This Pauline idea of losing the self to find the self is 

most graphically illustrated by Clea's losing her hand and 

then being ~ better artist when painting with her new 

mechanical hand. This difference in climax results from 

proust's havi~g a vision of life in contrast to Durrell's 

having a message for mankind. 

There are also many similar~ties in the area of 

characterization. Bot~ proust and Durrell use extensive 

physical portrature to show character, and for the most 
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part, the changes in character are shown through the·eyes 

of the narrator. In both works dialogue helps to reveal 

character, but plays a secondary role to the narrator's 

explication or (in The Quartet) to the written words of the 

characters. There are also parallels between the characters; 

the most noticeable being that between the two narrators, 

but one is also seen between M de Charlus and Balthazar. 

However, there is a fundamental difference in the characteri

zation that makes Durrell's characters seem to be somewhat 

unreal while proust's char~cters seem to actually live. 

Physical description is important in the method of 

characterization used by both Proust and Durrell,since 

the physical changes represent character changes. Justine 

is a good example of this in The Quartet; early in Justine 

she is described in Arnauti's book as "dark on marble ivory 

white; glossy black hair; deep suspiring eyes in which 

one's glances sink because they are nervous, curious, 

turned to sexual curiosity~1I (Justine, p. 59). When 

Justine is forced to flee to Palestine because of the failure 

of Nessim's political plotting, she changes radically, 

losing all her elegance and "chic" and becomes merely a 

"tubby little peasant with hard paws (Justine, pp. 246 
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and 247). Years later in Clea, Justine has changed again: 

she is much thinner, over-rouged and powdered, and her 

expression is close to a leer because of a dro9ping eye-

lid caused by a stroke. (Clea, p. 40). Her leer aptly 

expresses her new shrewish personality. However by the end 

of Clea, Nessim has started a new "project": once more he 

and Justine are conspirators. Hence she has been Ifsuddenly 

switched on again" and once more looks happy and youpg and 

beautiful. (Clea, p. 274). A similar use of physical develop-

ment is found in the character of M de Charlus. As has 

already been mentioned, Charlus is first seen as the rather 

handsome, very distinguished Baron de Charlus. At this 

early time nothing is knmvn of his homosexual leanings. 

Much later Marcel observes that when Charlus smiles his 

face has a certain feminine softness; at the same time a 

slight degeneration in Charlus' character is demonstrated 

through the rude manner in which he treats Marcel who has 

been invited to the Baron's home but is bruskly sent away 

when he fails to respond to Charlus' advances. The more 

that Charlus seeks homosexual or masochistic plea~ure the 

more prounounced the feminine characteristics become, until 

he finally is reminiscent of a frail ,old woman. 
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A second p~rallel is the manner in which Proust and 

Durrell combine direct and indirect characterization. In 

both works direct characterization is most frequent but is 

carefully combined with dialogue and action to complete 

the picture. This importance of the direct method results 

from the first-person narration and is highlighted by the 

contrasting methods used in Mountolive, which is written by 

the omniscient author and in which dialogue and action are 

of paramount importance. Proust relies heavily on Marcel's 

explanation of characters; however, there are scenes such 

as the one of MIle vifiteuil and her Lesbian lover that are 

dramatically presented. Such scenes introduce a trait or 

idea and their importance is not immediately evident but 

is revealed later through the process of involuntary memory. 

There are other times in Temps perdu, such as at the parties, 

when conversation,or rather the series of monologues, becomes 

the important means of conveying personality. Durrell's 

approach to direct characterization is quite different, 

since he aims at a prismatic effect. Although Darley does 

contemplate the characters and gives his impressions, a 

greater portion of Justine, Balthazar and Clea involves what 

others have written about the characters, in Arnauti's book, 



I ! 

82 
. ··z-

Moeurs, Balthazar's interlinear to Darley's Justine manu-

script, pursewarden's notes, Justine's,qiarY,and Cleats 

letters to DarleYi thecharacters t words and actions become 

merely another side of the px:ism. This combination of tech-

niques resulting from a change in Tim~ or Space, allows Durrell 

and Proust both to present a constantly fluctuating characteri- A 

zation which gives the sensation of motion. 

