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Preface 

Aristotle 1a called a ''real1at1c11 

philosopher though to a modern mind he 

might seem 11 1deal1st1c." To avold any 

confusion of terme, I have capitalized 

"Realism11 and usually qualify 1t by the 

adjective "empirlcal. 11 At the ou_tset, I 

should like to make it clear that I do . 

not refer to "real1sm11 in the Ar1stotel1an 

connotation but to a specifie quality that 

characterizes much of modern, English and 

American literature. 

A list of some of the important works 

of the major Realiste 1s prov1~ed in Part IV 

of the· Bibliography. 

My thanks to Professer H.G. Files 

for his assistance in the preparation of 

this study. 
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Chapter One. Introduction 

There have been few writers in the 

English language as provocative as Graham 

Greene and this perhaps may partially 

explain the widespread critical attention 

which his writings have received in reeent 

years. For the most part, his critics 

seemed to have missed one of the important 

features in Mr. Greene's writing, an aspect 

which only li terary cri tics could be 

expected to discern. 

Broadly speaking1 Mr. Greene ·usea, 

in hia novels, "entertainments" and plays, 

a method or approach known today as ':Realism; ·~ 

broadly speaking, this ia almost the aame 

thing as saying that he writes in a "Realistic 
' 

style.'~ Realiem however, is more than a 
-

11 style11 in the customary sense of that 

word, as for example when one saya that 

Seneca and Cicero wrote in different 

11 styles.u The Realistic style in modern 

literature 1s usually symptomatic of a 



whole philosophy of life and, if past 

experience is any criterion, it would 

seem that the Realistic style 1s most 

effectively employed by someone who 

supports, at least in his writing, an 

empir1cal outlook on life. The use of 

the term 11 Realism11 in this study refera 
- -

to that tradition of '~empirical Realism" 

wh1ch has characterized much of the 

2 

writing of plays and novels in the 

twentieth century. The succeeding chapter 

attemp~s to synthesize those varied forces 

that, in my opinion, shaped empirical 

Realism, and ·thereby to render a cumulative 

definition of that phenomenon. It might 

be advantageous at this point however, to 

de fine empirical Re ali sm as "'an at ti tude 

to ·life characterized by a belief in only 

those facts ·about htunan existence that can 

be scientifically ascertained or verified 

by the experience of a writer who will put 

all assumptions to the test of experience.'~ 

Realistic '~techniques'~ are simply those that 

have been created and developed by a group 
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of authors whose view of life is that of 

empirical Realism. I.t should be noted however 

that, in recent years, these techniques have 

been used by authors who may reject the 

tenets of empirical Realism; one of these is 

Mr. Graham Greene. Mr. Greene supports a more 

spiritual view of human existence than is 

compatible with empirical Realism. The paradox 

lies in the fact that Mr. Greene 1 s writings 

reflect certain traits of that general attitude 

to life which characterizes the empirical 

Realiste. 

Generally speaking, the works of the 

empirical Realiste represent an attitude to 

life which is the antithesis of that more 

spiritual outlook underlying the fiction of 

the early nineteenth and Victorian period in 

England. Empirical Realism was born in the 

Victorian period but has really only dominated 

literature in this century. It is a reaction 

against the spiritual assumptions of earlier 

literature. 

Those modern authors who reject empirical 



Realism seem nonetheless to be curiously 

attached to some of its aspects; Mr. Greene 
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is one example. The result is a puzzling 

ambiguity for the reader who must somehow 

separate in the works, the rejection of 

empirical Realism from its acceptance by the 

author. It is the making of such a separation 

that is the task of this study. 

A critic in the New York Times Book 

Review once wrote: 

Before Greene, religion played a 
minor role in the English novel. 
Except for Mark Rutherford and 
the lesser novels of George 
Eliot, it has had its external 
manifestations in the country 
parsons of Fielding and Sterne, 
its whipping boys in Butler and 
Shaw, and stock characters in 
Jane Austen and Trollope. However, 
in its innermost forme it exista 
in the great tradition of poetry 
from Donne and Herbert to Eliot 1 and Auden. 

Like most sweeping statements, the above admits 

of some qualification. One might ask: if George 

Eliot can be included why not Aldous Huxley 

or Evelyn Waugh ? Bunyan's Pilgrim 1 s Progress 

together with a number of lesser known English 

nove1s written in the nineteenth century, not 

1 
George Mayberry, '~Mr. Greene' s Intense 

Art," New York Times-Book Review, October 28, 
1951, p. 5. 



to mention the deluge of popular, religious 

novels in the Lloyd Douglas tradition. 

5 

In general though, it seems true to say 

that it has long been appropriate for verse 

to carry religious content whereas the novel 

for the most part, has been regarded as a 

vehicle for things secular. Because it emerged 

at a later period than verse, the novel did 

not enjoy that favour of the Christian Church 

which was extended to verse in the Middle Ages 

and in the seventeenth century. As to whether 

or not Mr. Greene has altered the course or 

enlarged the ecope of the English novel, only 

succeeding generations can tell. Certainly, 

any such claim on Mr. Greene 1 s behalf, should 

be made only with reference to the English 

tradition as the particular effort made by 

Mr. Greene has already been made in France 

by Mr. Franrois Mauriac and others. 

It can justly be said, I think, that 

Mr. Greene at l~àt has, conscio:usly or 

otherwise, focused attention upon -the 

limitations inherent in the empirical Realistic 

novel. In a different way, Aldous Huxley in his 
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later nevele, aleo pointed to the disadvant-

ages of empirical Realism. 

The novel today ia abaorbing fresh 

data from all of the branches of knowledge. 

Previoua to this age, it did not have to 

cope with auch an enormoua output of facta 

about human existence. The conscience of the 

Realiatic artist requiree that theae facta 

be aaaimilated because they ~ facta as 

oppoaed to the myeteries of intangible 

reality. A contemporary novelist, Virginia 

Woolf has written in opposition to the above 

viewpoint: u 'The proper atuff of fiction• 

doea not exist; everything is the proper 

stuff of fiction, every feeling, avery 

thought; every quality of brain and spirit 

ia drawn upon; no perception comes amisa.u 2 

The empirical Realiste generally exclude the 

"quality of spirit" from their worka or, if 

this is included, it is represented as an 

aberration of the human personality, something 

th~t ia unworthy, of beliet, aomething that ia 

not a fact. 

Virginia Weolf sees the tradition of the 

2VirginiaWoolf, "Modern Fictton," in The 
Common Reader (New York, i953), p. 1~8. Further 
references will be to this edition. 
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English novel as having excluded much that 

is pertinent to the human condition: 11 English 

fiction from Sterne to Meredith bears witness 

to our natural delight in humour and comedy, 

in the beauty of earth, in the activities of the 

intellect, and in the splendeur of the body'~ 

(p. 158). Her point is not that this record 

is poor in itself but that it fails to embrace 

large areas of human experience. In her 

opinion, the English novelists possess 11 the 

instinct to enjoy and fight rather than to 

suffer and understand11 (p. 158). 
1 

On modern English literature, Virginia 

Woolf writes of the Realistic techniques used 

by James Joyce: 

But it is possible to press a 
little fqrther and wonder whether 
we may not refer our sense of being 
in a bright yet narrow room, 
confined and shut in, rather· than 
enlarged and set free, to some 
limitation imposed·by the method 
as wall as by the mind. Is it the 
method that inhibits the creative 
power? (p. 156). 

This statement might well be applied to a 

number of Realistic authors. Is it possible 

that the Realistic outlook and techniques are 



too narrow a chamber for an ambitious 

imagination or a wider vision of reality than 

eeems compatible with empirical Realiem? The 

so-called "stream of conaciousneea~ technique 

used by Joyce ie distinctly a Realistic one, 

8 

an attempt to reproduce a quasi-facaimile of 

the operations of the mind. But if we can 

abatract ourselves from the contemporary scene, 

it is possible that we may ask ourselves not 

only how well this quasi-facsimile is executed 

but whether or not there is any real advantage 

to the making of auch a reproduction, even 

one that is made well. Is this the function 

of literature? 

It is not the purpose of this enquiry 

to anawer this question; but it is one of the 

pointa of this study to suggest reasons as to 

why the question should be asked. I have 

already hinted that the influence of empirical 

Realism on modern literature may hamper an 

individual writer 1 s presentation of his view 

of reality. If this is the case for a given 

writer (as I believe it to be so for Mr. Greene), 

that writer would aeem to have two choices; 



either to reject the context (outlook and 

techniques) of empirical Realism entirely 

(this has not yet been done successfully), 

or to push back the limitations of that 

context. It is the latter that characterizes 

Mr. Greene 1 8 writing. 

The problem that empirical Realism poses 

for a writer whose vision transcenda it, is 

9 

that it doesn 1 t seem to be realistic enough 

(~embracing all reali ty, both factual and ideal) •. 

Such a writer will ten to be dissatisfied with 

a view of reality that is limited to evidence 

provided by the senses and may well find himself 

with an extremely affirmative sense of life that 

must somehow take shape in what has proven to 

be a conspicuously negative vehicle; I refer 

here to the outlook and techniques of empirical 

Re ali sm. 

The beat-seller novelists like James T. 

Farrell and John 0 1Hara do not appear to be 

searching for a way out; the modern reading 

public seems to have an enarmous and morbid 

appetite for Mr. Farrell 1 s kind of empirical 

Realism. This type however, is becoming decadent; 



the public is not as eas~ly shocked as it was 

in the nineteenth century. A refining of 

empirical Realism in literature, auch as is 

taking place today, seems to le ad to 

sensationalism and a delight in perversity; 

it is just as perverse to see the world as 

all evil as it is to see it as all good; there 

seems to be a tendency for the former in the 

works of the Realiste; to a certain extent 

one can see this tendency in Mr. Greene. 

This study is mainly concerned with a 

segment of Mr. Greene 1 s creative work. These 

are the "religious works 11 which include the 

nevele: Brighton Rock, The Power and the 

Glory, The Heart of the Matter and The End 

of the Affair; also included are Mr. Greene 1 s 

two plays, The Living Room and The Potting 

Shed. 3 By the term 11 religious works 11 is 

meant that these are ostensibly concerned 

with religious issues and that the religioua 

awareness of the characters is central to the 

human drama, as it is offered by Mr. Greene. 

3 . 
See Bibliography. 
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Chapter Two. Empirical Realism 

Empirical Realism emerged with the 

upsurge of science in nineteenth century 

England. It is, as I see it, a combination 

1~ 

of scientific findings that seemed to undermine 

the '~ old order" of ide as as well being a 

general sense of revolt by a few, nineteenth 

century authors,· towards the assumptiona of 

the old world of gentility as these are brought 

out for example, in the novels of Jane Austen. 

The scientiste may be called those who 

supported empirical Realism in theory, the 

creative writers those who put it into 

practice •. 

What followe is a detailed discussion 

of particular men who represent, I think, 

the major influencee that have served to 

shape empirical Realism in modern literature. 

We shall later examine in some detail, any 

similarities that there may be, between 

the empirical Realiste and Mr. Greene, with 

a view to appraising their significance 

in relation to his religioue content. 
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I. Scientific and Philosophical Background 

The revolutionary hypothe~es propounded 

by Charles Darwin reverberated within a 

restlesa literary world in nineteenth century 

England. Perhapa if that scientiat bad not been 

so capable an author, the impact of hia ideaa 

would not have been as pronounced at it waa. 

Darwin made explicit,inferences in hia scientific 

theories that can justly be called philoaophical, 

even though the stepa which led to these 

conclusions are acientific rather than 

philoaophical. To many, Darwin aeemed to have 

pulled man from his pedeatal: 

I have given the evidence to 
the best of my ability; and we 
must acknowledge, as it aeema to 
me, that man, with all his noble 
qualitiea, with sympathy which 
feela for the most debaaed, with 
benevolence which extends not only 
to ether men but to the humbleat 
living creature, with hia godlike 
intellect which has penetrated 
into the movementa and constitution 
of the aolar system -- with all 
theae exalted powera man atill 
bears in hia bodily frame the 
indelible stamp of hia lowly 4 
origin. 

The Victorian reader might notice in the above 

4 
Charles Darwin, The Descent of Man and 

Selection in Relation to, Sex, 2 vola.(New York, 
1874), II, 387. Further references will be to 
this edition. 
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statement a balance of the lofty and the low 

nature of man; the same reader seems to have 

noted that man's lowly nature was no longer 

attributed to original sin but rather to his 

origin in the lowest species of animal life. 

On the whole, there is an optimistic tone in 

Darwin; man is in a process of evolution; he 

has come a long way and his future shows 

promise; he is the most highly developed of 

the animal organisme. Some of the Victorians 

noticed however, the absence of man's "soul" 

in the discussions on evolution. To some 

readers, the image of man's stature had 

d1min1shed; gone was Shakespeare 1 s view of the 

magnificence of man •. Darwin 1 s view of man is 

reflected in the writings of the empirical 

Realiste but they do not seem to share his 

optimism. 

Thomas Huxley's view is perhaps closer to 

the empirical Realiste; of man he wrote: 

He is a brute, only more intelligent 
than the other brutes, a blind prey 
to impulses, which as often as 
not lead him to destruction; a 
victim to endless illusions 
which make his mental existence 
a terrer and a burden, and fill 
his phy~ical life with barren 5 
teil and battle. 

5 Thomas H. Huxley, Science and Christian 
Tradition (New York, 1896), p. 256. Further 
references will be to this edition. 
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Apart from their animalistic treatment of man, 

the empirical Realiste reflect in their writinge 

two notions which are included in Mr. Huxley'e 

statement. The firet of these ie man's being a 

11 victim to enà,lees illusions;" the second, hie 
-

11 mental existence" being a 11 terror and a 

burden." 
~ 

Man's actions were to be judged in Darwin 

and Huxley by empirical standards rather than a 

religious code. Darwin writes in hie Deecent of 

Man and Selection in Relation to Sex:. uThe 

development of the moral qualitiee ••• lies 

in the social instincts, including in this 

term the family ties•• (II, 374). In the works 

of the empirical Realiste, man's moral conduct 

is judged by his eociety'e code of morality, 

rather than by God 1 e law. 

The traditional belief in a "good God" was 

shaken; Darwin wrote: 

I am aware that the assumed instinctive 
belief in God hae been used by many 
pereqne as an argument for Hie 
existence. But this is a rash 
judgmènt, as we should thus be 
compelled tD belie~e in the 
existence of many cruel and 
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malignant spirits, possessing 
only a little more power than 
man; for the belief in them 
is far more general than that 
of a beneficent Deity. The idea 
of a universal and benefioent 
Creator of the universe does not 
seem to arise in the mind of man 
until he has been elevated by a 
long-continued culture. 11 (op. cit. II,377). 

It is important to note in the above that a 

God does not present Himself to the mind of 

man as either good or bad but that the belief 

in a good God arises from man's thinking without 

God 1 s assis~ance and as part of a cultural 

phase, without any necessary reference to the 

objective reality of such a God. The religious 

life of man plays an essentially subjective 

role in those characters created by the empirical 

Realiste; the practice is also true to some 

extent in Mr; Greene'e writing. 

· On miracles (of which we have examples 

in Mr. Greene 1 s writing), Huxley writes: 

The belief in the efficacy of 
prayer depends upon the assumption 
that there is somebody somewhere,. 
who is strong enough to deal with 
the earth and its contents as 
men deal with the things and 
events which they are strong 
enough to modify or control; 
and who is capable of being 
moved by appeals auch as men 
make to one another (op. cit. p. 133). 

It is curious how suggestive language can be; 
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Huxley has not openly stated hia opinion 

concerning the above but one has the feeling 

that the "efficacy of prayer" will not turn out 

to be very much. The statementa import . though, 

ia paralleled in much of modern literature 

where man ia left to himaelf, without recourae 

to God. In the works of the empirical Realist·a, 

the agnoatic appears as "hero;" he was a virile 

character in the Victorian age; he is portrayed 

as fatigued and bored with existence in recent, 

Réaliatic fiction. Mr. Greene's charactera are 

riot always agnostics but they aeem to share 

agnoatic character'a view of existence. 

II. Literary Bac!sround 

A. Wordsworth 

One may not accept Wordsworth 1 a conviction 

that it is :nature (non-human) which givea man 

his real worth (by implication, without suoh a 

conviction man's worth diminishea), but one must 

alao recognize the underlying humanism in ~e --
Prelude and what we have of The Recluse. Wordsworth. 

grew out of hia early romanticiam whereas the 

empirical Realiste do not as yet aeem to have 

matured. Because they do not accept the reason 

- -- ---- - --- --------- - --- ---------'----
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for Wordsworth 1 s reconciliation with man1 s dignity 

(man valued as part of the total beauty of 

nature), the empirical Realiste seemed to 

have turned to skepticism. 

It has been said nonetheless,that the 

Realistic "tendencies of Romanticism in its 

early stages are well illustrated in the 

poetry of Wordsworth, and his doctrine that 

the diction of poetry should be a selection of 
6 

the language used by real men. 11 Wordsworth 1 s 

significance as a reformer was in his abandoning 

what had come to be a decadent poetic diction; 

the language of the poets had been imitating 

poetic convention and not men. Language in the 

novel was in a somewhat similar position and to 

the ear of the Realist who heard no auch language 

spoken by real men, the effect was pretentious 

and untrue to life. It seems true to say that 

the Realiste have interpreted "the real language 

of meh11 in a more literal and therefore lesa 

imaginative sense than Wordsworth did. 

Some of Wordsworth 1 s attitudes have been 

reflected in the empirical Realiste. One of these 

is the poet's attitude to books and the scholarly 

6 
H.S. Davies, Realism in the Drama 

(Cambridge, 1934), P• 90. 
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life. 