That these parallel techniques produce=-comparabl~-

characters is not surprising. The nearly identical plots 

of Temps perdu and The Quartet are supplemented by the 

methods of characterization to form two very similar characters, 

Marcel and Darley. Both these aspiring writers are more 

of the esthete than the man of action or the man of involve-

ment. For instance, their love affairs are greater as 

mental images than as physical ~elations. Marcel is con-

stantly f~lling in love with his idea of a person before 

he even meets them, but when the relationship begins ,to 
I 

, actually reach any depth, he suddenly falls out of l?ve • 

. 
Darley also admits to Clea, his mistress, that possibly he 

! 

I l' has enjoyed her "better as a 'thought than as a person a ~ve, 
j 
i 
I 

acting in the world." (Clea, p. 265). Another paral~el is 
I 
i 

seen in the figures of the homosexuals, Charlus and 
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Balthazar,. Both men are first seen as essentially admirable 

I 
Charlus is intelligent and artistocratic; B~lthazar, people. 

~ leader of the Caballa, is also intelligent and respected. 

Fall~ng in love with another man ultimately causes the two 

to lose their heads. Charlus falls in love with,Morel, 

a handsome violinist who has no depth of fe~ling for any-

one but himself. Balthazar's love is a Greek actor, IPanagiotis,~ 
i 

who looks like a god but is in realitylfa small-spiri~ed, 

dirty, venal and empty personage" (Cles, p. 59). Because 

of their rejection by their lovers, Charlus and Balthazar, 

are both driven to haunt the brothels and lower themselves 

to any means of 'obtaining physical pleasure. Thus, forced 

.to the very depth of debasement through complete humilation, 

they loose the high positions they once held in the minds 

of the world. Here the ressemblance stops, however, for 

Balthazar recovers himself with the help of his friends, but 

Charlus is smothered in his corruption. 

Although parallels such as the above, are found among 

the characters in the two books, the overall effect of 

characterization is completely different, Proust's characters 

paint a very realistic picture of the French aristocracy 
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and upper bourgeoisi~ at the turn of the centu:rY~ Durrell's 

characters, on the other hand, seem to be ra~her hazy represen-

tations or symbols of certain character types. Carl Bode 

suggests that Durrell draws his symbolism from classical 

mythology and the Tarot deck of cards. l Scobie and 

Balthazar are seen as similar to Tiresias. In the second 

category, Bode sees pursewarden identified with the Tarot 

Fool, Capodistria with the Devil and Balthazar with the 

Magician. Because of Durrell's interest in the Caballa 

and Black Magic, this is an interesting and feasible explarta~ 

tion for the fact that Durrell's characters seen rather 

unreal. Whether or not the characters are related to the 

'Tarot pack, they definitely seem to be used as materialized 

ideas that represent all the shades of love runni~g .:_.;........... 

Clea I S deep passions to Scobie' s masquerades on the w."lt.(:r-

front. For that matter Durrell frankly admits in the ·~~otc-

to Justine that his characters are not even meant to be 

real, but are inventions. Characters assume another dimen-

sion for Proust. Although he may love Gilberte as an idea. 

ICarl Bode. "Durrell's Way to Alexandria.- College 
.English, Vol. 22, No.8, May 1961. p. 533. 
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she is very much alive. "Each person becomes, a:longwith places 

and event, a memory that can be evoked by some other object, 

which for some reason can call forth all the emotions that 

Marcel feels in relation to this particular person of the 

past. In other words, characters are important not just in 

themselves or in relation to Marcel, but because of their 

significance to Proust's vision. This contrast between 

characters used as ideas reinforcing Durrell's message and 

in characters used as memories that ultimately climax in 

artistic vision exemplifies the difference in the two authors. 

possibly the most important comparison between Proust 

and Durrell is the thematic, since both treat three themes--

art and the artist, love, and Time and Space. However, the 

manner used or what is said is often radically different .. 

The first theme, that of art and the artist, provides 

the over-all plot for both novels and is important to Durrell"s 

message and to Proust's vision. In both works there are 

several artists. Proust introduces Bergotte, Elstir, 

Vinteuil, and Marcel. Durrell, on the other hand, displays 

pursewarden, Arnauti, Clea, and Darley. In both cases more 

than one field of art is represented; however, the use of 

the characters is completely different. proust's mature 
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artist--a writer, a painter. and a musician--are all inti-

mately known by young Marcel and provide him a chance to contemplate 

the role of the artist. Arnauti, however, is known to Darley 

only though Moeurs, and for this reason represents the Past 

tense; whereas Pursewarden, with whom Darley is personally 

acquainted, becomes the Present tense. The Future tense is 

presented as Darley, and for that matter Clea, both of whom 

must still have the experience that will set them free as 

artists. It is interesting that although it is the develop-

ment of Darley which occupies most of the work, it is through 

Clea that the meaning of the liberating experience is shown. 

Each of these artists is also important in that they are 

connected with one of the major love affairs in the novels. 

However, in Proust the artist is connected as an idea; where-

as in The Quartet the artists are the participants in the 

various love affairs. 

For both authors these characters provide a reason or 

a means for discussing the theory of art. Art for Durrell is 

something that will point the way as does the blind man's 

white stick; it is a "manuring of the psyche", Ira purifying 

factor," whose purpose is to interrogate human values through 

an honest representation of human passions." This theory of 
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art,. particularly the last passage with its emphasis on 

vaiue, shows that Durrell views art as the means by ~ich. 
~he can convey his message to man.kind. For Proust art! plays 

I 

I 
a completely different role, for he sees art as the most 

I 
. real of all things. Only through art, which to prouslt is a 

faithful recomposing of life, can man recapture t.he JastI 

understand the sensations which join past and presentl~ Thus 

art for Proust is a means of portraying his vision. Lhereas 

Dur;~~l is uinterrogating human values," Proust is'~nlerpreting 
·sensations as indications of corresponding love arid ~dea ... 
(II, p. 100). This difference in interrogation and in inter-

pretation exemplifies the difference in message and vision. 

In the idea of art Proust and Durrell are not entirely dis-

similar, however, because both feel that literature must 

call for creative effort from the reader as well as the 

author. This idea is aptly stated by pursewarden who wants 

his reader to '·sink or skim.·t (Balthazar, p. 243) 

From these differing concepts of art come two similar, 

and yet different ideas of the artist. Proust and Durrell 

agree that a man must have an experience that will set him 

free to write. This moment Pursewarden calls The Great 

Inkling; it is that momentin time when man makes the 
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~ .. '-,I ; ~. ";" ~/ \:~ (':. 

'~enigmatic l~ap into heraldic reality of the poetic life." 
~ ,; .. ; .... 

;Marcel, as well as Darley, take's this leap~' fh~ dif ;erence , 
. " ~ ... ' "', .... }'!' 

comes from the separate concepts of art. Marcei's job as 

an artist is to make a work which is a 'faithful recomposition 
:) 

of life and which will provideth~" stimul~s necessary for ,,) 
: .. ," 

the reader to be drawn outside of time. 
1 :~ .. ;,., ';,f.! 

Da'rley"s job is' 

an interrogation of human values; he is to Write for the~ 
,,-:, .. ~ . 

spiritually starving, the castaways of the soul. Once again 

these two artists, beginning from the same p~i~t' :ilnish at' 

opposite ends of the field. 
. .... ' 

Closely related in both works to the concept of'art 

and to the artist is the theme of love. ,Not only are all' 

the great artists connected in some way with a love' 'a'ffair, 

but also love is important to the development of the author. 

However, the concepts which Proust and Durrell hold about 

love are rather dissimilar again because of the difference 

between message and vision. 

Although the connection of the artist with love has 

already been mentioned in relation to the theory of art, 

it should be further explained in relation to the theme 

of love. As has been stated, the artists in Temps perdu are 

each idealistically connected with a love affair. Marcel 

"", 
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first loves Gilberte because she is Bergotte's friend; his 

interest in Albertine and Mme du Guermantes is heightened 

because they either know Elstir or else are familiar wi-th 

his paintings. Vinteuil creates the sonata that becomes 

symbolic of the love of Swann and Odette because of the homo-

sexual love affair of his daughter. Both Elstir and Vinteuil 

create because of a love, but in both cases it is a platonic 

feeling-- vinteuil's for his daughter, Elstir's for his wife 

who is his ideal of beauty. Durrell 'os artist-lovers are much 

different and are all intimately and physically involved in 

~love affairs. Arnauti has been married to Justine a1d from 

the marriage drafts the book Moeurs. Pursewarden has an affair 

with Justine which is interesting becaus,e this eccentric 

writer whom she cannot subdue is the only person in the whole 

book for whom she really cares. 
! 