The restlessness of Wordsworth 1 s residence 

at Cambridge and his feeling that books 

give the reader an unreal picture qf life 

have their coUnterpart in that scorA .for academie 

pursuit which is spoken by many characters in 

the works of the empirical Realiste. Th~ 

result is anti-intellectualism which seems to 
.• 

be supported by a belief that t]J.e .academic life 

is eut off from the turbulent flow of real 

life. In a disguised form,- the same; tendehcy is 

present in Mr. Gre.ene 1 s writing. 

B. Ibsen 

Henrik Ibsen was a rebel with a cause; 

his cause was the exposure of the big lie 

which he felt characterized hia society; he 

was going to tell the truth about this society; 

he was not going to be troubled by the 

tradi tional ·~decorum" of li terature; the 

long accepted standards of gentil1~y and the 

power exercised by nominal Christiane were to 

be strictly tested in Ibaen'a writing. Ibsen 

endeavoured to expose the evil and pretentious­

ness that often underlay "human dignity. ·~ 



George Bernard Shaw has said of Ibsen•s 

contribution: 

19 

We then have our society classified 
as 700 Philistines and 299 idealiste, 
leaving one man unclassified. H.e is 
the man who is strong enougb. to 
face the truth that the idealiste 
are shirking. He says flatly of 
marriage, "This thing is a failure 
for many of us. It is insufferable 
that two human beings, having 
entered into relations which only 
warm affection can render tolerable 
shbuld be forced to maintain them 
after suoh affections have cea.eed to 
exist, or in spite of the fact that 7 
they have never arisen. 11 

In the average nineteenth century novel, it 

is probably true to say that a sentimental 

courtship often took ·precedence over marriage 

and this can lead to an unreal awareness of 

life. As we shall see later, Mr. Greene 1 s 

portrayal of human love and marriage bears 

many of the marks of Ibsen1 s view. 

Ibsen 1 s technique was to shock his 

readers into an awareness of the way reality 

really was, to force them to look around 

themselves and see how unfulfilled· were the 

promises that had been made to them in their 

reading of literature. Ibsen crusaded against 

7 Georse Bernard Shaw The Quintessence of 
Ibsenism (New York, 1908), pp. 24-25. Further 
references will be to this edition. 



conventional thinking and was in favour of a 

more personal and individualistic view of 

life. As is illustrated in his play, êg 

Enemy of the People, he supported the man 

20 

whose personal sense of truth opposed the 

general thinking of society, when society was 

wrong; Ibsen's reformer-characters did not share 

the complacency of their fellow citizens. There 

exista a similarity in this respect between 

Ibsen 1 s view and Mr. Greene 1 s attitude to 

the 11 pious and complacent. 11 Ibsen1 s characters, 

especially Hedda Gabler, epitomize the 

repudiation of duty, the rebellion against 

what society expects from them; these traits 

are usually reflected in the empirical 

Realiste and in Mr. Greene. 

Ibsen urges the recognition of all 

facts. Ibsen saw violence in life and there 

are ·moments of violence in the l.ives of his 

characters. One cannot help but notice the 

presence of violence in the lives of those 

characters created by the empirical Realiste 

as oppos.ed to the notice able tone of urbani ty 

that prevailed in earlier fiction. As we shall 

later see, violence is everywhere in Mr. Greene's 
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world. Like the American, Pyle, in Mr. Greene 1 s 

novel, The Quiet American, there is the picture 

in Ibsen of the idealist-villain. This is part 

of the tendency for anti-intellectualism 

to which reference has already been made. 

A noted critic has commented: 

Ibsen turned to village politics 
for exactly the same reason that 
his contemporaries and his 
successors have, each in his own 
way, sought out some aspect of the 
common man and his common life -­
because, that is to say, here was 
at least something small enough 8 for him to be able to be lieve •. 

Ibsen1 s sympathies were with the common man 

with common abilities and common emotional 

reactions; the empirical Realiste have followed 

in this pattern. Our cri tic adda: 11 We say, as 

Ibsen would say, that the problems of Oawàld 

Alving are more 'relevant' to our life than the 

problems of Hamlet, that the play in which he 

appears is more 1 real 1 than the other more 

glamorous one. 11 9 

Shaw concludes that 11 Ibsen himself is 

kinder to the man who has gone his own way 

as a drunkard than to the man who is respectable 

8 
Joseph Wood Krutch, The Modern Temper 

(New York, cl929), p. 89. 
9 Ibid., p. 90. 
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because he dare not be otherwise'~ (op.cit., p. 

140). The import of this assertion echoes 

through all of Mr. Greene's writing. 

C. Balzac and Zola 

It has been said that Balzac was "the 

first to illuminate the mechanism of the 

struggle for existence and of the human 

passions consumed in this unend1ng battle.~ 10 

Both Balzac and Zola saw the human drama as 

"mechanistic;" this view is reflected for the 

most part, in the wr1tings of the empirical 

Realiste; Mr. Greene compromises with this 

view in that he upholds to a noticeable 

extent, the primacy of "free willn in mail., 

at the same ~ime acknowledging those pressures 

of mechanistic existence which can hamper the 

exercise of . free will. The second point to 

notic~1n the quotat1on is the attention giveri. 

to '~human passions." In the empirical Realiste, 

apd there is the aame tendency in Mr. Greene, 

passion in all of ita forma, is regarded as 

the true picture of man with hia mask lifted, 

w1·tli the cloak of urbani ty shrugged off. 

Zola has qeen called the scientist of 

10 , Il . 
·· · Marcel Ayme, Balzac: The l,rirst Modern 

N·ovelist,':. in HighJ..iBhta .'of. Modern Literature: 
A .PermçmeRt .. . Collection. of···Memorable Essaya from 
the New York Times Book Review, ed. Francis 
Brown (New York, 1954), pp. 234-237. 
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fiction. 11 He was trying to create · a new type 

of ~iction ruled by scientific laws, based 

on scienti:f.ic obs_el;'Vation, ~ written, so 

!ar as possible,, by scientific methode; if 

successful, he would recapture for himaelf, 

23 

and for literature soma of the prestige that 
1~ 

had begun to surround the great scientiste.'~ 

Zola wanted to be a camera, to promote a 

factual recording of human experience; this 

was the novelist as observer. As experimentalist, 

Zola thought that the novelist should jugsle 

his photographe of life, add a catalyst 

("sually a strong passion) to make the plat 

come alive and then wait for the human 

situation to resolve itself chemically. 

The 11 sociological novel11 was conceived 

by Zola; he wrote in on deterministic 

principles. External environment not only 

shapes but manipulates the lives of Zola's 

chartf.cters; many of them we.re victims of 

their environment. Apart from the tyranny of 

external environment, there arose with Zola 

what might be called the despotism of 

internal environment, if we can still 

imagine man's inner life as a microcoem. 
11 - . 

· Malcolm Cowley, Tb.e L±terary Situation 
(New York, 1955), p. 75. Further references 
will ·be to this edition • 
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This inner determinism resulte from the 

neuroses and psychoses in man which have 

been brought to light in our time and this 

leads us to a discussion of Freud. 

D. Literary Influence of Freud 

It has been said of the second half of 

the nineteenth century: 

The truth was that writera were 
eager for an approach to character­
ization that avoided the gentility 
of Jane Austen, the sentimental 
heaviness of Dickens, and the 
socially diverting realism of 
Howells. They felt that aex waa 
their problem; that they had but 
recently diacovered it under 12 layera of social restriction. 

Sex was there all right and, more and more, 

fictional characters were discovering what a 

difference i~ made in their lives. The telling 

point however, was not that the existence of 

aex could be openly con:fessed but that it 

seemed to control many ether aspects of the 

human personality. Freud 1 s theory of the 

'"l1bido11 being the source of human behaviour, 

often .replaces in our literature, those nobler 

motives that had previously been used to 

1nterpret it. In the empirical Realiste, it 

i2 -
· Frederick J. Hoffman, Freudianism and 

the Literary Mind (Baton Rouge , Louisiana, 1957), 
p. 74. F\.lrther references will be to this edition. 
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ia -no .longer fo:,Lly that makes man a slave to 

·· his passions but fact. The conviction tbat 
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man was forced to be promiscuous by coercion 

from within led in our century to the belief 

in this cent.ur.y that opposing auch promptings 

would be tbwarting nature 1 s purpose. Along 

with this conviction came tl-le loas of a belief 

in free will and responsibility, in effect a 

losa of the sense of sin. Mr. Green~ has restored 

the làtter. 

In the empirical Realiste, the sex·ual 

passions are freed from the fetters of 

convention; one change from earlier fiction 

is that the portrayal of human love includes 

. a stro:ng quali ty of violence. The new charactere 

spoke and thougb.t lesa d1screetly a?d -grace­

fully than their predecessors; their virtue 

was that they brought with themselves a 

directness and a power which helped to revive 

a somewhat suffocated reading public. The 

disadvantage is perhaps the fact that human 

love came to be pictured in only ite physical · 

aspects; in addition, the Realiste and Mr. 

Greene have a tendency to View physlcal love 

in 1ts uglier and..more sordid aspects. 

In his Freudianism and the LiterarJ Mind, 
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Mr. Hof:f'man concludea: 

If psychoanalysis contributed 
anything worth preserv1:ng or 
even studying in the literature 
of this · period, 1t 1s not to 
be foupd in extravagant 
demonstrations of sensuality 
or adolescent attacks upon 
the mores, but rather in its 
sponsorship o~, or at least 
1ts concessions to, introspection. l3 

Perhaps the 11 stream of consciousness 11 technique 

is the most conspicuous example of the modern 

nove list 1 a preoccupation wi th 11 1ntrospection; '~ 

Mr. Greene uses this technique to some extent. 

'l'here is lesa external action, more exploration 

in the minds of modern characters than was 

true of earlier fiction. In Mr. Greene's tE;trms, 

the h~an struggle becomes one of faith rather 

th an act ion. 

Like the poet, Wordsworth, Freud saw 

childhood as the crucial phase in the develop-

ment of the man; the trends in literature since 

Freud testify to the fact that many a character 

can trace what he is as an adult to the exper­

ience of his childhood. In the empirical Realiste, 

the emotional life of the child appears in the 

adult life of the character, but by a curious 

. inversion, in Mr. Greene 1 s works, the li fe of 

the adult appears in the child. Mr. Greene 1 s 
characters are not childish, nor are they 

13 Op. cit., p. 75 • 

..;_, •• • 1 
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innocent. They are old before their time and 

they do not seem ever to have known the joys 

of childhood. It is apparent from Mr. Greene's 

essaye that he himself does not appear to 

have experiences these joys. 
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Cbapter Three. Graham Greene and Modern Literature 

Thomas Hardy and Samuel Butler seem to 

be the first, major, English novelists to 

exhibit some of the features of empirical 

Rfilalism as we· have seen it. Of Hardy, G.K. 

Chester:ton_write~. : 11 Mr. Hard~ ha.s the honour 

of inventing a new sort of ga.me, which may 
14 

be called the extravagance of depression." 

The seeds of empirica.l, Rea.lism were sown 

however, before Mr. Hardy wrote. 

So romanticàlly ima.gined a figure as 

Charlotte Bront wrote the following in answer 

to the 11 carping11 critics of Jane Eyre: 

14 

Conventionality is not morality. 
Self-righteousness is not relig­
ion. To attack the first is not 
to assail the la.st. To pluck 
the mask from the face of the 
Pharisee is not to lift an 
impious hand to the Crown of 
Thorns • • • • appearance should 
not be mistaken for truth • • . • 
The world may not like to see 
these ideas dissevered, for it 
has been accustomed to blend 
them; finding it convenient to 
make external show pass for 
sterling worth -- to let white­
washed wa.lls vouch for clean 
shrines. It may hate hlm who 
da.res to scrutinize and expose, 
to raise the gilding and show 

G.K. Chesterton, The Victorian Age in 
Literature (London, cl913), p. 145. · 
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base metal under it~ to 
penetrate the_ aepuchre and 
reveal charnal reliee; but 
hate as it will, it is 1ndebted 
to him. 15 

The notion of r;aunmasking11 ie important in 

this quotation. _Modern authora are apt to 

be more aophieticated in their approach but 

the eame, fundamental attitude aeeme to 

underlie their writing, an effO?::'t to show . · ~ . 

the basic unreality and harmfulneaa of people 

who are duped by their own pretenaions and by 

thé pretenaiona of their fellowa. 

In addition to Charlotte Bronte 1 e v1ew 

there exista in modern literature a etrong 

sense of diailluaionment; behind this is 

uaually a dark sense of man's inaignificance 

in the universe. It ie a feeling that man ia 

helpleae and beyond correction. Wb.at perha.ps 

makea the feeling hard to ·bear 1e the sense 

th.&t . .this condition in· man ie a matter of 

f'act. 

Theodora Dreiser ia a good example or 

whàt I mean. Dre_ieer' s laconie and matter-of-

,faGt ,prese~tatlc>n inakes the horrore that he . 

deecribea · all the more horrible. Dreieer'e 
. 15• . . -

·· · Charlotte Bronte, 11 Preface, ·~ to ~ 
'Eyré~ 2nd ed. (1847 J (Harmondsworth, Middlesex, 
195,J, pp. vi-vii. 



heroes would have been cast in another age as 

villaine or fools; even though occasionally 

oapable· of great feats of will, they are 

always the victime of some stronger power. 

In Dreiser, our sympathies are drawn to 

the failures of the human race; in this 

respect, a similar tendency can be witnessed 

in Mr. Greene's writing, particularly in the 

charaoter of Major Scobie in The Heart of the 

Matt~Pr. 

Someone has observed that: "Dreiser was 

the man from outside, the man from below, who 

wrote with the terrible literalness of a 

child." 16 There is more than a passing 

similarity between the empirical Realist and 

the child who cried out that the Emperor 

had no clothes on. The Realist may have part 

of the child 1 s point of view but he has lost 

the child's"innocence and forgotten the cbild's 

optimism. Mr. Colin Wilson writes that "the 

·so~oolboy has his own viewpoint: he :f'eels that 

the adult s,cceptance of an unheroic world may · 

.spring from too much eontact with the realities 

of that world." 17 

16 . 
:Al:f'réd bzin, 11 Theodore Dreiser and His 

C:t"itics," in ·The Ancll.or Review, ed. M.J. Lasky,. 
no. 1 (New York, 1955), p. 177. 

17 :: 
. ,. 'Co~in Wilsoh, i'he Age of De;fea.t (London, 
1959),. p. 18. 



Recent examples of Realistic fiction 

·show. an even · greater emphasis on t~e 
~ 1:~ . J •• 

psychol"ogicàl life of man tha.n was true 

of W!:'i ting at the turn of the cent ury. This 

em:phasis is apparent in Mr. Greene 1 s work 

as we have seen. 

We continue to witness the paradox of 

an author who is fundamentally idealistic 

(like Mr. Tennessee Williams or Mr. Graham 

Greene), writing in the style of empirical 

Realism and within the Realistic outlook. 

For a man of Mr. Greene's religious faith, 

disillusionment would seem to the reader, 
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too facile a state of mind for him to accept· 

although many of his characters bear the ma~ks 

of disillusionment. It may be that Mr. 

Greene 1 s dark outlook on life has been 

conditioned more by his own experience than 

by any philosophical attitude; there is 

certainly ampl' evidence for the autobiograph-

leal view in a number of his essaya. In 

general though, Mr. Greene 1 s brand of Realism, 

although it bears a distinct signature, is 

part of an outlook on life that has been 

communicated in the tradition of the empirical 
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Realistic writers. 

Aldous Huxley, an accomplished novelist 

in his own right, has focused upon a literary 

curiosity that seems to be associated with 

the empirical Realiste: 

The. great obvious truths have 
often, in the past, been stated 
with a repellent emphasis, in 
tones that made them seem --
for auch is the almost magical 
power of artistic incompetence 
-- not great truths, but great 
and frightful lies. But never 
in the past have these artietic 
outrages been so numerous as 
at present • • • • On some o~ 
the most sensitive and self­
conscious artiste of our age, 
this state of affaira has had a 
curioua and, I believe, 
unprecedented effect. They have 
become afraid of all obvioua­
neas, the great as well as the l8 
little. 

It is Mr. Huxley 1 s observation that ar~ists 

today have skirted worn, central truthe and 

that they are busy exploi ting what might be 

called fringe truths. Provided that the artiat 

does not pretend ~at these fringe truths are 

central truths·, there seems little danger; 

unfortunately this .is not always or even often 

the case and the reader may be left with an 

18 Aldous Huxley, 11 Art and the Obvious, 11 in 
Music at Night and Other Essaya (Harmondsworth, 
Middlesex, 1950), pp. 24-25. 
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an unbalanced view of reality and therefore 

an inferior art. 

Mr. Greene seldom offers us fringe 

truths but there is something of the same 

tendency in his art. For example, it is 

claimed on behalf of his characters, that 

the sinner has within himself a capacity for 

a fuller and more admirable sainthood than 

that which avails the ordinary, good man; 

Mr. Greene seems to share sorne of Ibsen's 

contempt for the man who is conventionally 

good. Mr. Greene so bende over to make his 

point that it appears to the reader as if 

the non-sinning good man can at beat expect 

a mediocre and rather inferior kind of saint­

hood. The central truth (which is certainly 

clear in St. Augustine), is that the man who 

has the capacity to become a great saint also 

has it within himself to become a great 

sinner and vice versa. At the same time, 

St. Augustine, for example, would be the last 

person to suggest that great sinning is a 

necessary program for great sainthood. 

In Mr. Greene's Realistic view, it is brought 

out (quite rigb.tly), that sinners often make 

. better material for sainthood than the 11 pious 
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or complacent. 11 On ·the other hand, i t is a 

central truth that there are more kinds of 

people in the world than those who can be 

classified as simply 11 sinners 11 or as the 

11 pious and complacent-. 11 It seems to be because 
-

of Mr. Greene's didacticism that his vision 

in this respect, is not w1der. Like many of 

the empirical Realiste, he has sometbing 

startling to teach ,us. He tells us that the 

grievous sinner 1s at the heart of Christian-

1ty; but he does not seem to care whether or 

not the good man is at the heart of 

Christianity. It seems to have been 

forgotten that although he may not be a 

prodigal son of God, the good man in the 

Christian tradition is a son of God all the 

same. 

Here are two statements that deserve 

compar1son, the f1rst aboun Dreiser, the 

second about Nr. Greene; the f irst is by 

Joseph Warren Beach who is something of an 

author1ty on twentieth century literature: 

In his attitude toward this 
jungle 11fe of human beings, 
Mr. Dreiser is not a satirist 
• • • • He is in deadly 
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earneet. He does not take a 
tone of superiority or set 
h1mself apart from his characters. 
He does not regard them as 
philistines or as sinners • • • • 
And whether they are winners or 
losers in the struggle, he is 
pretty closely in sympathy with 
them, even though, in his wider 
vision, he may see them in their 
littleness, helplessness, and 19 futility. 

Beach adda that Dreiser 11 is entirely innocent 

of any intention concerning point of view. 

He keeps himself, on the whole, pretty 

well out of the story. 11 20 

The second statement is an indirect 

quotation by a critic, of something that 

Mr. Greene is reported to have said: 

I wr1te about situations that 
are common -- universal might 
be more correct -- in which 
my characters are involved 
and from which only faith can 
redeem them, though often the 
actual manner of the redemption 
is not immediately clear. They 
sinr but there is no limit to 21 God s mercy. 

It seems true that both Dreiser and Mr. 

Greene evoke human situations that are 

common, though the characters involved in 

19 . 
~oseph Warren Beach, The Twentieth 

Century Novel: Studies in Technique (New York 
and London, 1932), p. 324. 

20 
Ibid., P• 329. 

21 . 
Se.e Joan Madden, "Wi th Crooked Lines: 

Greene' s Living Room:," Ame ri ca, XC (Mar ch 6, 
1954), 601. . 
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these situations are, in Mr. Greene 1 s case, 

decidedly . uncommon, if not in li fe cert.ainly 

in thè English novel of this century. What 

makesMr. Greene's characters different is 

the fact that although they appear to carry 

the burden of this world, they are really 

(often ~owingly' ·and unwillingly) in the 

servic·e of a Fo_reign King and the sign of 

this King's burden is the sign of the cross. 

Beach has pointed out, and I think 

'va.lldly, .. that Dreiser does not see bis 

characters as sinners; this is at least true 

·of hie novel Sister Carrie. Dreiser'e heroes 

are victime, not morally responsible, we are 

led to believe, for the evil that befalle 

the~. Mr. Greene's heroes are sinners; it ie 

true that they seem to sin in mucb the eame 

way as those characters created by most _of 

empirical Realiste. There is a difference 

however; Mr. Greene' a characters ~ that 

they sin and they know the consequences of 

their sine; unlike Dreieer's characters, they 

are not victime. They realize that their 

conscioue actions are baeically the res.ult of 

a free choice which they have made, no matter 

what grim circumstancee surround these actions. 
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Dreiser is aaid not to have a point of 

view but he does have one; it ia fatalism. 

Mr. Greene aeems to have a point of view and 

he does; it is the opposite of fataliam. 

Modern characters seem to be conapic-

uous more by what they do not believe than 

by what they do believe. They do not believe . 

in the free enterpriae system or the value 

of human love as it is found in the world 

or in themaelvea or they do not feel that 

society is merciful. Dos Passos and Dreiser 

seem to fill their books with charactera 

who entertain these depressing sentiments. 

T~ere ia something of the same pessim­

ism in Mr. Greene' writing but it is offset 

to some extent by the intelligible, relig-

lous beliéfs of the characters, or what 

m;tght be called their relie;ious awareness. 

For the most part, Mr. Greene's characters 

hold beliefs that are clear-out and usually 

meaningful ~d in this, they are to say the 
... · .. 

least, anomalies in contemporary fiction. 

They do not seem at firat sight to reflect 

the spirit of the age. 

On closer examination however, the char-

actera are aeen to bear many of the marks of 



this age and are in many cases, as we shall 

see, as subject to the spirit of the age 

as they are to the spirit of Catholicism. 

Wb.en the coexistence of the se twô spiri ta • 

causes conflict within a character, as 

s omet ime s happe na in Mr. Greene, .the 

re ader is a wi tness to a dra.m.à. th&t is 

both mea.ningful . and relevant; when the 

two spirits dovetail, the reader may 

catch a glimpse of the interesting duality. 

that underlie.s Mr. Greene' s vision. 

. ' 

·-~ ·: ... : ' . 
, . ·, . 
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. c:q..a.pter . Four. Language and Techniques 

Language, as it is used in the empirical 

Reali~?.ts,creates · the illusion of being more 

like that used in real life by real people 

than could be said of earlier fiction, where 

the.la.nguage of literature was considered to be 

a thi~· pistinct from the language of real life; 

earlier writers did not consider it necea·se.ry 

or even advisable to bridge the two kinds of 

langUage. In the empirical Realiste, there· 

seems to be no limit as to how low language 

can become but it is rarely lofty, unless the 

writer is trying to ridicule the character 

who·se epeech is elevated. 

The idiom chosen by Mr. Greene might be 

called middle-class; it seldom sinks into 

dialect (as it does for example in William 

Faulkner), and it is never illiterate. Mr. 

Greene usually appears to remain detached from 

what is thought and said in his books and 

this gives his work an observer's objectivity 

(the opposite of Proust), a quality that serves 

to separate the author from his work. · . .As .· 

observer, Mr. Greene's techniques are more 

sophisticated than Zola 1 s though they· seem to 

keep the writer at the same distance from his 

.work. 

•, ··) ·.·- -·. 
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Some of his critics seem to feel that 

Mr. Greene miseed his calling as a preacher. 

The criticiem throwe light on the modern 

prqblem of etating thipge directly in the 

novel. In general, nineteenth century 

novelists could, without feeling uncomfortable 

or self-conscious, offer their views on 

life within the novel but this practice 

appea.rs to . conflict with the tenete of the 

empirical Realiste who feel that the artist 

may be an observer and an experimentalist 

but should not impose his view upon the 

human charactere and situations that are 

his creations. The modern novelist ie not 

supposed (judging from those contemporary 

novels I have read) to interpret the lives 

of his characters; or at least he does not 

seem to do this. The interpretative function 

of the novel would seem to have been 

curtailed in this age. 

In reality though, many of the empirical 

Realiste have simply gotten around the 

problem. Aided particularly by the 11 stre~ of 

consciousneas 11 technique, the modern novel­

lat inhabite the soula of his charactere, . 

reproducing not only their thoughts and 
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thought patterns but the physical operations 

of the brain as well; this clinical 

approach leaves the reader with the 

impression that the novelist is sticking 

to the facts and is up to date on his 

medical knowledge. At the same time, the 

interpretative thoughts of the novelist 

emerge from the mind of the character; 

they are not imposed upon the character 

by an intrusive author speaking in the 

third person. Mr. Greene uses this 

technique in moderation and on the 

whole, very capably. 

There are exceptions in Mr. Greene•a 

case however; a compulsion to bring OuD 

his meaning sometimes prevents him from 

surrendering to the inner life that would 

otherwise be in his characters. For example, 

the reader finds the same point of view 

and many of the same symbole recurring 

in the novels, The Power and the Glory and 

The Heart of the Matter as had appeared 

earlier in the travel books, The Lawless 

Roads and Journey Without Maps. In the 

novels, the sentiments arise through the 



minds of the characters whereas in the 

travel books they are Mr. Greene's direct 

observations. 
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The problem for the modern writer ie 

how to compromise his particular vision of 

reality with a eurrender to the objective 

life (apart from his own life) of hie 

characters. The modern reader prefera (the 

critics at least seem to prefer) that the 

novelist'e beliefs and points of view should 

pass by unobserved. As much as he uses 

skilfully the usual Realistic techniques 

to accomplish this, Mr. Greene would not 

be called a "preacher" were it not for 

his subject-matter. 

If the points of view and actions 

attributed to a character are consistent 

with his general make-up and if these are 

artistically credible (using Aristotle's 

standards of artistic credibility), it would 

seem unfair to criticize any novelist for 

being a "preacher." As a dramatist though, 

Mr. Greene makes himself vulnerable to 

this kind of objection. 

In a variety of ways, the drama imposee 

requiremente upon a writer' s resourcee that 



would not apply to the novel. In a play, 

the interpretative parte (either to throw 

light on the speaker or the dramatist'e 

point of view or both),are convincing 

only when they are expreased in concrete · 

terme and in language that would suit the 

character more than it might, the author. 

Mr. Greene's plays seem to fail in this 

respect. In The Living Room for example, 

the psychiatrist-lover, Michael, having 

told his wife that he intende to run off 

with the young girl, Rose, says: 11 It's 

easy to get over other people's pain. I 

know. I deal with it all day long. Pain is 

my profession. 11 22 These lines are moving 

and yet they would never have been written 

by the empirical Realiste. A Realist would 

probably have found them somewhat pretent-

loua, too abstract for the drama and 

unver1f1able, therefore unreal sentiments. 
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The linea betray an 1deal1st1c rather than 

an emp1r1cal view of reàlity. The pain 

referred to by Michael 1s seen by him as 

real and 1t 1s spiritual not phyaical pain. 

22 
Graham. Greene, The Living Room 

(London, 1953), p. 55. Further references 
will be to this edition. 
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The point is that the empirical Realist 

could not easily imagine-someone like Michael 

speaking as he does in real life. In 

addition, it is implied in the play and it 

emerges in lines like the above, that there 

is a moral law at work in the universe and 

that pain resulta when this law is violated; 

the empirical Realiste have not shown that 

they accept this point of view. 

In general, the frequent stating of 

moral and philosophical views has an 

unfortunate effect upon Mr. Greene's plays; 

they are static. The Realiste have written 

better drama on the whole than that which 

Mr. Greene has presented. The Realist offers 

his audience a picture of life as lived 

actually, here and now, concrete and 

spontaneous, leaving the audience to draw its 

own conclusions on the significance of tbe 

play. A case may be made for the superior­

ity of Mr. Greene 1 s subject-matter in 

comparison with the Realiste but his 

plays seem to have very little else to 

offer. 
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In his descriptive language, Mr. Greene 

is noticeably lesa literal and copious than 

many of the Realiste. He uses description 

succinctly and mainly for its symbolic 

value and to create a deaired mood. 

There is not the padding or artistically 

unwarranted detail which one finds in the 

Realiatic novela of Dreiser, Dos Passos or 

·cozzena. In hia descriptive passages, Mr. 

Greene se ems very mu ch unlike the 11 camera11 

noveliat visualized by Zola who indiscriminately 

accumulatea the details of life. 

The symbole choaen by Mr. Greene aeem 

to be intended to illustrate 11 the moral 
-

chaos of the modern world. 11 23 Characters 

are frequently described in animaliatic terme 

or asaociated with brutal aspects of animal 

life. The symbole for external nature reflect 

starkly the Realiatic mood of the century; 

Mr. Greene 1 s landscape is ugly, sterile and 

sordid. One critic has summarized its 

features: 

• • • the landscape of Greene­
land -- the rat crouching on 
the bathtub, the flapping 
vulturea and the yellow skull, 

23 Malcolm Cowley, The Literary Situation, 
op. cit., p. 61. 



treachery and bad teeth an4 
the smell of onions and damp 
pity under a mosquito netting 
and the Host trembling on 
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the liar 1 s tongue -- and the 
obaessed man moves aerees it 24 
with black authority. 

One feels of the above that the critic has 

parodied as well as represented his view. 

Mr. Colin Wilson 1 s view of Mr. Greene's 

technique deserves mention: 

He begins by portraying his 
characters and the world they 
live in with an apparently 
ruthless frankness. There is a 
heavy emphasis on sex, sordidness 
and humiliation. The reader has 
a feeling that Greene is turning 
to him periodically and asking: 
1 Am I trying to fake anything? 
Have I told any lies?' And ths 
reader, crushed and i·mpressed, 
answers: 1 No, go on.• The picture 
builds up with appalling 
inevitability, selecting details 
of human sin, weakness and misery 
-- and entirely omitting any 
reference to the strength or 
poetry of human existence. 25 

It ia Colin Wilson 1 s opinion that the author 

uses this technique as part of a confidence 

game in which Catholiciam is offered to the 

reader as the only possible redeemer for 

mankind 1 a dark existence. There seems little 

in the works however, to substantiate this 

24 
Richard Hayes, 11 A Novelist 1 s Theater, 11 

Commonweal, LXV (Marcb 15, 1957), 613. -
25 Age of Defeat, op. cit., p. lOO. 



charge. Catholicism is not portrayed 

attractively as . a religion or as a 
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Church; the author's sense of a charact­

er's individualism in working out his 

salvation (seemingly without the help of 

the orsanized Church) and of God 1 s 

individuali·sm (opposed to His role in 

and througb the organized Church) --

these things serve to offset the tide 

towards the Church as a structural organism. 

Mr. Wilson's argument is worth 

noticing though, in one respect. It is 

probable that Mr. Greene's descriptive 

symbole do create the sort of wasteland 

which givea artistic credibility to the 

need for God.One cannot say that hia 

characters get along satiafactorily 

without God. The entrance of God into 

the world is prepared by revealing the 

emptineas and frustration and meaning­

lesanesa of the world without Him. 

Many typically Realiatic moods are 

created and a number of Realistic tech­

niques used to construct the image of the 

dark world. Miss Anne Fremantle has 



observed of Mr. Greene 1 s novels: "All 

the twentieth-century techniques are 

used: the flashback, the stream of 
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consciousness, the interior monologue, 

the diàlogue carrying action forward a 
26 

la Hemingway. 11 

-
Mr. Greene's 11 cine-camera11 technique 

produces distinct plates of the landscape 

but is somewhat different from Zola's 

camera technique. As in a film, Mr. 

Greene is intensely selective of the 

materials at hand and throws shadows and 

moods about a place instead of rendering 

a detailed description of the terrain. 

The same applies to his outward descript-

ion of character; the details rendered 

are usually striking and rarely forgott­

en by the reader in recollection of a 

character. For example, there 1s Raven's 

hare-lip in A Gun For Sale and Bendrix's 

limp in The End of the Affair. 

The opening lines of ~he Power and 

the Glory may help to illustrate the "cine­

camera" technique in constructing the dark 

26 
Anne Fremant le, 11 In Purs u1 t of Peace, 11 

Saturday Review of Literature, XXXIV (Oct. -
27 ' 19 51 ) ' 11. 



landscape and the subtle description of 

character by associating it with the 

lands cape: 

Mr. Tench went out to look for 
his ether cylinder, into the 
blazing Mexican sun and the 
bleaching dust. A few vultures 
looked down from the roof with 
shabby indifference: he wasn 1 t 
carrion yet. A faint feeling 
of rebellion stirred in Mr. 
Tench 1 s heart, and he wrenched 
up a piece of the road with 
splintering finger-nails and 
tossed it feebly towards them. 
One rose and flapped acroes the 
town: over the tiny plaza, over 
the bust of an ex-president, 
ex-general, ex-human being, 
over the two stalle which sold 
mineral water, towards the 
river and the sea. It wouldn 1 t 
find anything there: the sharks 
looked after the carrion on that 
aide. Mr. Tench went on across 
the pl~za. 

The 11 thriller11 technique is the most 
- -

obvious example of Realism in Mr. Greene 1 s 

writing. It must be remembered that the 

detective story and thriller were conceived 

and nurtured during the upsurge of science 

27 

in nineteenth century England. The scientific 

method is the heart of the thriller and 

the scientist himself may aptly be termed 

a "sleuth." Both the scientist and the 
- -

detective have 11 pursuit 11 as their occupation; · 

27 
Graham Greene, The Power and the Glory 

(London, 1949), p. 1. Further references will 
be to this edition. 
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beth deal in facts or in the instance of 

the thriller, there is at least the 

illusion of being factual. Mr. Greene 

is an accomplished thriller writer and 

the direction that the pursuit takes in 

his novels is usually convincing. 

In The Power and the Glory, it is 

made clear that the pursuer is really God 

and the pursued a man running from God, 

symbolizing that pattern which character­

ized Francis Thompson's poem, The Hound 

of Heaven. There are ether symbolic 

characters in this novel; for instance, 

the half-caste bears a resemblance to 

Judas. It is interesting that the hero 

of the novel, the whiskey-priest, is never 

named by the author; this has the effect 

of making him as Realistic as journalism, 

as insignif icant as printer's type and 

y et more Uni vers al th an any man ever 

named except Christ, to Whom he bears seme 

resemblance. 

Many of lfœ. Gr eene' s novels are 

narrated from the point of view of the 

journalist or the detective or the govern­

ment agent whose eye s skim from human 
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events that which is superficially violent 

and evil, producing an impression of 

starkness in the reader because of the 

impersonal and factual manner of present­

ation. Many of the empirical Realiste are 

adept at this technique but most of them 

fail to support it with symbolism that is 

as meaningful as that offered by Mr. Greene. 

In The End of the Affair, the end of 

the pursuit is peace (usually through death 

in Yœ. Greene 1 s works), and this takes the 

preliminary form of capture by the police. 

It is ironie that it should be the anti­

Christ, the atheistic Lieutenant, who 

delivers the priest into the hands of 

God. This is a fine artistic touch by 

Mr. Greene and one whose meaning 1ë 

fundamental to any understanding of Mr. 

Greene's vision. It is God 1 s use of sin 

in the dark world to achieve the ends 

of grace. Theologically sound, this 

paradox nonetheless buffets the thinking 

of the ordinary Christian and it seems 

to be part of the Realist 1 s reformation 

which is intended to weed out conventional 

thinking . 
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There is one other point. Mr. Greene 1 s 

concentration on theologioal rather than 

merely moral issues sometimes recalls 

Zola 1 s method of "experimentation; 11 the 

experimental approach has a tendency to 

submerge character in an attempt to isolate 

the mechanical or chemical reactions of 

the human situation. Mr. Greene's char­

actera sometimes seem too easily manipul­

ated, too obviously in the hands of their 

creator, perhaps because the author 1s 

preoccupied w1th bringing out the 1ntended 

symbolism, first and foremost. I th1nk this 

is a problem which is peculiar to modern 

writera. It arises from the strenuous effort 

by some writers to be symbolic at any coat. 