Other affairs also ~ccupy 

pursew'arden's time; the most notable being his incestuous 

love for his sister Liza. It is this consuming love which 

supplies pursewarden strength and that in his letters, to Liza 
j. 

inspires his finest work. It is also this love that brings 

his suicide when he realizes that his sister has finally 

met the "dark stranger" whom she can openly and freely love, 

but only if he no longer complicates her life. Clea too has 
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her affairs--first with Justine, then 
· ... I;a,· 

kmaril, and finally with 

Darley. The affair with Justine, passionate and painful as 

it may be, merely teaches Clea that she is meant to love 

men. Later in her growth as an artist she comes to the 

point that she feels she cannot paint any more until she can 

lose her virginity; this she finally accomp~ishes with ·~maril, 

the doctor who is in love with the noseless Semira for whom 

Clea is designing a nose. This affair finally leads to an 

abortion that leaves Clea emotionally scarred but able to 

paint again. Finally comes her love for Darley which asborbs 

so much time that neither produces anything while they are 

together. However, after they have separate~their continuing 

love becomes one of the important factors leading to their 

individual leaps into artistic reality. Each of the loves 

of these artist.s serves to illustrate Pursewarden I s idea 

that the sexual and the creative energy go hand in hand. 

From the affairs of artistic characters in the two wdrks, one 
I 

i 

can easily see that love plays a completely differen~ role 
! 

in the minds of Proust and Durrell. 

i 
Not mentioned with the productive artists, but also in-

1 

volved with both the theme of love and art are Darley and 
, 

Marcel. Darley has three lovers--Melissa, Justine arid Clea. 
I 
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Melissa and Darley love each other as "'fellow-bankrupts'~ i whiile. 

his love for Justine takes on the mysterious quality that 

surrounds her. (Justine, p. 40). However these two affairs 

are simultaneous and the picture of Darley never changes~ he 

remains a rather stuffy ineffectual Englishman. with the 

love of Clea, however, Darley begins to change. This affair 

which occurs most innocently contains the spiritual-physical 

passion of the marriage bed rather than that of the brothel. 

This affair lacks the strangeness of the other two, but the 

deep interrelation of these two enable them both to free 

their talents from the bonds of self-centeredness. Marcel too 

is deeply imprinted by love, but it is a different love from 

'that which Durrell describes. ActuallY,of Marcel's two affairs, 

only one has any of the physical aspect so important for Durrell. 

The affair with Gilberte is little more than a childhood 

romance; the encounter with Albertine is,however, of much 

greater impact. This love is both physical and spiritual, 

but the passion is exposed in jealousy and suffering. Although 

the love does not lead directly to Marcel's revelation, it 

is one of the strongest of his memories that lifts him 

above time and space. 

The difference in love is explained by the extremely 



92 

different ideas held by Proust and Durrell on this supject. 

Durrell makes 11 an investigation of modern love'~ the central 

theme, and for that matter, the central message of his books; 

while for Proust love is only one of many themes, many 

experiences that precede his vision. (Balthazar, Note). 

Durrell proceeds to write about love--heterosexual, homo-

sexual and incestuous--and within each of these areas he 

shows what might be considered a "whole" love relationship 

and also numerous fragmented affairs based purely on sex 

or on power or some other drive. Durrell also uses a "love'· 

relationship for humor as illustrated by the romantic love 

of Amaril and Semira and the various affairs of Scobie. 

·Within·these relationships outside the 'bounds of society 

some cases of a true love are shown; for instance that of 

pursewarden and his sister, Liza. This love, so deep, so 

consuming, leads to pursewarden's destruction because of 

its necessarily secretive nature. One also finds this 

destructive character in homosexual love, as shown by 

Balthazar, the wise old homosexual who once said that the 

invert is lucky because he can enjoy the pleasure of sex 

without having to give of himself and his identity, but 

who finally falls in love with another man. This actor, 



not ihaiing the~d;~fh of Balthai~r'~ feeling, le~ds-i~~ 

old man into utter degf.ad~:tion. Scobie also is desfroyed 

because of 'his '-tendencies" 'to like other men.' Tliese rela>.: 

tionsh!ps thai: 'fall outside the approval of s6~i~ty" are' never 

condemned by Durrell, but are shown 'to be desti'uc1:;ive rather 

than constructive. On the other hand there is Justine, 

going through the motions" but' never loving'. She is a great 

enchantress but finds her happiness only in hoiding power 

over men, not in loving them. 