The novel may originally have involved 

merely the telling of a tale (whose 

symbolism would be 1mpl1c1t, if any); today 

however, there seems to be an impatience 

with s1mply n~rating a story (both Freud 

and the modern crit1cs have sponsored, 

consciously or otherwise, the mania for 

symbolism); a few authors have shown that 

they want to go further than this. 
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The consciously symbolic novelists run 

the risk of slipping into allegory and this 

danger is inherent in Mr. Greene 1 s writing. 

There is no problem in The Power and the Glory 

which offers the reader a blend of narration 

and underlying symbolism together with an 

artistic surrender to character. The problem 

arises though, in The Heart of the Matter. 

For example, Major Scobie is prodded into an 

affair with a young girl, in an effort by the 

author to produce a situation involving 

adultery. The Major's rather hasty movements 

in this situation seem quite unlike his 

characteristic indolence. 

I am trying to say that there is a 

difficult paradox in Mr. Greene's writing. 

On the one hand, the characters follow their 

inclinations to evil acta; this practice can be 

found in almost any Realistic novel although 

Mr. Greene's characters are more aware of 

their sinfulness. On the ether hand, they 

are often pushed by the author into a theolog­

ical criais; they are pushed by the exigencies 

of the plot. The plot in Mr. Greene's case is 

a theological one and it requires, sometimes 

too despotically,that the characters meet a 



given theological situation as theological 

characters and sometimes only as theological 

characters; this is what I mean by the danger 

of slipping into allegory. 

In Mr. Greene's world, the effect of the 

above is stark and quite Realistic. Pinkie 1 s 

race with hell in Brighton Rock convers 

this starkness. The experimental, theological 

novel has within it, dangers equal to Zola's 

experimental, naturalistic novels. Both 

novelists risk sacrificing character to 

situation. The tendency in empirical Realism 

for stark characterization makes this a 

formidable problem to overcome. Mr. Greene 

has at least overcome it in The Power and the 

Glory. 



Chapter Five. Stature of Characters 

A number of thinkers in our day have 

lamented the decline of the noble figure 

in literature. They look enviously at the 

culture that produced Sophocles and with 
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even greater envy at the culture which 

yielded the fruits of Shakespeare's genius. 

Mr. Joseph Wood Krutch has written: "To 

Shakespeare, robes and crowns and jewels 

are the garments most appropriate to man 

because they are the fitting outward 

manifestation of his inward majesty, but 

to us they seem absurd because the man who 

bears them has, in our estimation, so 
28 

pitifully shrunk. 11 

It is worth noting that the stature 

and quàlities which many of the empirical 

Realists relegate to their tragic characters 

are those that wer e attributed to the comic 

characters in Shakespeare's plays. None of 

Shakespeare's characters are goda. Though 

of a t ainted and imperfect nature, they 

have within themselves the capacity for 

greatness and· realized or not, it 1s a belief 

28 
The Modern Temper, op. cit., p. 91. 



in this potenti&lity which separates 

Shakespeare from the empirical Realists. 

Mr. Greene's characters are not naturally 

gifted to an extent which would make them 

comparable to Shakespeare's characters; 
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they do however have the capacity for 

supernatural greatness or sainthood; i t is 

the latter which separates Mr. Greene's 

characters from those created by the empirical 

Realiste. 

Most of Mr. Greene's characters are 

in touch with the evil of life; they respond 

to it and participate in it both sensually 

and spiritually; many are tempted by evil; 

sorne are consumed in it. In general, the 

characters see little good in life around 

them. They are wary, suspicious and those 

who are not, are betrayed. Life through 

their eyes 1s shabby and disappointing. 

Their attitudes are distinctly Realietic 

and reminiscent of something that Bernard 

Shaw once wrote: u Just as the liar' s punish­

ment is, not in the least that he is not 

believed, but that he cannot believe any­

one else, so a guilty society can more 

easily be persuaded that any apparently 
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innocent act ia guilty than that any 

apparently guilty act ia innocent." 29 

Mr. Greene'a leading characters give 

the imprèssion of having accumulated most 

of the experience that life has to offer 

and are subsequently waery and bored with 

it. For example, the fiendish teen-ager, 

Pinkie, has been exposed from a tender age 

to the sordid realities of existence which 

in the empirical Realiste seem to be the 

only realities. Mr. Greene shares the 

Realist's approach when he gives the 

reader the impression that his characters 

have 11 be en around, 11 have in Zola' s sense, 
~ 

11 observed 11 life in all of its degradation. 

The argument in faveur of this approach 

would probably be that it makes the 

Realist's picture of life more convincing 

and supports the illusion of factualness. 

Mr. Greene's characters cannat by themselves, 

elevate their level of existence. Here, 

empirical Realism in Mr. Greene beth begins 

and ends. 

Shaw once wrote of Ibsen's plays that: 

29 
Shaw, Quintessence of Ibseniam, op. 

ci t., p. 13. 
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"Since it is on the weaknesses of the 

higher types of character that idealism 

seizes, his exàmples of vanity, selfish­

ness, folly, and failure are not vulgar 

villaine, but men who in an ordinary novel 
30 of melodrama would be heroes. 11 Ana1og-

ously, Mr. Greene's heroes seem captivated 

by failure, especially the whiskey-priest 

and Major Scobie. "Scobie is like so many 

of his forerunners in that he loves failure 

• • • • When Scobie is passed over for 

promotion it was not he who suffered but 

his wife, Louise. When the decision was 

reversed it was she who exulted in it and 

immediately recovered her desire to live, 

whi1e he found himself hating her." 3l 

The author's evident sympathy with his 

failure-characters draws attention to that 

duality which is at the bottom of his 

vision. As a Realist, he may sympathize 

with them because their failure makes them 

incapable of the deceit of pretentiousness; 

as a Christian, he may sympathize with them 

in imitation of the way Christ sympathized 

30 
Shaw, ~uintessence of Ibseniam, op. 

ci t • , p. 130. 

3l John Atkins, Graham Greene (London, · 
1957), p. 161. 
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with failures, as people who have very little 

merit to claim for themselvea. In The Heart 

of the Matter, Scobie 1 s wife, Louise, blames 

his failure to advance himself for what seems 

to her a degrading and unrespectable home. 

The notion of failure in Mr. Greene 1 s novels 

is clearly related to the general picture 

of fallen human nature, to the Realistic 

repudiation of conventional ideas of success 

and to the logical need for redemption. 

Ibsen and the empirical Realiste have 

shown a measure of contempt for book readers 

and those who favour things intellectual; 

1~. Greene is no exception. Scobie 1 s wife 

11 who is represented as an almost complete 

fool, reade poetry, while the detective 

who is sent by the Field Security Corps 

to spy on Scobie writes poetry. 11 32 The 

Lehr.s with whom the whiskey-priest takes 

refuge in The Power and the G lory are 

presented as well-read evangeliste, civilized 

to an extent that makes the whiskey-priest 

seem animalistic by comparison. The author 

observes of Mr. Lehr: 11 The idealistic face 

turned his way: it wore a look of innocent 

craft 11 (p. 208) • The Lehrs are not portrayed 

32 George Orwell, 11 The Sanctified Sinner, 11 

New Yorker, XXIV (July 17, 1948), 62. 
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attractively; they seem sterile. The reader 

feels that their polite idealism like that 

of Pyle in The Quiet American is immature 

and out of touch with reality; and yet, 

in an earlier age, the Lehrs and Pyle could 

easily have been visualized as suitable 

heroes for the novel. 

In the outlook of Realism that binde 

Ibsen and Mr. Greene, idealiste may be 

treated with contempt but they usually 

seen as dangerous. In The ~uiet American, 

Pyle 1 s good-natured intrusion into Fowler's 

life and into the touchy politics of the 

east causes chaos and evil wherever he 

goes,and he carries himself through it all 

with a boyish grin on his face and stars 

and etripes in his eyes. 

The virtuous people in Mr. Greene 1 s 

novels and plays seem to be on the whole 

a sterile and mediocre lot. They are the 

11 pious and complacent; 11 they are often 

wi thout charity and may even be cruel. 

Louise shows bath of these qualities when 

she forces her husband to receive Communion 

with her in arder to test his faithfulness; 

Scobie commits a sacrilege rather than offend 

her. In The Living Room, the crippled priest 



speaks contemptuously of goodness 11 that 

sits and talks piously and decays all the 

t 1 me 11 
( II , 1 , p. 4 6 ) • 

61 

Bernard Shaw has commented that the 

advantage of the Realist test is that "it 

would act impartially, and set the good 

aide of the Pharisee above the bad side of 

the Bohemian as ruthlessly as it would set 

the good aide of the Bohemian above the 

bad aide of the Phar1see. 11 33 
For the most 

part, modern writers have managed to 

accomplish the second part of Shaw's test; 

Mr. Greene is once again no exception but 

his work does admit of sorne qualification 

in the light of Shaw's remarks. The priests 

for example (except in The Power and the 

Glory), are not portrayed as either Pharisees 

or Bohemians. They are presented as good 

and sensible men though impotent as priests 

because they seem unable to influence the 

soula in their care. Often, they are aware 

of this impotency (as is Father Browne in 

The Living Room), and the resulting agony 

33 Quintessence of Ibsenism, op. cit., 
p. 139. 
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is portrayed with sympathy by the author. 

Nonetheless, their goodness, though it is 

viewed sympathetically and justly recogn1zed, 

seems little to affect those who most need 

to feel its presence. 

In modern empirical literature, characters 

die in this world, never to rise; their 

course through life is turbulent perhaps 

but inevitably n1h111stic; the death of 

the body os the death of the total person­

ality. In that fiction wh1ch preceded Realism 

characters could look forward to the life 

of their soule after death (heaven, hell, 

purgatory); the personality was not seen to 

perish with the body. Also present in that 

earlier literature was the implicit view 

that men were quite capable of natural 

greatness, here and now, independently of 

any future state which their soula migbt 

enjoy; this was humanism. We might call 

the latter "secular greatness11 to d1st1ng-

uish it from the greatness of sainthood for 

example. 

The idea that man was "naturally good" 

made its entrance with Rousseau and had 



considerable influence upon the nineteenth 

century novel. In Rousseau's estimation, 

man could achieve a tangible happiness in 

this world and would, without being disciplined, 

reveal his fundamental goodness in a 

climate of complete freedom. We find no 

auch "naturally good" characters in Mr. 

Greene's world; left to themselves their 

"natural11 inclination is to evil. There is 

a convincing attraction to evil in his 

characters that would probably have been 

abhorred in earlier fiction. In Brighton 

Rock for example, Pinkie does not view 

his evil life as a mistake of any kind but 

regards it with a diabolical affection. 

In an article on Mr. Greene, George 

Orwell writes that the "conflict not only 

between this world and the next world but 

between sanctity and goodness is a fruitful 

theme of which the ordinary, unbelieving 

writer cannet make use. 11 34 Pinkie, Scobie, 

Sarah, the whiskey-priest and the ethers 

inhabit the world of empirical Realism but 

have another mode of existence as well. 

34 
George Orwell, "The Sanctified Sinner," 

op. cit., p. 61. 
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The shadow of salvation or damnation hovers 

over their lives and g~ves each of their 

human acta a significance that is unparall­

eled in modern fiction. One critic has said 

that 11 Greene 1 s own development as a novel-

ist has revealed above all an attempt to 

restore these two qualities -- religious 

sense and the importance of the human act 

to the English novel. 11 35 

Mr. Greene's characters possess a 

capacity for greatness that is distinct 

from that "secular greatness 11 to which we 

have referred; theirs is a potentiality 

for sainthood or damnation beth of whicb 

are to be considered "great 11 when compared 

to the most important act performed by an 

empirical character. Eternity is awesome 

in comparison with time and an act in time 

tbat can decis~vely influence one's eternal 

destiny thereby shares in the magnitude of 

eternity. Hamlet almost committed such a 

ugreat" act when he stole behind his kneel-

ing uncle and contemplated whether or not 

to kill him; he had already committed the act 

35 Francis Wyndham, Graham Greene, in Writers 
and Their Work series, no. 67 (London, 1955), 
p. 7. 
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in his soul. 

Mr. Greene 1 s characters do not seem 

able to attain natural greatness; they are 

not gifted in the humanistic sense and they 

seem to prefer failure to worldly success. 

Their mode of existence is elevated by grace 

only, grace that steals upon them so 

unexpectedly and often so uninvited. 



66 

Chapter Six. Sin 

I. Sin For the Moderne 

A reviewer of The Living Room has 

illuminated, I think, Mr. Greene 1 s relation 

to his times: 

What made the play a failure in 
New York, in your observer's 
opinion, is recognition of 
sin. In the contemporary New 
York theatre, sin is an almost 
forbidden word, rarely mentioned 
except in mockery. In The Living 
Room ain ia not treated as a 
joke. A specifie sin, adultery, 
ia given a close study, its 
nature and consequences examined, 
as under a microscope, against 36 
a background of Christian morale. 

For various, cultural reasons, many of them 

intimately associated with the influence of 

empirical Realism, it is no longer generally 

believed that man is capable of choices that 

might result in his eternal damnation. 

It might be objected that there need be 

no relation between sin and hell or rather 

that a belief in sin does not necessitate a 

belief in hell, that a belief in sin may be 

simply a belief in man's corrupted nature. 

In this alternate view, the stress would be 

laid upon the relation between man's choices 

36 Theophilus Lewis, ":Post Mortem Report," 
America, XCII (Jan. 8, 1955), 386. 
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and the corruption or improvement of his 

nature. In both views, the stress is upon 

the importance of man's free choices; this 

1s the point of Mr. Greene. It is opposed 

to that view which inderlies much Realistic 

writing in our time whereby man's corrupted 

nature compels him to sin and that, in 

sinning without the practical possibility 

of choice, he demonstrates how corrupted 

his nature really is; the argument is a 

circular one. 

Through centuries of fiction, very 

little effort has been devoted to a study 

of the sinner with the possible exception 

of Hawthorne's Scarlet Letter and a few 

others. The following statement has been 

applied to Mr. Greene's work: 

37 

Paradox presumes that the most 
startling if not the most 
ef'f'ective way to present virtue 
is to dwell on its opposite. 
The emptiness of' vice, the 
hell of the soul ieolated from 
its divine affinity, the burn­
ing sense of losa which terrif­
ies so many of Greene 1 s charact­
ers jolt even the unwary reader 
into a realization that man hae 
a kind of existence, but no real 37 being, apart from God. 

Francis X. Connolly, 11 Inside Modern Man: 
The Spiritual Adventures of-Graham Greene," 
Renascence, I (Spring, 1949), 18. · 
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The observation, one feels, could have been 

aptly applied to The Faerie ~ueene in which 

vice, as a personification, is doomed to 

defeat from the start. Mr. Greene's handling 

is different in many respects. The reader 

does not assume, as in Spenser, that the 

effect intended is allegorical. Mr. Greene 

does not seem to be manipulating evil or 

its expression in vice; rather he appears 

to be offering a study of evil as it inheres 

in some human beings. With Spenser evil 

emerges usually as the temporary weakness 

of characters who are predestined by the 

poet towards good; with Mr. Greene we are 

reminded that man can possess a love for evil 

that is every bit as forceful and absolute 

as his love for good, a constitutional 

need for disorder, death and nothingness 

as well as for 11fe. It is clear that, unlike 

Spenser, Mr. Greene does not seem to be 

principally concerned with the triumph of 

virtue over vice or good over evil; but he 

does show dramatically that a ainner who 

damna himself (like Pinkie in Brighton Rock), 

finds no happi ness in his evil. 
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Referring to the French poet, Baudelaire, 

T.S. Eliot once commented: 

The possibility of damnation 
is so immense a relief in a 
world of electoral reform, 
plebiscites, sex reform, and 
dress reform, that damnation 
1tself is an immediate form 
of ealvation -- of salvation 
from the ennui of modern life, 
because it at last gives some 38 significance to living. · 

Mr. Greene is opposed to the culture of the 

moderne in much the same way as Baudelaire 

was opposed to his. Both see and 1nterpret 

life through the w1der lens of eternity. 

In The Living Room, where the girl, 

Rose, falls in love with a married man, 

11 the view which we are led to take of that 

situation is a religious and moral orie, and 

not, as is the case in most of the current 

literature of adultery, sociological or 
39 

psycholog1cal. 11 The above satisfactorily 

illustrates Mr. Greene 1 s divergence from 

the pattern of empirical Realism. 

I~ Determinism Versus Free Will 

We have seen that Darwin , T.H. Huxley 

and Freud on the theoretical plane and a 

38 
T.S. El iot, 11 Charles Baudelaire, 11 in 

Points of View (Lo~don, 1941), pp. 123~124. 
' 39 ' 

Sam Hynes, 11 Rel1gion in the West End, 11 

Commonweal, LIX (Feb. 12, 1954), 477. 



host of writers in the creative arena 

helped to create the popularly accepted 

image of man's being tossed about by his 

environment and preyed upon by a flood of 

passions within himself. In the empirical 

Realiste, man le shown to be at the mercy 

of that violence which is everywhere and 

which is beyond his ability to control. 

Mr. Greene 1 s characters live on the 

frontiers of violence and squalor. The 
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whiskey-priest is hunted through an atheistic 

wasteland; Scobie is surrounded by degradation 

in man and nature; Pinkie started off on the 

wrong aide of the tracks and never gets 

much further. 

The effects of environment on person-

ality are strongest in Brighton Rock but 

they are evident elsewhere. Pinkie 1 s view 

of lif e is that of a personality which has 

been trampled upon; he has never known 

goodness in those around him and he comes 

not to believe in ite existence as for 

instance when he parodies the opening lines 

of the Creed: 11 1 Credo in unum Satanum. 1 ·~ 40 

His history comes vividly to the surface 

40 
Graham Greene, Brighton Rock (Harmonds­

worth, Middlesex, 1943), p. 168. Further 
references will be to this edition. 



when he 11 beat out wildly with his hands 

towards the window: Woman Found Drowned, 

two-valve, Married Love, the horror -­

'from this' •••• Dallow watched with 

astonishment this sudden horrified gift 

of tongues" (p. 167). Pinkie's cynical 
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view of love which reflects in his relation-

ship with Rose, has been conditioned by a 

traumatic exposure to sex while still a 

child at home. 

Childhood plays an important, determin­

istic role in the novels. Mr. Greene's man 

in Havana muses: 11 Childhood was the germ of 

all mistrust. You were cruelly joked upon 

and then you cruelly joked. You lost the 

remembrance of pain through inflicting i t. 11 41 

In A Gun For Sale, Raven recalls that "he 

had been marked from his birth for this 

end, to be betrayed in turn by everyone 

until every avenue into life was safely 
42 

closed." · In Brighton Rock, it is remarked 

of Pinkie that "hell lay about him in his 
-

infancy" (p. 69). 

41 . 
Graham Greene, Our Man in Havana (London, 

. 19 58 ) ' p • 3 2 • 
42 

Graham Greene, A Gun For Sale (London, 
1947), p. 220. 
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Malcolm Cowley has noted of recent, 

Realistic fiction: 

Lately a change has been 
evident in the leading ideas 
of many naturalistic writers. 
Their novels still follow the 
pattern established by Crane, 
Norris and Dreiser -- that is, 
their heroes are still victime, 
betrayed by circumstances into 
criminal follies that lead to 
disasters -- but now the follies 
are likely to be excused in a 
new fashion • • • • In recent 
years heredity has played a 
rather small part in natural­
istic novels and social 
environment isn't so often 
presented as the only reason 
why the heroes or heroines 
were victimized. Instead of 
being ruined by poverty or 
wealth or racial prejudice, 
they are in many cases deformed 
by some traumatic experience in 43 childhood. 

Pinkie 1 s premature exposure to sexual life 

leaves an ugly scar upon his mind that makes 

him despise the idea of human love. In 

general, Mr. Greene's characters appear to 

be influenced in their childhood towards 

good or evil in a permanent manner. Sometimes 

it seems as if childhood is fatalistic, 

dooming a character to a particular kind of 

ma.nhood. 

43 The Literary Situation, op. cit., p. 82. 

. ·- ·" "" __ _____________ _. 
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Alongaide this determinism 1s a tendency 

that aeems to contradict it. The charactera 

are usually conscious of using their will 

in responding to situations in spite of the 

fact that they seem to be predeatined to 

react in a given way in a given situation. 

They appear to know clearly what they are 

doing and what are the consequences of their 

choices; they are fully aware that they are 

playing for eternal stakes. 

Finkie's seemingly irresistible tendency 

to evil is offset by the reflection that 

11
• • • his temporal safety in return for two 

immortalitiea of pain. He had no doubt 

whatever that this was mortal sin, and he 

was filled with a kind of gloomy hilarity 

and pride. He saw himself now as a full­

grown man for whom the angela wept11 (Brighton 
-

Rock, p. 171). Rose shares this awareness 

with Pinkie: 111 I went and rang the bell and 

asked for Father James. Eut then I remembered. 

It wasn't any good confessing. I went 

away.' She said with a mixture of fear and 

pride:'We're going to do a mortal sin 111 (p. 169). 

Both are gambling that death will not take 

them before they can get to conf ession, fully 



conscious of the consequence of losing. 

This is exciting enough for any reader but 

supported by the author's stark techniques 

conviction is lent to the belief that. "Mr. 
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Greene knows the trick of making the friction 

of ideas as exciting as a brawl on Pier A. 11 

Mr. Greene avoids, I think, the pitfalls 

of empirical Realism that result from a 

popular practice of presenting the hero 

as victim; instead, he creates characters 

whose self-awareness and consciousness of 

sin and fundamental free will make them 

active agents of their own destinies. 

44 

On first sight, Pinkie seems to be a character 

straight out of Eugene O'Neill but he is 

really more like the conscious malice of 

Shakespeare's, Richard III. Even for Pinkie 

though, there is grace, if only "a crack 

between the Brighton walls."(p. 230). 

I·II. . Levels of Sin 

Together with the modern sense of man's 

1ns1gnificance there is the feeling that 

even his sins are rather unimportant. For 

example, through endless repetition in the 

44 
Theophilus Lewis, 11 The Potting Shed, 11 

America, XCVI (Feb. 23, 1957), 595. 



modern media of communication, the portrayal 

of murder has lost the respect which it once 

commanded; the modern reader or auditor has 

come to accept murder as something that is 

commonplace and even prosaic. Pernaps aware 

of this attitude contemporary writers have 

refined the portrayal of murder (and in so 

doing subtracted the essence of the deed), 

75 

so that it is no longer the deed itself which 

evokes awe but the manner in which it is 

executed. The act of murder for Hamlet was 

awesome in itself and the manner of execution 

was seen to be incidental by both Hamlet and 

the Elizabethan audience. 

In Mr. Greene's context of heaven and 

hell, due importance is restored to the act 

of murder; he places the stress not upon the 

consequences of murder in a legal or social 

sense but upon the destinies of the souls of 

both the murderer and his victim. The same 

applies to his handline; of the act of adultery. 

It is committed under God's eye and its 

significance lies in its being a betrayal 

of God and perhaps another human being rather 

than for its violation of a society's code or 

a particular judicial system. In The Heart of . 



the Matter, Scobie "had a sudden picture 

before his eyes of a bleeding face, of eyes 

closed by the continuous shower of blows: 

the punch-drunk head of God .reeling 
45 s1deways. 11 

Ida, the prostitute in Brighton Rock, 

is set off sharply against Pinkie and Rose; 

she is the pagan sinner, symbolic, it is 

implied, of the ethics of our civilization. 

Ida is despised by beth Pinkie and Rose 

for her lack of insight. Her philosophy 

of life la swnmed up by the author: 11 She 

dug down into her deepest mind, the plain 

of memories, instincts, hopes and brought 

up from them the only philosophy she liv~d 

by. 'I like fair play,' she said. She felt 

better when she 1d said that and added with 
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terrible lightheartedness: 1An eye for an 

eye. 111 (p. 77). Ida 1 s sense of goodness like 

her sense of evil is represented as pagan 

and sentimental: 11 A day, she thought, that 1 s 
-

all he 1 s been gone, and I dare say there 1 s 

not another seul but me thinking about hlm: 

just someone he picked up for a drink and 

45 
Graham Greene, The Heart of the Matter 

(London, 1948), p. 256. Further references 
will be to this edition. 



a cuddle, and again the easy pathos touched 

her friendly and popular heart 11 (p. 34). 

At one time Rose says to Pinkie somewhat 

clannishly: 111 You're a Roman too. We were 

all Romans in Nelson Place. You believe 
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in things. Like Hell. But you can see she 

doesn't believe a thing.' She said bitterly: 

'Xou can tell the world's all dandy with 

her 11~ (p. 92) • 

Mr. Greene has more than once been 

· accused of displaying a kind of snobbery 

in picturing those capable of damnation as 

members of a very exclusive club. There is 

seme justice in the criticism. It may well 

be true that Pinkie, Scobie and the ethers 

are more aware of sin and this sometimes 

in its deepest theological sense. Ida how­

ever, is a little too glib to be true. 

Mr. Greene does seem to view with contempt 

the non-Catholics in his novels. It may be 

argued rightly that at least in this life 

both Catholics and non-Catholics face more 

or les a the same human problems; Mr. Greene 

has admitted that the problems faced by 

his characters are common to everyone. 

Allowing that a non-Catholic may not be as 



able to explain human suffering as the 

Catholic or Christian, nonetheless his 

drama though a frustrating one, can be 

just as intense as that of the Christian 

who has the answers. Mr. Greene could 

well have been more charitable to the non­

Catholics in his novels. Even the Christian­

but-non-Catholic Lehrs in The Power and the 

Glory, though they have the possibility 

of insight, are portrayed as out of touch 

with reality; they cannet accept the 

implications of the Incarnation. 

The point is that, in casting non­

Catholics aside, the universality of Mr. 

Greene's work has been seriously restricted. 

Artistically, non-Catholic characters serve 

as a convenient contrast but one feels that 

they are somewhat too contrived. That human 

nature which binds both Pinkie and Ida is 

overlooked in a somewhat specious treatment 

of the latter. The reader cannet quarrel 

with the particular portrayal of Ida or 

the Lehrs as characters but both want a 

more sympathetic treatment especially in 

the light of what they generally represent; 

as it is they are only caricatures. 
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On the other hand, Mr. Greene has used 

Ida quite effectively to depose the myth 

of the 11 naturally good 11 man or woman, a 

practice that seems to characterize some 
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of the lesa hedonistic Realiste. The use­

fulness of contrasting Ida with Pinkie 

is to distinuish the real Christian (though 

a ainner) from the sentimebLal and ruthless 

platitudes of the fake Christian who is 

actually a pagan. 

The Greeks were conscious of the intimate 

relationship between the tragic and the 

religious or the moral. The tragedy of 

Oedipus derives ita dignity and univeraality 

from a sense of the consequences which follow 

a violation of the lawa and oracles of the 

goda. The really tragic characters in 

literature have alwaya tampered with or 

ignored the moral law of the universe. Mr. 

Greene 1 s charactera reflect this association 

between the religious and the tragic unlike 

most of the empirical Realiste for whom 

nothing is sacred and as a result, nothing 

is tragic. Some of the Realiste have tried 

to write tragedy but they inevitably aeem 

to produce only pathos. 



As opposed to most of the Realiste, 

the guilt for sin, in Mr. Greene, is not 

laid at society 1 s doorstep; it is seen as 

the responsibility of the individual but 

with just recognition for those pressures 

that may oppress the personality. For 

instance, the characters are not forced 

into promiscuity by Freudian compulsion; 

but there are Freudian pressures. Here ia 

no vague sense of guilt but a sharp realiz­

ation of having sinned. Even those char­

actera who do not choose it, realize that 

redemption is within their field of choice; 

many choose despair rather than make this 

choice. 

Ironically, there is hope for the 

characters even in their despair. The 

author suggests frequently that the 

throbbing of a subterranean faith in the 

souls of hia characters makes complete 

despair impossible; henèe Scobie 1 a half­

uttered prayer in the act of suicide. 

We have passed through and beyond empirical 

Re ali sm. 
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Chapter Seven. Faith 

~. The Characters as Believers 

In Balzac 1 s Eugénie Grandet, Eugénie and 

her mother seem to use religion as a means 

of sublimating their unwanted powers of love. 

For the most part, the empirical Realiste 

view the presence of religious faith in 

their characters as a psychological aberration. 

Of that semi-Realist, Graham Greene, it hae 

been noted: 

There are people of ùnimpeachable 
piety who think that a Christian'e 
whole duty consiste of abstaining 
from personal sin and denouncing 
it in others, ignoring the problem 
of unbelief. To them much of Mr. 
Greene's play will be tedioue and 
seem irrelevant ta their faith, 
and they may recoil from the scene 
in which a bibulous priest appears, 
as an insult to their religion. 
To Mr. Greene, a convert, the 
problem of unbelief -- is obviously

46 more important. 

Whether or not it is because he is a convert, 

Mr. Greene does place an enormous importance 

upon the tbeological virtue of faith. The 

notion of faith as a theological virtue is 

quite different · from that amorphous sense of 

intangible reality which is contained in the 

writings of many of the empirical Realiste. 

It is also distinct from pagan hope; faith for 

46 Theophilus Lewis, "The Potting Shed, 11 

op. cit.,pp. 594-595. 
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Mr. Greene'e charactere le not the same for 

example, as the sort of animal faith which 

underlies Hemingway's, The Old Man and the 

Sea. After having been repeatedly pushed 

und er by fa te, the old man, at the end of 

the book, doggedly resolves to strike out 

to sea once more, and we are witnesses with 

Hemingway to a moving p.ëcount of the 

1ndestruct1bility of man. Fate in Hemingway 

is blind though, and so then are those who 

grapple with it in sp1te of their courage. 

In Mr. Greene's vision, it is because God 

sees that we are able to see; a man can strive 

to turn his luck and he may be successful; 

a man cannet strive successfully to be a 

bel1ever; faith is above all in Mr. Greene, 

a gift tc man and therefore beyond his efforts 

to obtain. Mr. Greene's characters seem 

unable to move themselves either in or out 

of the rays of faith; the fact that their 

faith is seen to come not from themselves 

but from God makes them powerless to control 

it. They may have faith but in Mr. Greene 1 s 

view they never possess 1t; 1t possesses 

the~. 



The anonymous priest in The Fower and 

the Glory.is a good example of Mr. Greene 1 s 

view of faith .• He ventures on wearily, 

distributing the Sacraments, always on 

the verge of despair and yet supported 

by a faith that he cannet control: 11 Now 
-

that he no longer despaired it didn 1 t 

mean of course, that he wasn't damned 

it was simply that after a time the mystery 

be came too great, a damned man put ting 

God into the mouthe of men11 (p. 141). 

The priest goes on because of faith in 

God 1 s Will but he cannet here and now 

understand that Will. 

The Lieutenant informa the captured 

whiskey-priest towards the end of The Power 

and the Glory: 11 ''You 1 re a danger. That's 

why we kill you. I ·have nothing against 

you, you understand, as a man.• 

1 0f course not,' the priest replies, 

'It 1 s God you're against. I 1 m the sort of 

man you shut up every day -- and gi ve 

money to 111 (pp. 250-251). Here is a 

distinction between the priest's humanity 

and the permanent stamp of service as a 

priest that is on his soul and which drives 

him on. Mr. Greene' a approach to faith i.e 
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not apologetical or in any was a defense 

of the reasonableness of the Catholic 

faith. Those characters who sometimes 

have the strongest faith seem most aware 

of its mystery. I am not saying that Mr. 

Greene considera the faith of his characters 

to be irrational but simply that its 

rationality does not much concern the 

author or his characters. 

In The Heart of the Matter, Scobie is 

disturbed by the death on arrival of a 

child who had spent many daye at sea in 

an open boat: 11 Not that the child would 

die -- that needed no explanation. Even 

the pagans realized that the love of God 

migbt mean an early death, though the 

reason they ascribed was different; but 

that the child should have been allowed 

to survive the forty days and nights in 

the open boat -- that was the mystery, to 

reconcile ·that with the love of God11 (p. 121). 

Faith, _ in Mr. Greene's characters gives 

them only 11 the hint of an explan~}ion. 11 

The fact that Mr. Greene chose to stress 

the faith of his characters rather than 

their works has produced soma controversy. 
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His emphasis on faith seems to be anal.ogous 

to the practice of the empirical Realiste 

where there is a pronounced concantr.ation 

upon the inward and subjective life of. 

characters rather than upon exterior action. 

We have seen that the empirical Realiste 

be came wa,ry of the mati vat ion .. behind 11 good 
... 

works; 11 they often managed to uncover aome 

form of hypocrisy. 

The well-known French novelist, Fran9ois 

Mauriac wrote of ~he Power and the Glory: 

"In this false, bad priest it is not virtue 

that appears as the opposite of sin, it 

is faith -- faith in that sign he received 

the day of his ordination, in the tru~t 

that he alone (since all the other priests 

have been massacred or have fled) still 

bears in his hands, unworthy but yet 
47 consecrated. 11 Mauriac goes on to 

contrast the faith of the characters with 

the Chur ch as an apostolic structure: "We 

feel it is that hidden presence of God 

in an atheistic world, that subterranean 

flowing of Grace which dazzles Graham 

Greene much more than the majestic faça4e 

47 
Fran!fois Mauriac, 11Gra.ham Greene," 

in Men I Hold Great, trans. Elsie Pell -
(New York, cl951), p. 126. 



which the temporal Church still erects 
48 

above the peoples. 11 Some of the 

commenta on Mr. Greene in this respect 

have been less complimentary. Helen 

Gardner was irked by 11 the inverted 

snobbery of Mr. Graham Greene, who has 

an odd contempt for 1 works 1 and seems to 

feel a lurking. sympathy for Luther 1 s 

'Pecca fortiter. 111 49 

The whole question ~f a balance 

between faith and works in Mr. Greene 

is tied up with the author 1 s extreme 

emphasis on grace. Bernard Shaw has 
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said on many occasions that the traditional 

view of virtue in English literature is 

that of perfect self-denial. Because of 

the novel 1 s rise through the ranks of the 

Puritan, middle-class, the observation 

seems at least applicable to this genre. 

Mr. Greene 1 s conception of virtue is 

an about-turn from the tradition referred 

to by Shaw. 

In The Heart of the Matter, Scobie, 

in one of his many, introspective moods, 

48 u G n 1 6 Mauriac, Graham reene, op. cit.,p. 2 • 
49 - -

Helen Gardner, 11 Francois Mauriac: A 
Woman of the Phariseea,'1 in Pe}:'uin New 
Writing, no. 31 (London, 1947 , p. 101. 



· reflecta: 11 He didn 1 t drink, he di.dn' t 

fornicate, he didn1 t even lie, but he 

never r.egarded this abs~nce of sin as a 

.virtue"(p. 115). The really, serioua 
, . 

offences for Mr. Greene are not sine of 
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the fleah or even thoae againat justice 

(like murder); rather they are aina against 

charity, the betrayal of God, of a.hother 

human being and of oneself. In ThE?. Power 

and the Glory, the whiskey-priest, in the 

presence of the Lehrs, saya of the American 

gunman: 11 He 1 a only killed and robbed. He 
-

hasn 1 t betrayed his friends"(p. 230). One 

should notice here that the gunman is 

thought to have friands in a real sense, 

not merely party-members in an evil 

confederacy. 