However, there is still one facet to be considered--the 

love which seems to be the essence of Durrell's message. 

This love is somewhat paradoxical and is completely connected 

with sex. Pursewarden feels that in hi's Ideal Commonwealth 

"the great schools of love will arise, and sensual andintellec-

tual knowledge will draw their impetus from each other,r 

thereby'~uhcaging the human animal. u. (Clea, p. 131). Clea 

discovers through her love of Amaril that of all acts sex 

is the most important for Itsexual love is knowledge.'" (Clea, p. 

103.) In other words, the knowledge gained of others, as 

well as of ourselves, makes sex the ultimate form of self-

exploration. pursewarden probably best realizes love's 

paradoxical nature as he perceives that man seeks to supplement: 

il \" 



94 

the emptiness of his individuality through love, and in 

momentary illusi,on succeed s ;but that in reality this love 

serves to divide man from th(~ rest of the world. (Balthazar, 

p. 231). Darley can see love as an absolute which '"takes 

all or forfeits all." (Justine, p. 102). Clea, too, can 

see in love the tragedy of lovers who are never equally 

matched, the one always overshadowing the other and stunting 

his or her growth '·so that the overshadowed one must always 

be tormented by a desire to escape, to be free to grow." 

(Justine, p. 248). Quite obviously this paradox, love, 

which brings freedom and captivity, unity and separation, 

joy and pain, comedy and tragedy, holds the spotlight in all 

,of The Quartet. 

Proust's use of love is similar in some ways to Durrell's, 

but holds a secondary place to the theme of time. Sexual 

aberrations such as homosexuality and masochism are also 

handled by proust, and as in The Quartet a true homosexual 

love such as Charlus' for Morel is ultimately destructive 

for the lover. The homosexual love of Mlle Vinteuil and her i. i 

- . 

friend is lent a touch of humor by Proust's description of 

their flapping around the room as if they were a couple of 

chickens. However, this is about the only hint of humor in 
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cOIln~,ct~on with sex. Whe reas ·t.p.e maj or love Cl,ff.a,,irs .. in ." . 
_ '" ........ ~ . ., ".... ~ .. f ,~: ~ '-, "·_.'-:.i~,_· " 

The Quartet. repre~ent different aspects o;e modern,'love, 
•• ' : •• T • ". .' •• ' ". • ".' '. ' 

Proust presents severed love affairs~l~ustrating -exactly···· 

~he same kind of love. 

The similarities and differences in the uses of love 

is supplemented by those in the two theories pf lo.ve. To. 

Proust love is not the answer that it is for Durrell: one 
. 

big ;eason being that there are no two-way love affairs i.n -

Temps perdu because the women such as Gilberte, Albertine' 

and odette only take the love that the men give. There is 

no one in Temps perdu to compare withgenerous~passionate Clea 

because the women are all shallow and somewhat cruel, pur-

posefully hurting the men and making them jealous. This 

jealousy comes from the lovers desire to know all about 

the love object. This "knowing about'~ differs from Durrell's 

l~knowing'C in that the former is chiefly intellectual and 

involves spying and distrust whereas the latter isa uniting 

of intellectual and sensual and pertains to both members 

of the affair. Another quality of proustian love is that 

it is compulsive; in other words, an acquaintance which 

has had no physical base or emotional depth can suddenly 

develop into a love affair. This coup de foudre is also 
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.i'~ , , " 
found in the love affairs in The Quartet. The last impor-

tant point of proustian love is that :'it .i..~- sUbjectivi', 

~ .creating a third'person whose elements are d~~ived flom 

the lover. It is this third person who is - lov~d1' ani when 

the real person is seen, love has stopped. This' idet 

differs from Durrell because of his feeling that no ~ndividual 

I 
ever sees all sides of a person but only views them from a 

I 
subjective reality. Both authors see love as compulsive, 

I ' 
subjective, paradoxical, and maturing1 the differenc~ comes 

. I 
in that Durrell handles reciprocated love, ~nseparabfe from 

sex: whereas proust sees unreciprocated love, little 

affected by sex. 