I have referred to Mr. Greene's 

emphasis on grace. His characters are 

generally burdened with the varioua pressuree 

of the empirical Realist's world; in many 

cases the sin-traps that hold them have 

been set by themselves. An existentialist 

in this matter, Mr. Greene seems to feel 

that the guilt for a habit of ain is 

irrelevant when here and now the chance 



to cooperate with grace presente itself; 

grace is sometimes tiny, like Pinkie's 
-
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"crack between the Brighton walls"(Brighton 

Rock, p. 230). 

The effort towards cooperation with 

grace by the habitual sinner may be a 

feeble one but upon that faint act, it is 

implied, may hang salvation. In The End 

of the Affair, Sarah is able to perfor.m 

such a feeble act and we are left with the 

· . impression that her painful conversion 

has put her within reach of salvation; 

anything more spirited would have strained 

the Realist' s code of probabili ty. ·Sarah 

is not a St. Augustine. At the same time, 

the reader is aware of what it coat her 

to end the affair with Bendrix. The point 

is that, for ·Mr. Greene 's characters, 

there is no set -norm of action which can 

be called virtue in the usual sense. 

The same virtuous acta needed ·for 

salvation do not appear to be required 

alike of Father Rank and Scobie. The 

human situation of each is considered; 

in Mr. Greene's existentialist view, only 

thr.ougll each, unique situation is the 

,. 



salvation of each is to come. In The 

.Living Room the crippled priest remarks 

that 11 i t was often the- sinners who had 

the biggest trust. In mercy11 (I,l,p.l6). 

Mr. Greene's conception of faith is 

a more active one that is normally held. 

In The He art of the Matter for instance, 

the notion of commitment includes 

inferences for the char.acters that go far 

beyond philosophical reflection. S.cobie 

11 had committed himself to a belief11 (p. 53). 

Scobie observes that "one must sometimes 

exercise the faculty of belief if it is 

not to atrophy"(p. 48). Along with most 

of the Realiste, Mr. Greene has helped 

to reveal the amount of action that can 

take place within the soul. Those who 

would want him to give the attention to 

works that he gives to faith must realize 

that for Mr. Greene the inner battle 

must be fought first. The end of the 

affair is a long time in coming; it seeme 

long until Sarah acta; but the empirical 

Realist 1 s sense of defeat is behind us 

after she does act. 
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II. The Faith of the Reader 

The English novelist, Evelyn Waugh, 

has said of fhe Heart of the Matter that: 

Its. hero speaks of the Church 
as 11 knowing all the answers, 11 

but~his life and death comprise 
a problem to which the answer 
is in the mind of God alone, 
the reconciliatj,.on of perfect 
justice with perfect mercy. 
It is a book which only a 
Catholic could write and only 
a Catholic could understand, 
I mean that only a Catholic 
can understand the nature of 50 the problem. 

Mr. Waugh 1 s is an extreme view and one that 

is not uncommon. Another critic has taken 

a different viewpoint, observing that "it 

is Greene's most signal triumph that even 

the. 'pagan' reader identifies himself with 

the priest " in The Power and the Glory. 51 

All art is in a way illusory; it is 

not the 11 real thing," though it may resemble 
-

the "real thing. 11 An empirical Realist like 

Zola may intend to offer the reader a 

scientifically, objective picture of life 

bùt he belittles the obvious imprint of 

his own imagination on this picture. The 

50 Evelyn Waugh, "Felix Culpa?11 Commonweal, 
XLVIII (July 16, 194e), 322. ·-

51 Henry Reed, Since 1939 (London, 1949), 
p. 74. 



artist, I think, presents the reader with 

a picture of life and says, 11 Accept this, 
-

as if' it were true; 11 it is only in this 

way that art can communicate its real 

value. No one for a moment suspects that 

a man exactly like Shakespeare's Lear ever 
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lived; but his story and his character have 

their counterpart in reality and once the 

resemblance is seen it seems trivial and 

ungrateful to complain that one has never 

encountered such a person. In the reading 

of any work of fiction, what is immediately 

important is not what the author believes 

but what the characters believe; in this 

spirit the reader must first accept the 

existence of the beliefs and make-up of 

a character whether he agrees with these 

or not, if anything of value is to be 

communicated through a work. 

Mr. Greene is in many important ways, 

a Realist. The strain of trying to portray 

the actual is ever present in his writing. 

He has managed to capture the simulte.neous 

touch of the moment of time and of eternity 

in the lives of his characters; he has 

pinpointe.d the axis of the ir existence. 



In his political novel, The Quiet 

American, Mr. Greene has managed to stir 

up just as violent a tempest as that which 

succeeded each of his "religious works .'~ 
-

It seems probable that Mr. Greene's 

aptitude for causing controversy springs 

not from that fact that his main characters 
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are Catholic but rather becauee he, himself, 

is an extremely, provocative writer. 

· Critical reaction has demonstrated that 

he is just as controvereial ~ong Catholic 

readers as anyone else. 

As an author, Mr. Greene deals in 

11 illusiona, 11 as we have seen; we have also 

eeen that a reader must first accept the 

characters as they are presented if 

anything of value ia to be communicated. 

The problems which confront Mr. Greene's 

characters are not essentially different 

from. those which may face any human being. 

Sin is as commonplace aa · humanity and as 

worthy of respect; belief in aomething 

(even if one professes to oelieve in nothing) 

is just as ordinary. Mr. G:reene's rèal 

power is as an artist· ratl'l.er than as a 

philosopher or theologian; moreover, he is 



possesaed of a compelling and deeply 

imaginative view to life. In him, the 

Realist and the Catholic meet in the 

artist. 
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Cliapter Eie;ht. Miracles 

T.H. Huxley• ·s attitude to miracles 

is reflected implicitly in the empirical 

Realist's picture of ·the world. Huxley 

writee that i t is 11 not. upon any a priori 

considerations tha.t objections, either 

to the supposed efficacy of prayer in 

modifying the course of events, or to -the 

eupposed occurrence of miracles, cà.n be 
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scientifically based. The real objection, 

and, to my mind, the fatal objection, to 

both these suppositions, is the inadequacy 

of the evidence to prove any given case of 

auch occurrences which has been ·B.dduc.ed. 11 52 

Zola describes the experimental novelist as 

one who "leaves to philosophera the other 

ideal, that of the 'why,' which he deepaire 
. Il 53 of determining. 

Mr. Greene 1 a view of miracles or rather · 

their significance in his wrlti.ng is some-

what elusive; his most recent work indicatee 

that he is no longer as preoccupi ed with 

miracles as he once was. What miracles 

52 Huxley, Science and Christian Tradition, 
op. c1t., p. 135. · 

53 Zola, "The Experimental Novel ~ 11 op. 
cit.~ p. 39. -

·. · . 



there are manifest the author'~ curious 

mixture of Realism and Catholicism. One 

approach to miracles is delivered by the 

whiskey-priest in The Power and the Glory 

when he is talking to the Lieutenant: 
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11 I suppose,•• the lieutenant sai&, 
scowling ahead, "you're hoping 
for a miracle.' _ 
11 Excuse me. Wha.t did :y ou say?t1 

·~ I said I suppose you re hopi-Dg 
for a miracle." 
11 No." 
~Y ou-be lieve in them, don 1 t you? 11 

11 Yes. But not for me. I'm no more 
good to anyonet so why should God 
keep me alive?' 
"I can't think .how a man like you 
é'an bëli~ve in tho se th inga. The 
Indiana, yes. Why, the first time 
they see an electric light they 
think ·1 t '.a a miracle." 
"And I dare say the first time 
you saw a man raised from the dead 
you might think so too " (p. 260). 

This kind of conyersation could only have 

taken place after the scientiste and sociol­

og~sts bad shaken Christianity. It is very 

modern and very Christian. It proves nothing 

but 1t says a great deal for belief. The 

Lieutenant might have retorted that medical 

science will answer the .priest 1 s objection 

one day; but this is not the point. The point 

as far as ~he reader is concerned is that the 

whiskey-priest believes in miracles and that 

this belief for him is as unquestionable as 

·· i t is unprovable. The question of evidence 
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is obviously more pressing to the· Lieut­

enant than it is to the priest. We are 

1eft with the impr~ssion that the pr,iest 

has all of the evidence ;he wants. 

The miracle in The Potting Shed has 
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caused some controversy among the critics. 

The play concerna the vow of a priest to 
. .. 

sacrifice his faith if a child is brought 

back to life. The child is brought back 

to life and we are led to believe that 

the priest loses his faith. A critic ~n 

The Dubl.inReview has attacked the auth­

·enticity of t~é alleged miracle: 

The concept of divine faith 
shown in this play will not 
square with what th~ magist­
erium of the .Church has to tell 
us, especially in the Vatican 

· Coup.cil. This narration would 
seem to rest divine faith upon 
a~ entirely subjective exper­
ience of the mind .,- as though " 
it were the fruit of ao much 
human consideration of certain 
propoaitfons. 54 

As to the priest's sacrificing his :t:aith 

for the boy's life, the writer continues: 

~sacrifice is not a ~deal' with God, nor 

is prayer. Neither can impose conditions 

on God which He Himself has not freely 

54 T.H., "The Potting Shed: Figmentum . 
Fi dei, 11 Dublin Review, CCXXXII ( Spring, 
1958)'. 72. 
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assumed in our regard 11 (Ibid., 73). Furthermore: . 

Divine Providence cannot be so 
constrained by an intensity of 
human emotion as to eut the 
lifeline of an innocent soul. 

Mrs. Callifer, therefore, 
according .to this solution, 
would be right in call~ng the 
God of The l?otting Shed a cruel 
God. He does not exist. The 
1 narration, 1 for all i ts re li ance 
on Catholic -terminology and a 
Catholic character, is not 
Catholic (Ibid., 73). 

Mr. Greene's view of the play had been 

reported previous to T .H. 's article: 

On the 

Discussing the religious issues 
in l?otting Shed, Greene explains 
that the priest·' s offer to give 
up · his faith in ret urn for his 
young nephew' s li fe is 11 a · contract 
made in the dark~ 11 When -the boy 
lives, the priest -only .imagines 
that God has accepted his offer. 
But faith ia 1

·
1 a gift :t'rom God, · 

not a merit, and therefore was 
not his to gi ve away, u as is 
proved when he recovers faith. 
Greene admi ts that his point 
may not be too clear but adda 
that if his pl·ay were all cryst.al 
clear, it would be a 11 dull thing 55 1ndeed. 

whole, I am 1nclined to end orse Mr. 

Greene's vlew of the play, not because he 

is the au thor but be cause his view seems 

clos er to the meaning that is in the play. 

He has posted signs of his intèntion through-

55 CAnon.), 11 A Spirit.ual Suspense Story, 11 

Life, XL+I (April 1, 1957), 68. -



out the play and hae subtly (perhaps at the 

e.xpense of clarity) left his meaning behind 

a situation that appears to be what it is 

not. 

The priest believes that his faith, by 

his own pact with God, has been taken from 

him as a result of the boy• s having been 

restored to life or in ether words because 
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a miraclé has taken place; the priest's 

belief in his loss of f.aith is neeessarily 

(for him) supported by his belief in the 

miracle. Moreover, the priest lamente a 

number of times during the play, God 1 s having 

taken his faith from him, a situation which 

is obviously ironie and which, if it does 

not mean that he still retains belief, at 

least impl1es bel1ef in a God who could 

take away his faith. Another s1gn of belief 

in the priest is the fact that James comes 

to faith after seeing the priest. This 

unacknowledged belief has simply to express 

itself in the soul of the priest who recovers 

faith at the end of the play. 

Faith in this case seems to follow 

the empirical Realist 1 s pattern of complete 

subjectivity without a reference to God as 

He existe outside the mind of the priest. 



Left here, the issue could easily be 

handled by the psychoanalyst as so 

often happenè in modern fiction; bUt it 

is significant that the miracle itself, 

outside of the priest's consciousness, 

is never really disproved. The author 

suspends it before the reader like a 

great question mark. 
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In The End of the Affair, the miracles 

are more straightforward with one of them 

occupying the last fifty pagea of the 

book. It is my opinion that thoae last 

fifty pages should not have been written 

and that they spoiled what could have been 

the most mature expression of Mr. Greene's 

vision. The failure of this novel can 

be illustrated by Colin Wilson's commenta 

on Zola's Realistic novel, Therese Raquin: 

"One is inclined to suspect that Zola 1 s 

imagination failed him. He was challenged 

to show the effect of freedom on two people 

who had lived in an invisible prison. The 

feat was too much for him.n 56 The 

development of Zola's novel seema to 

resemble that of The End of the AS!air. Mr· 

56 
Wilson, Age of Defeat, op. cit., p. 93. 
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Wilson continues: 

Up to this point, the novel 
m~ve~ with tremendous force, 
and the reader feels that Zola 
is fulfilling all the functions 
of a great artist. He bas 
projected himself into the 
situation of a fruetrated woman, 
and has shown that frustration 
being swept away • • • • But 
now Zola suddenly withdraws 
and writes a conventional 
tragedy of conscience • • • • 
•••• it seems too contrived, 

57 too deliberate. 

The similarity between the two novels ie 

that both are artistically satisfying up 

to a point and then they seem to break 

down. In The End of the Affair, that point 

is reached with the death of Sarah. One of 

the miracles in this novel is brought out 

only in the conversations that follow 

Sarah's death, in which it is discovered 

that she had been secretly baptized as a 

child and that this accounts for her 

conversion. Sarah 1 s mother says of her 

deceased daughter 1 s baptism: 11 1 I always 

had a wish that it would 'take.' Like 

vac.cination~ 1 " 
58 The latter part of the 

novel is poorly written; there is too much 

talk. The action ceases with the death of 

57 
Wilson, Age of Defeat, op. cit., p. 93. 

58 Graham Greene, The End of the Affair 
(London, 1951), p·. 201. Further referencee 
will be to this edltion. 
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Sarah. The miraculous power that Sarah's 

baptism seems to· have had and the ensuing 

conversion of Bendri:X: are etale and academie. 

The ether miracle in The End of the 

Affair ie the saving of Bendrix from death 

during an air-raid because of a promise by 

Sarah .to God that if he is saved, she will 

give l:l,:tm up. This miracle resembles to sorne. 

extent the one in The Pottin.g Shed; but 

because Sarah's pact with God includes 

implications that must influence her 

action in the future, the effect is, 

on the who le, more dramatic. The out come 

is not as inevitable for the reader as in 

The Potting Shed. 

The manipulation of ooincidence is 

a basic technique in the Realistic. thriller; 

Mr~ Greene uses it skilfully in his 

"entertainments •11 Something of the same 

nature has unfortunately been applied 

occasionally to his novels and the effect 

seems artificial. There is a little too 

much coincidence behind Sarah's conversion. 

In general, Mr. Greene's miracles are 

ambiguous and I think, deliberately so. 
-

The self-deception which underlies the 
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characters' contracte with God shows a 

convincing, Realistic approach but clouds 

the point of presenting the miracles. 

The ambigui ty ~a frustrating not in 
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itself but because the reader feels that 

Mr. Greer1e is trying to imply that miracles 

have taken places. 

In ord.er to be convincing, it seems 

to me that the portrayal of a miracle in 

modern fiction must be so affirmative that 

it almost seems commanplace; this was the 

success of The Power and the Glory. 

In The End of the Affair and The Potting 

Shed however, the cautious spirit of 

Realism seems to overshadow the force of 

the miracles. Mr. Greene do.es not carry 

conviction while he worries over hia 

miracles • 

., 4 
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Chapter Nine. Love 

I. Sex 

George Orwell has written that 11 in 

a Graham Greene novel there is a tendency 

f'or people to go to bed together almost 

at sight and w1 th no apparent pleasure • 11 59 

Like most, modern novelists, Mr. Greene 

pays considerable attention to sex but 

the point raised by Orwell is that the 

cnaracters fail to enjoy it. 

Here are sorne examples. 11 In his 

picture of the Boy, that.satan1c child 

who dominates the book [Brigh.ton Rock) 

he gave among ether things, a complete 

commentary on the possible effect of 

Puritanism on an adolescent's attitude 

toward 1 s~x. He said, in effect, that there 

is a kind of chastity, warped and mis-

informed, whose effect can be worse than 
. . Il 60 any luat. In The End of the Af:t'air 

Sarah says: 11 1 I hated the statues, the 

crucifix, all the emphasis on the human 

body 11 (p. 130). In The Pmœr and the Glory 

59 . 
Orwell, 11 The Sanctified Sinner, 11 

op. cit., p. 62. 
60 Harry Sylvester, 11 Gra.ham Greene, 11 

Commonweal, XXXIII (Oct. 25, 1940), 12. 



the Lieutenant 11 felt no sympathy at al.l 

with the weakness of the flesh11 (p. 26). 

Of Pinkie in Brighton Rock, Thomas 

Merten makes this perceptive observation: 

Therefore his fear of sex is 
more than just a glib trick of 

1.04 

the author in characterizing 
him:.it carries with it the not­
ion of chastity turned inside out 
into a kind of Satani.c sterili ty, 
which is a compulsion impriaoning 
him in evil yet liberating in him 
one terrible power: to kill people 
swiftly a:nà, al.most surgically, 
with complete coldness. All this 
is comprehensible in terme of the 
doctrine of 11 corruptio optimi 
pessima" and-the whol.e thing has 
implications that are important 
for our society which worships 
a kind of surgical sterility 
itself, but cannet connect up 
that -worship with all the dirt 
and cruelty and misery that are 
forced, . harder and harder, upon .6~ the poor. 

In the Realistic tradition of the 

century, most of Mr. Greene' characters 

are isolated, shut out from one another; 

they prefer to live alone, even in marriage. 

Sex, on the other hand, draws them together, 

forcing them to become "involved11 with 

one another; this is perhaps why they hate 

it, as Pinkie hates it. 