The third important theme is Time-Space; the idea which 

holds proust's vision and affects the form of Durrell"s 

work. Although Durrell states that he is not using the 

proustian method which illustrates Bergsonian "Duration," 

and not nspace-Time,·r if one carefully reads The Quartet, one 

will see that there are at least two theories of time in 

his~rk--one a distortion of Time-Space relativity, the 

other a distortion of Proustian time. 

For proust, Time is the fourth side of space, since 

memory is conceptualized in Space, not in Time. This phrase 
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already admits of the importance of memory, voluntary and 

involuntary_ A third part of Proust"s idea is the difference 

between the interior and exterior, the objective and the sub-

jective. These points need to be compared and contrasted 

to Durrell's somewhat hazy concept of Time-Space. 

Durrell states in the "Note" to Balthazar that· he is 

writing a novel based on the relativity proposition in which 

the Ilthree sides of space and one of time constitute the 

soup-mix rec<ipe of a continuum. I. He also states that since 

the subject-object relation is so important to relativity 

that he has turned the novel through both the subjective 

and objective modes. Durrell's own words prove that he does 

Rot fully understand the mathematical relativity proposition 

in stating that the first three novels are deployed spatially 

and that Time is stayed, that only the fourth alone represents 

time. These very words show that Durrell has only a drawing-

room concept of relativity and of Time-Space. Pursewarden 

advises Darley to try to \vri-te a four decker novel, Ita 

" continuum, forsooth, embodyipg not a temps retrouve but a 

/ / 
~.-E§ _delivre,1l !La form which, if satisfied might raise in 

human terms the problems of causality or indeterminary_ 

And nothing very recherche either. Il (Clea, p. 126). This 

I 
! 
! 

I 
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indirect reference to Proust is followed a few pages later 

by another more direct reference that shows his disappoint-

ment in what Proust accomplished. 

Time is the catch. Space is a concrete idea, but 
Time is abstract. In the scar time of Proust's great 
poem you see that so clearly; his work is the great 
academy of the time--consciousness. But being unwilling 
to mobilise the meaning of time he was driven to fall 
back on memory, the ancestor of hope. (Clea, p. 134) 

This passage mentions a meaning of time other than that which 

Proust sa\-l. However, never does Durrell make clear a 

..:)'meaning of time", a .. truth of Time' he only continually 

employs such phrases. possibly, as with Proust, Durrell 

hopes that 'the indirect communication of form will convey 

his message. However, possibly because of a mere surface 
! 

knowledge of Time-Space, Durrell conveys the feeling of 

multiplicity caused by moving through space, but even lin 
! 

Clea, the temporal novel, conveys little feeling of the move-

ment of time .. 

Despite this lack of feeling of time, Durrell often 

talks of time, and when he does, it comes closer to Proust's 

conception than to relativity Space-Time. Durrell even 

admits that he had at one till"" confused Bergsonian time with 
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Einsteinian time, but that since he wrote The Key to Modern 

Poetry, he has realized the difference; .however this is not 

entirely the case. 2 The use of memory which Pursewarden 

derides is most important to the novels. Darley often speaks 

of something causing him to relive some past moment. This 

involuntary memory is an integral part of Proust's idea. 

It is also of interest that Pursewarden writes about writing 

as un-dimensional" in that time not space is the governing 

factor. What pursewarden says is very similar to proustian 

time: 

The narrative momentum forward is counter
sprung by references backwards in time, giving the 
impression of a book which is not travelling from 
~ to Q. but standing above time and turning slowly 
on its own axis to comprehend the whole pattern; 
things do not all lead forward to other things; some 
lead backwards to things which have passed. A 
marriage of past and present with the flying multi
plicity of the future racing towards one. (Justine, 
p. 252). 