·6l The Secular Journal of Thomas Merten, 
(New York, cl959), p. 30. 
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The isolation of sex from its primary 

purpose (procreation) by sorne of Mr. Greene's 

characters throws into relief the larger 

isolation of man from his purpose. As 

Catholics, the characters know that sèx 

is forbidden outs1de of marriage. Scobie, 

Sarah, the whi~key-priest, Pinkie, Rose 

and the others are all involved in illicit 

affaire. Their awareness of sin constitutes 

a bürden of guilt; they cannot please and 

sin with one another at the same time. 

In The Living Room, Rose's sin is 

that she pute her love to Michael before 

anything else and the resulta of this choice, 

it is suggested, c1;1.n only be tragic. Her 

pitfall is in thinking that love and sex 

e:x:ist for the sake of the loy-ers. and that 

they can be enJoyed outside of marriage. 

There is not a moment in the affair with 

Michael that is free from pain; sin, for 

Mr. Greene 1 s characters, carries its own 

punishment. 

It is the fact that sex is not enjoyed 

by the characters inside marriage that may 

lead the reader to suspect something 

unhealthy in Mr. Greene's vision. In this 
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respect, Sarah is not happily married; 

Scobie 1 s marriage is a failure; no one 

l06 

in Brighton Ro.ck enjoys physical love in 

marriage. In The Pottt;ng Shed, James and 

his wife are not ad justed sexually so that 

although they love each other, there seems 

to be no enjoyment in conjugal ·. love. 

In his treatment of sex., Mr. Greene 

is in some important respects out of the 

Catholic tradition, which regards sex as 

something good and designed to give great 

pleasure when ~ed in m.arrie.ge. His severity 

and repugnance for physical love seem more 

likè the spirit of the New England theocracy 

in Hawthorne 1 s Scarlet Letter. Mr. Greene 

is inside the Catholic tradition in 

portraying the affects on people who use 

sex selfishly and without regard to its 

purpose but his failure to present sex in 

any other way seems to bring him closer to 

the Puritan than to the Cathèlic tradition. 

The Catholic view is that sex is not sordid 

but rather sin is sordid. The distinction 

is unfortunately not made by Mr. Greene. 

On the other hand, his portrayal of sex opposes, 



effectively I think, the hedonism of 

Realists like D.H. Lawrence. 

II. Pity 

It has been said that the "extreme 

unlovableness of some of the characters 

whom Balzac managed to sympathize with 
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and find pleasure in considering is 

notarious. 11 62 ThiS tendency is noticeable 

in many of the Realiste; Mr. Greene is 

no exception. 

In The Power and the Glory the whiskey­

priest remarks: 111 I know --from experience 

-- how rouch beauty Satan carried down 

with him when he fell. Nobody ever said 

the fallen angela were the ugly ones 11 (pp. 

168-169). In The End of the Affair, Sarah, 

in prayer, recalls the deformed man, 

Smythe: 11 I couldn1 t tell him I envied him, 

carrying the mark of pain around with him 

like that, seeing You in the glass every 

day instead of this dull human thing we 

call beauty11 (p. 147). 

Of Balzac and the empirical Realiste, 

it may be said that they sympathize with 

62 
Crawford, 11 Introduction, 11 to Eugénie 

Grandet, op. cit., p. 7. 
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unlovable characters; of Mr. Greene it may 

be said that both the author and his char-. 

actera sympathize with unlovable people. 

.This inclination expresses itself in~. 

One critic has said that for l'-tr. Greene 

·~the pr~sence of evil is the first thing 

~e apprehend. Beauty is too often a deceiv­

ing trick of the devil, tempting us by .~he 

appearances of what we only desire fo~ our­

selves, charmirig our intelligence or senses. 

We must not forget that Satan was the ·most 

beautiful among the angela. 11 63 
-

Scobie's pity for his wife and for 

Helen Rolt seems superficially a virtuous 

thing. In The Heart of the Matter Scobie 

reflects: 11 These were the times of ugliness 

when he loved her, when pity and responsib• 

ility reached the int.ensity of a passion" 

(p. 14). In the same novel it is observ~d 

that against 11 the beaut1ful and the elever 

and the successful, one can vrage a pitiless 

war, but not against the unattractive: then 

the millstone weighs on the breast 11 (p. 48). 

It is the confusion of love and pity 

63 .,. 
Marie-Beatrice Meenet, The Heart of 

the Ma.tter: ~ AnEssay (London, 1954), p. 11. 



in Scobie 1 s soul that eventually leads 

his lÇ)ve-pity to become something grot­

esque. He thinke to himself: "He was 

desecrating God becau~e he loved a woman 
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-- w~s it even love, or was it just a 

:feeling of pity and responsibility 11 (p. 240)? 
-

Scobie 1 s pity for others is fraUght 

with evils that even he doesn't suspect; 

it is a weakness rather than a virture and 

it is a weakness that is distinctly that 

of the Christian for it is a curious 

parody of Christ. It is the pity of 

Christ in the soul of a man who is 

handicapped by the imperfect wisdom of 

his humanity. The point is well grasped 

by one of Mr. Greene's commentators who 

writee that pity "is, even more than 

most abstractions of human feeling, an 

indication of a frontier between con:flicting 

states of mind. And both frontier and 

con:flict are peculiarly the creations 

of Christianity, the religion that 

exhorted ite followere to love without 

the aid of admiration or desire." 64 

64 Donat O'Donnell, Maria Cross (London, 
1953) 1 p. 63. 



• - . - '! 

W.H. Auden discusses the problem at 

length in relation to Mr. Greene's novel, 

The Ministry of Fear: 

llO 

• • • in book after book, Graham 
Greene analyzes the vice of pity, 
that corrupt parody of love and 
compassion which is so insià.1ous 
anèl deadly for aensi:t.ive natures. 

The secret war·. in The Min­
istry of Fear is between those 
who pity and those who can bear 
pain -- ether people 1 s pain· · 
endlessly, the people who don't 
care. Yet both have murdered ••• 
Behind pity for another lies aelf­
pity, and behind self-pity lies 

65 cruelty. 

The impression we have of Scobia ia 

that of a man with good intentions who 

causes a surprising amount of evil; there 

is no deliberate malice in Scobie, only 

weakness. This weaknesa often amounts to 

passion, not in the same sense but with 

as atrong a force as that which overtook 

many of the characters created by Balzac 

and Zola. 

Scobie 1 s wealmess is that he cannet 

endure human suffer1ng in ethers .This would 

appear to make hlm a good man but the ev11 

resulta from the fact that he will sacrifice 

God, another human being or himself rather 

6 . . 5 W.H. Auden, "A Note on Graham Greene ," 
Wind and the Rain, . VI (Summer, 1949), 53-54. 
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than ~ee human auffering prolonged. He 

sende hia wife away rath:er than see her 

suffer; he commits adultery with Helen out 

-of pi ty; he co:mnii ta a aacrilege to preve;nt 

himaelf from being the cause of suffering 

to hi~ wife; the whole thing culminates in 

· the murder of his servant, Yusef. Scobie 1 s 

sacrifice of all things to the altar of 

human suffering is paradoxically eelfis~, 

though he, himself, does not realize it. 

This unawareneas, it la implied, minimizes 

the subjective evil (in Scobie) of the 

situation· but the evil is nonethelesa, 

objectively there. 

III. Tqe Myetical Body of Christ . .. .. 

Mr. Greene 1 s is a kind of inverted 

Mystic.al Body. That grace which the "good11 

cha.ract.ers have does not seem to penetrate 

thoae who are involved in evil. The good 

people are too often the "pious and complac-

. en'P.n I-n Tpe Power and th~' Glory, the . ,. 

whiskey~prieat reflecta that the pioue 

Il came to death 80 o:ften in a atate of 

invincible complacency, full of LUlchari t'y." 

(p. 164). 

Mr. Greene offers the reader a Mys~ical 

. , . 
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Body of sinners. The whiskey-priest "was 

just one criminal among a herd of criminals 

~ • • he had a sense of companionship which 

he had never experienced in the old daye 

when pious people came kissing his black 

cotton gl-ove'~ (Power and the Glory, p. 166). 

In Brighton Rock "there seemed to be a 

companionship in mortal sin"(p. 195). 

In The Mystical Body, members (the 

baptized) have the power to further the 

salvation or damnation of their brethren. 

In-The Power and the Glory, the whiskey­

priest, in thinking of his illegitimate 

daughter, 11 thought of his own death and her 

life going on: it might be his hell to watch 

her rejoining him gradually through the 

debasing years, sharing his weakness like 

tuberculosis 11 (p. 84). This passage reveals 
-

Mr. Greene's duality in that it includes the 

spirit of Realistic determinism and the 

power for good or evil that members of the 

Mystical Body exercise on their brethren. 

Conversely, the reader is conscious of the 

saving powers of the characters, especially 

female characters. It is Rose's power with 

Pinkie; it is Sarah 1 s influence that brings 



Bendrix to faith. 66 

Mr. Greene 1 s portrayal of human love 

can be distinguished from that uaually 

offered by the empirical Realiste in that 

his characters are aware of a significant 
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responaibility towards those whom they love. 

Scobie is so conacious of this that he is 

· willing to abandon his own seul rather than 

fail in thia .responsibility; he "was aware 

of an immense load of reaponaibility: it waa 

indiatinguishable from love" (He art of the 

Matter, p. 81). Only a Catholic novelist 

could have written these lines; they repreaent 

11 the heart" of the Mystical Body; they 

aymbolize its union. 

The pioua · characters are treated with 

sorne contempt by the author because they 

are not conscious of their reaponaibility 

to ethers. Father Rank in The Heart of the 

Matter and Father Browne in The Living Room 

are aware of the responsibility but are 

powerless to do anything about it. In Mr. 

Greene'a world only a sinner can help a 

sinner. 

66 
For woman's role of salvation in Mr. 

Greene see Bernard G. Murchland, 11 The Religious 
Mission of Woman in the Nevele of-Graham 
Greene," unpubl. dias. (Ottawa Univ., 1958). 
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Pairi is the animating and the 

communicative principle in Mr. Greene 1 s 

Mystical Body and it is their lack of 

pain that seems to·make the pioua ~ people 

ineffectual and "complacent. 11 11 Better to . 

hate God, much better, says Greene, tl::lan . 

not to know Him at all. For you can hate 

God only when you are in pain -- and if 

you can stand the pain without drugs, it 
67 

may turn into love. 11 This obser-Vation 
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refleots the pattern of Bendrix 1 s attitudes 

towards God in The End of the Affair. 

Scobie is bound to his wife and to Helen 

by pain; the whiskey-priest is bound to 

his people by love, through pain • . Sin, 

hate and pain, rather than virtue, pious 

love and joy, are the principles of life 

in Mr. Greene's Mystical Body and ironically, 

the very means by which grace is communie-

ated. 

In The Mystical Body as it exista for 
' Mr. Greene'a characters, it may be s~id 

that the law of man under God, is love; 

but also that love is the law and involires 

the characters in a web of eternal 

responsibility. 

67 
' fAnon.,] 11 Shocker, 11 Time, LVIII (Oët • 

. 49, 1951), 63. ~ 
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Chapter Ten. Hapuineaa 

I. In This World 

Happiness in this world seems 

unattainable for Mr. Greene's characters 

and this is possibly alleviated by the fact 

that none of them expect ta find happiness 

here. Mr. Greene's udark11 picture of the 

world seems to be partially under the 

sway of empirical Realism in this respect, 

an outlook ·that has been marked by a 

growing disillusionment, crowned by two 

world wars. A Realistic view of the Second 

World War is offered by the author in The 

M1n1atry of Fe ar and A Gun For Sale. The re 

ia a religioua reason for the 11 dark11 world; 

it is the author's sense of the universal 

devastation caused to man and nature by 

original sin. 
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In a way, it i s the Realistic tendencies 

that dominate the picture of this world, for 

althaû.gh. ·it.: is seen to have been darkeried 

by original ain, the world here and now does 

not aeem ta have improved appreciably since 

the Resurrection of Christ. Christiane do 

not expect to have their heaven on earth 
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but they do believe that Christ a.nd His 

Church have made a significant difference 

to the world, here and now, even though 

the fulfilib.ent::. of Christian Revelati:on 

is not expected to occur in this world. 

Grace may impart hope to the whiskey-

priest but it does not seem to produce 

joy. 

Mr. Greene 1 s contribution to the 

literature of our culture has been to 

show the absurdity of temporal happineas 

as a goal of life. His writing is a 

witness to the futi1ity of the hedonism 

which underlies so much of our modern 

literature. The difference between 

hedoniatic 1iterature and Mr. Greene 1 s 

works can be il1ustrated by a remark 

made by George Orwell: 11 The spirit 

behind Housman's poems, for instance, 

·ia not tragic, merely querulous; it is 

hedonism disappointed. The same is true 

of Hardy, though one ought to make· .an 

ex.ception of The Dynaste. 11 68 Some of 

the characters fal1 under the sway of 

hedonism. In The Livins Room, Rose's 1ife 

68. 
· Ge orge Orwe 11, 11 Ina ide ·the Wh ale, 11 

in Inside the Wha1e a~ éther Essaya 
(London, 1940), p. 154. 



ende tragically, not only because she hae 

been duped by the here-and-now pleasure 

philoeophy but because, as a Catholic, 
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she is conscious of the evile that stem 

from auch a philoeophy of life. She cannet 

cope with the tension between desire and 

conscience and ahe withdraws from the 

struggle. She is driven by a disguised 

pride and selfishness to demand of thoee 

around her, that her happinees be given 

priority over all ether considerations. 

She wants Michael here and now, no matter 

what the coat, even to him. 

It is this ulmimatum by Rose for her 

happiness that causes the tragedy, althougb 

our sympathies as human beings (capable 

and deeiroue of love no matter what the 

coat) are with the heroine. Rose'e 

situation may possibly be understood 

more clearly by Catholics than by ethers 

but her inclination to sin is commonly 

human in that it is so indietinguishable 

from t he good and innocence that i s in 

her. 

Towards tbe end of The Power and the 

Glory the captured whiskey-priest r ealizes 
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11 that at the end tbere was on1y one 

thing that coWlted -- to be a saint"(p. 273). 

Those readers who might expect a certain 

joy to accompany this spiritua1 awakening 

are unfortWlately disappointed. The 

priest spends the night in his cell 

finishing off a bottle of brandy; he is 

so uneteady on his feet that he bas to be 

propped up before the firing squad. The 

Rea1istically painted, exterior world, 

swime by over the priest's soul which is 

quite alone at the bottom of the world. 

Happinees, it is suggested, is not to be 

found here; one must look elsewhere. 

Christ 1 s presence in the world is 

felt only when the characters experience 

pain. In The End of the Affair, Sarah writea 

in her d1ary: 11 I thought I am· kissing 

pain and pain belongs to You as happiness 

pever does. I love You in Your pain ••• 

Y ou might have killed us wi th 'happinese, 

but Y ou let us be wi tb Y ou in pain11 (p. 147). 

As a fitting epitaph to this discuss­

ion, we may turn to Scobie's thoughts on 

happiness in The Heart of the Matter: 11 Nobody 
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here could ever talk about a heaven on 

earth. Heaven remained rigidly in its 

proper place on the other aide of death, 

and on this aide flourished the injustices, 

the cruelties, the meannesses that else­

where people so cleverly hushed up. Here 

you could love human beings nearly as God 

loved them, knowing the worst"(p. 30). · 

The reader may reply that although the 

world is not a bed of roses; nonetheless 

there are roses in it. 

II. Out of the World 

If there is any happiness to be 

found by Mr. Greene's characters it would 

seem to lie out of tnis world. This some­

what distinguishes Mr. Greene from the 

Catholic tradition in literature where 

oharacters us ually take a · cauttous but 

cheerful attitude to this world; in it 

.they have a tendency to see everywhere, 

the Face of God, in men and reflected on 

the landsoape. For Mr. Greene, the Face of 

God in men is the Face of Christ on Calvary; 

the landscape of the world is a re.flection 

of nature as it responded to the Cr,ucifixion 

on Good Friday. The Risen Christ seems not 



to be present in the faces of Mr. Greene's 

characters. 

Unlike most ·of the Catholic writers 
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and like the empirical Realiste, Mr. Greene 

does not presume to cast any certainty over 

the graves of his characters. Their destinies 

are as 1nscrutable and ambiguous as their 

lives were. We are though, given t'the hint 

of an explanation." It seems as though the 

whiskey-priest went to heaven; it seems as 

though Scob1e may have gone to purgatory; 

it seems as though Pinkie (unrepentant to 

the'last) merited hell; it seems as though 

Sar8h were saved. To suggest anything more 

certain, it is implied, is to go beyond the 

ecope of the novelist and outside the powers 

of judgment of any human being. 

The reader may remember a piece of 

conversation between Pinkie and Rose in 

Brighton Rock (p. 92): 
11 1 Between the stirrup and the groWld, he 

something sought and something found. 1 

'Mercy.' 

1 That' a right: Mercy. 111 

Mr. Greene 1 a who le point is that 1 t ia 

presumptuous of us to calculate the extent 



of God 1 s mercy. After Scobie 1 s suicide in 

The Heart of the Matter, "Father Rank 

clapped the cover of the diary to and said 

furiously, 'For goodness sake, ~trs. Scobie, 

don't imagine you -- or I -- know a thing 

about God'è mercy'"(pp. 296-297) • 
. , 

In an int~nsely Realistic play, The 

Iceman Cometh by Euge~e O'Neill, Larry 

Slade, an ex-anarchist, .says: 11 1 What 1 s 

before me is the comforting fact that death 

is a fine long sleep, and I'm damned tired, 

ai:td it can'.t come too soon for me.'" 69 

The idea has its counterpart in the minds 

of a number of Mr. Greene's characters, 

most of whom are tired of the fight and 

want to rest. The characters are Christian 

in that they expect an.eternity of heaven 

or hell (union with God or separation from 

Him) but the images that occur to them seem 

notably Realistic; they imagine eternity as 

an annihilation or a euphorie peace after 

the pain of life. 