Another interesting confusion is that of the subjective and 

objective; the interior and t.he exterior; a problem handled 

2Kenneth young, "A Dialogue with Durrell", Encounter, 
Volume XIII, Number 6, December, 1959. p. 64. 
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indirectly by both authors. Actually Durrell's use of the 

subjective and objective modes have little to do with the 

use of subject and,object in the theory of relativity, but 

is much closer to Proust than Durrell would like to imagine. 

Thus one can see that the idea of Time or of Time-Space in 

The Quartet is not strict Proustian time nor is it in many 

ways far removed from Proust's vision. However, Durrell's 

confusion of Time leaves his novels without a feeling of 

time and therefore nearly completely in the realm of space. 

The styles of Proust and Durrell are extremely different 

with few points of similarity. These parallels would be 

in the importance of imagery and in the lack of dialogue in 

both works. Durrell uses images as a poet; in fact his 

descriptions, such as the one which opens Balthazar are 

actually prose poems. Imagery for Proust, however, is again 

closely linked to his vision, since physical·Cbjects are often 

the means to memory_ In relation to dialogue both authors 

use it sparingly. In Temps perdu most of the dialogue is 

actually lengthy monologues addressed to a silent listener; 

this monologue is usually important in revealing character. 

The Quartet contains more true dialogue, but it is usually 

very brief, with exceptions such as "I-She'· sequence in Clea. 

'III' 
I 
I 
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The methods of shortening and minimizing dialogue differ: 

for proust, this is accomplished by Marcel's giving of his 

impressions of the persons; for Durrell it is done through 

his use of letters, diaries and notebooks of other characters. 

These two slight comparisons end the similarity and lead 

into the many dissimilarities. Proust's vision forms his 

style ~hich has the rhythm of slow discovery. He uses long 

sentences and complex grammatical constructions and rhetorical 

devices such as non-parallel construction, syllepsis, ana-

coluthon, inversion, and ellipsis producing an indigenous 

French rhythm. His use of convergence is another means of 

heightening the effect of mumory_ One can view Proust's 

style as a result of the French language molded by his vision. 

In comparison to proust, Durrell's style rs much less complex. 

The outstanding feature being his poetic expression, which 

often takes the form of sentence fragments, utlizing to 

the fullest the nuances in sound and rhythm that are truly 

innate in the English language. However, Durrell's use of 

French phrases and his, at times, erudite vocabulary, seem 

somewhat stilted. This weakness is offset by the brilliant, 

unusual comparisons. If anyone thing forms Durrell's style, 

it is his poetry and his aQ~iration for the' works of Henry 

Miller and D. H. Lawrence. 
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• J. i .• _;" • 

The difference ~n v~s~on and message--this is ~he. di'ffe- . 

rence in Proust and Durrell. As has peen, pointed ()ut,.lt is 
. . '''' .,..'..";: 

Proust' s vision that causes the form, Ch~'l:"~ht~rization', 

themes, and style of~ la Recherche du temps perdu to form 
,~ .. ' '. , ..." .' . ~ , .. 

one integral strucuture.that is completely integrated • 
. .. ~ ; 

Lacking a motivatii?g vision, Dur,rell" has' written inst.ead, 

The. Alexandria Quartet, a work containing .. a message of sexual 

love as the ultimate form of self-exploration. Consequently, 

The Quartet lacks the unity and integrity found in Proust'~ 

work. The reader does not experience Darley's realization 

as he does Marcel's vision; nor does the reader grasp the 

concept of Time-Space relativitYi as he does that moment 

in Proust that is above time and space. Thus it seems that 

Durrell has created a beautiful fantasy that contains a 

message often found in contemporary literature, but never-

theless, lacks the vision that would make message unnecessary 

and that would make the work a unity rather than a jumble 

of parts. 

.. 

, 
i: 

II 
I I 
I 
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APPENDIX 

KEY TO ABBREVIATIONS 

SW I and II: Du cote' de chez SWann 0- 2 vol. 

JF I, II, and III: 
3 Vol. 

A I' Ombre de jeunes °filles en fleurs, 

G I, II and III: 
".. ~ 

Le cote de Guerrnantes, 3 vol. 

S G I and II: Sodorne et Gornorrhe, 2 Vol. 

Pre I and II: La prisonniere, 2 vol. 

AI: Albertine Disparue, 1 vol. 

" TR I and II: Le Temps retrouve, 2 vol. 
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