There is an explicit relation brought 

out between human suffering and eternity; 

121 

69 
Eugene O'Neill, The Iceman Cometh (New 

York, 1946), p. 10. 
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in a rare sermon the whiskey-priest exhorta 

his villagers to: 111 Never get tired of 

suffering • 0 • • that is all part of 

he aven the preparation 111 (Power and the 
. 

Glory, p. 86). On the images of eternity as 

annihilation, once Pinkie has dropped from 

the cliff 11 it was as if he'd been with-

drawn suddenly by a hand out of any exist-

ence -- past or present, whipped away 

into zero-- nothing 11 (Brighton Rock, p. 

245). In the same novel, the Boy's 11 slaty 

eyes were touched with the annihilating 

eternity from which he had come and to 

which he went 11 (p. 21). In The End of tne 

Affair, death is 11 the shattering annihil-

ation that would prevent for ever the 

getting up, the putting on of clothes 11 (p.80). 

Though the comparison with O'Neill's 

play seems to show in Mr. G-reene a notice-

able, Realistic tone, in this matter, the 

images of annihilation can be related to 

something that is specifically Christian. 

This is the stripping of the_ human pers on­

ality by God of all things that are not 

Himself. In a conversation .with God, Sarah 

says in The End of the Affair: 11 You were 

there, teaching us to squander, like you 



taught the rich man, so that one day we 

might have nothing left except this love 
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of Yo~1 (p. 105). The severe pain experienced 

by the characters and their images of 

eternity seem to be related to the 

stripping of their personalities of egotism; 

once this has been done, it is suggested, 

and only then, is happiness possible. 

In The End of the Affair, there is 

this entry in Sarah' s diary: 11 In misery 

we seem aware of our own existence, even 

th~ugh it may be in the form of a monstrous 

egotism: this pain of mine is individual, 

this nerve that winces belongs to me and 

to no ether. But happiness annihilates us: 

we lese our ide nt i ty11 (p. 52). 

For the empirical Realiste like Eugene 

O'Neill, death seems to thought of as the 

annihilation of the total personality. 

For the whiskey-priest, Scobie and Saran, 

death is the annihilation of the egotism 

that gives identity to their personalities 

and bence of the suffering that resulta 

from this egotism. This kind of death is 

what Scobie, Sarah, Bendrix, Pinkie and 

the whiskey-priest all long for; the happiness 

that follows death is anonymity in God. 
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Chapter Eleven. Conclusion 

Graham Greene is an anomaly in the 

stream of contemporary, English literature. 

He is the one, modern, English writer to 

yoke religious content with an outlook 

and techniques that are, in sorne important 

respects, quite opposed to the religious 

commitment. At times, as we have noticed, 

there emerges an impressive and conv-incing 

coexistence of Realism and religion, whereas 

at other times, there seems to be a 

basic antagonism that usually resulte in 

the dominance of one of the two aspects. 

On the whole, it is difficult to judge 

whether the religious content corrects and 

elevates the Realism or whether the Realism 

undermines the religious emphasis. 

Mr. Greene has been called an 11 idealistic 
-

Realist, 11 a phrase that seems superficially 
c - 70 

to contradict itself. The boundaries of 

empirical Realism have eyidently been 

extended in Mr. Greene 1 s writing and in a 

singular mannar, embodying his religious 

emphasis and the distinct signature of his 

art and vision. His characters are 11 believers" 

70 See Harold C. Gardiner, Norme For the 
Novel (New York~ 1953-), pp. 8-88. 
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and their beliefs are unusually (for 

· modern fiction) intelligible. The ir 

engagement with evil is universally 

· relevant and dramatically portrayed. 

It is always a bit difficult though 

important for the reader to discriminate 

between Mr. Greene's religious vision 

and the melodramatic side of his work. 

His play The Living Room contains both 

aspects, trimmed at the same time with 

a Realistic hem. Parts of the play seem 

. to represent an excursion into melodrama. 

Rose 1 s suicide is an example. The reader 

or auditer may question the probab1lity 

of someone as romaritic and self-centered 

as Rose taking her own life, though she 

may threaten to do it. 

The one, fortunate exception in 
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~. Greene's writing, to the imperfections 

of much of his work, is The Power and the 

Glory • . · In my opinion, . this superbly W'ritten 

and disarming novel deserves to rank 

with the beat in our century. 

We have seen a number of ways in 

· , which Re ali sm and reli gion have found 

expression in Mr. Greene's novels and pl ays; 



it ia aufficient, in 'conclusion, to point 

out that the coexistence of these two 

elements conatitutea a modern, literary 

revolution. 
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Whether or not the reault will, in 

sqcceeding generations, be judged a first­

rate aucceas, nonetheleaa a vital problem 

has been given a notable examination. This 

is the problem of restoring 11 ideali.sm" to 

the Engl1sh novel. We seem to be faced 

today with the ironie situation wherein a 

wr1ter whoae outlook is 11 ideal1stic 11 will 

not accept that idealism in himself or in 

his art but will assume unto h1mself the 

outlook and techniques of emp1rical Realism, 

perhaps because the latter is better 

received by modern readers. I am not saying 

that this applies to all modern authors but 

it seems to me to fit a number of the 

important ones, among them Mr. Tennessee 

Williams and Mr. Graham Greene. 

On a more optimist1c note, it aeems 

to me that the intellectual climate of the 

times is slowly changing; for the first time 

since the end of the nineteenth century, 
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writera are aga1n discuesing the poss1b1lity 

of the uni ty of all knowledge and experiepee. 

Since the intellectual climate of the 

time had much to do; with the forming of 

emp1r1cal Realism, it is probable that 
. . 

certain . cultural changes will have to 

preêede its general improveme:nt and 
. . 

· enlargement. From the unity of knowledge, 

it ie a natural step to the unity of man. 

In the · empirical Realiste and in Mr. Greene, 

man seems to have disintegrated; his body, 

ie separated from hi.s soul • . 

The reconstruction of the ehattered 

image of man in literature ie not by any 

means inevitable. If it is to take plape 

however, it will be accomplished by Wr.iters 

who have thrown off the present chaine o.f 

empirical Realism and given a fuller · 

representation of t ruth and the refore a 

better art. Mr. Greene hae not thrown off 

the chaine of Realism but he has stretched 

them in an impress i ve way. 

~---·--- --



128 

Bibliography 

Note: The bibliography includes not only 
those works to which reference has been made in 
this study, but all works consulted in preparation 
for the study. The bibliography excludes Mr. Greene's 
poetry and stories for children, as these are out­
aide the scope of this study. In the catego~ies 
presented however, the bibliography of Mr. Greene's 
writings is fairly complete. The material about 
Mr. Greene is a fairly complete listing of printed 
books and articles, which have appeared in the 
English language. A few university thesee have been 
included as well. A moderate attempt has been made 
to include the more outstanding contributions by 
French writers. Entries are drawn from material that 
has been available to me up until the end of December, 
1959. 

An asterisk at the end of an entry in Part I, 
Section A, indicates that the book is an "entertain­
ment11 ( a classification imposed by Mr. Greene), 
rather than a novel. The sign "#" at the end of an 
entry in Part III, indicates that the work includes 
material on Mr. Greene, although he is not the main 
subject of the work in question. The bibliography is 
arranged alphabetically, rather than chronologically. 
For entries of works by Mr. Greene, the original 
date of publication is indicated by square brackets. 
This is followed by a description of the edition 
used in this study. 

Part I. By Graham Greene 

A. Novels and Entertainments 

Brie;hton Rock [ 1938 J • Harmondsworth, Middlesex, 
1943. 

The Confidential Agent [ 1939 ) • London, 1954. * 
The End of the Affair [1951 1. London, 1951. 

England Made . Me ( 1935 1 . London, 1954. (In 1953 
and 1956 published in the United States as 
The Shipwrecked ). 



The Fallen Idol [ 1950 ] • In The Third ·Man 
and The Fallen Idol by Graham Greene. 
London, 1950. * 

129 

A Gun For Sale (1936 ) • London, 1947. 
(Published in the United States as This 
Gun For Hire J • * 

The Heart of the Matter [ 1948 1 . London, 1948. 

It 1 s a Battlefield ll934 1 . London, 1948. 

Loser Takes All [1955 1. London, 1955. * 
The Man Within (1929 ] • London, 1952. 

The Ministry of Fe ar [ 1943 J • New York, 1943. * 
The Name of Action f 1930 ] • New York, 1931. 

Our Man in Havana [ 1958 ] • London, 1958. * 
The Power and the Glory [ 1940 J • London, 1949. 

(Published in the United States in 1940 
under the title, The Labyrinthine Ways) • 

The Quiet American [1955].London, 1955. 

Rumeur at Nip;htfall ( 1931 1 . London, 1931. 

Stamboul Train {.1932 l. London, 1947. (Published 
in the United States under the title, Orient 
Express 1 . * 

The Third l-ian [ 1949 ) • In The Third Man and The 
Fallen Idol by Graham Greene. London, 1950. 
[Originally published as a story in American 
Magazine, CXLVII (March, 1949),, 142-160]. * 

B. Other Books 

British Dramatists ( 1942 ] • London, 1942. 

Essais Catholiques,. trans. Marcelle Si bon ( 1953 ] • 
Paris, 1953. 



130 

Journey Wi thout Maps: A Travel Book ( 1936] • 
London~ 1951. 

The· Law lees Roads ll939 ) • London, 1955. 
[Published in the United States as Another 
Mexico]. 

The Lost Childhood ·and Other Essaye. London, 
1951. 

Nineteen Storie·s .. London, 1947. 

The Old School: Essays by Divers Hands. Edited 
and with an introduction and essay, 11 The 
Last Word," by Graham Greene. London, 1934 • 

. 
Twenty-one Stories. London, 1954. 

Why Do I Write? An Exchange of Views between 
Elizabeth Bowen, Graham Greene and V.S. 
Pritchett. London, 1948. ( Two sections by 
Mr. Greene, pp. 27-33, 46-52). 

:C. Plays 

The Complaisant Lover [ 1959 ] • London, 1959. 

The Living Room ( 1953 j . London, 1953. 

The Potting Shed (1957]. New York, 1957. 

D.. Uncollected Short Stories 

The Bear Fell Free. London, 1935. 
11 Church Militant," Commonweal, LXIII (Jan. 6, 

1956), 350-352. 

"The Escapist," Spectator, CLXII (Jan. 13, 1939), 
48-49. 

"The Lieutenant Died Last," Collier's, CV 
(June 29, 1940), 9-lo. : 



'~Sews in English," in Alfred Hi tchcock 1 s 
Fireside Book.of Suspense, ed. Alfred 
Hitchcock. New York, 1947. 

131 

"Voyage in the Dark, 11 Spectator, CLXI (Sept. 
16, 1938), 437. -

E. · Uncollected Essaye and Articles 
.E t 

11 Analysis of a Journey, 11 S~ectator, CLV 
. (Sept. 27, 1935), 459- 6o. 

"Ballade on a Press Conference, 11 New Statesman, 
LI (June 30, 1956}, 755. 

11 Before theAttack, 11 Spectator, CXCII (April 
- 16, 1954), 456 • . 

"The Blind Eye, 11 Spectator, CLXI (July 1, 
- 1938}, 13. 

"Boatload of Poli ti cians, 11 Spectator, CLV 
- (Dec. 6, 1935), 938-9~9. 
11 Books 'in General, 11 New Statesman and Nation, 
- XXXIV (Oct. 11, 1947), 292; XXXVIII (Aug. 

20, 1949), 198; XXXIX (Jan. 28, 1950), 
101; XLII (July 14, 1951), 45; XLIII 
(June 21, 1952), 745; XLVI (July 18, 
1953), 76; XLVIII (Oct. 2, 1954), 411. 

11 The Catholic Church 1 s New Dogma; Assum:ption 
- of Mary, 11 Li fe, XXIX (Oct. 30, 1950) , 

50-58. 

"The Catholic Temper in Poland, u Atlantic 
- Monthly, CXCVII (March, 1956), 39-41. 

11 La ttivil1sation chrétienne est-elle en 
péril ? 11 La Table Ronde, No. 2 (1948}, 
211-223.-

"convoy to West Af r i ca, 11 in The M1nt, ed. 
- Geoffrey Grigson, !.(London, 1946), pp. 

40-55. 

"A Day with Cedille," Living Age, CCCLIV 
- (June, 1938), 330-332. 



132 

"The Dark Backward z A Foot note, 11 London 
~ Mercury, XXXII (October, 19}5), 

562-565. 

"Dear Mr. Chaplin, 11 New Repub1ic, CXXVI 
(Oct. 13, 1952), 5. 

"Dea th in the Cotswolds, 11 Spectator, CL 
(Feb. ~4, ~933), 247. 

11 Devi1-B1acksmith, 11 Spectator, CLVI 
- (March 6, 1936}, 393-394. 

"The Dictator of Grand Bassa, 11 Spectator, 
. CLVI (Jan. 17, 1936), 89-90. 

11 Diem's Critics," America, XCIII (May 28, 
- 1955), 225. -

"The Entertainments of A.E. W. Mason, 11 ~ 
Statesman and Nation, XLIV (Oct. ~ 4, 
1952), 381. . 

"H. Sylvester," Commonweal, XXXIII (Oct. 
25, 1949),-11-13. 

11 Ideas in the Cinema," Spectator, CLIX 
(Nov. 19, 1937), 894-195. · 

11 Xndo-China," New. 'Republic, CXXX (April 
5, 1954), 13-~5. 

11 Indochina Journal," Commonweal, LX (May 
21, 1954), 170-172. 

11 Introduction, 11 The Portrait of a Lady 
by Henry James (Oxford, 1947), pp. 
1-xxix. 

"Last Act in Indo-China~" New ReTublic, 
. CXXXII (May 9, 1955J, 9-11; May 16, 

1955), 10-12. 

"London Diary, 11 New States man and Nation, 
- XLIV (Nov •. 22, 1952), 593. 
11 Ma1aya, The Forgotten War, 11 Li fe, XXXI 
- (Ju1y 30, 1951), 51-54._ 



"Message aux catholiques franç.aie," 
·_ Dieu Vivant, No. 14 (1949), -

31-35· 

"Middle-brow Film, 11 Fortnightly, CVL 
- (March, 1936),-302-307. 

"News Reels, 11 S4ectator, CLXIII (Sept. 
. 29, 1939), 43. . 

"Norman Douglas, 11 SJectator, CLXXXVIII 
- (March 14, 1952 , 332. 

133 

11 0slo and Stockholm," Livi~ Age, CCCXLV 
- (January, 1934),-424-42 • 

"Lee paradoxes de christianisme, 11 Dieu 
- Vivant, No. 18 (1951), 35-42~ 

11The Pope Who Remaine a Priest, 11 Li fe, 
- XXXI (Sept. 24, 1951), 146-14~ 

11 Revenge, 11 Commonweal, LXI (Jan. 14, 1955), 
. 403-404. 

11 Self-Portrait, 11 Spectator, CLXVII (July 
_· 18, 1941), 66. 

""strike in Parie, 11 Spectator, CLII (Feb. 
~ 16, 1934), 229-230. 

11 Three Score Miles and Ten, 11 Spectator, 
. CLXVI (Feb. 14, 1941), 171. . 

"To Hope Till Hope Createe, 11 New Repub11c, 
CXXX (April 12, 1954), 11-13. 

11 Twerrty-Four Hours to Metroland, 11 New 
- Stateeman and Nation, XVI (Aug. 13, 

1938), . 250. 
11 Two Capitale, 11 Spectator, CLI (Oct. 20, 
- 1933), 520~521. 



Part II. About Graham Greene 

A. Books, Thesee and Essaya 

Adkins, John, Graham Greene. London, 
1957. 

Allen, Walter, "The Nove1s of Graham 
Greene,"in Penguin New Writing, 
No. 18 (Loridon, 1943). 

134 

Allot, Kenneth and Farris, Miriam, The 
Art of Graham Greene. London, 1951. 

Boswell, William C., "The Individual in 
the Nove1s of Graham Greene.:.," Unpub1. 
M.A. thesis (McGill Uni v., 1952). 

Church, Richard, "Graham Greene, .. in 
British Authors, new ed. (London: , 
1948), pp. 137~140. 

De Vi tis, Angelo A., "The Religious 
Theme in the Novels of Rex Warner, 
Evelyn Waugh, and Graham Greene." 
Unpubl. Ph.D. thesis (Univ. of . 
Wisconsin, 1955)• 

Engel, Claire-Elaine, "Graham Greene, u 
in Esquisses A~laises (Paris, · 
1949)' pp • . 57-9 • 

Lewis, Richard W., "Graham Greene: The 
Religious Affair, 11 in Picaresque . 
Saint: Re resentative Fi ures in 
Contemporary Fiction New York, 
1959), pp. 220-274. 

Madau1e, Jacques, Graham Greene. Paris, 
1949. 

Mauriac, Francois, "Graham Greene, 11 in 
Men I Hold Great, trans. Elsie-Pell 
(New York, 1951), pp. 124-128. 

,. 
Mesnet, Marie-Beatrice, Graham Greene 

and The Heart of the Matter. London, 
1954. 



135 

Murchland, Bernard G., 11 The Religious 
Mission of Woman in-the Novels of 
Graham Greene·~u Unpubl. M.A. thesis 
(Ottawa Univ.,-1958). 

O'Faolain, Sean, 11 Graham Greene: I 
Suffer; The re fore, I am, 11 in his 
The Vanishing Hero: Studies in 
Novelists of the Twenties (London, 
1956), pp. 73-97. 

Prescott, Orville, 11 Comrades of the 
Coterie: Henry Green, Compton­
Burnett, Bowen, Graham Greene, 11 

in In My Opinion: An Inruiry into 
the Contemporary NovelLondon, 
1952), pp. 92-109. 

, 
Rostenne, Paul, Graham Greene: Temoin 

des Temps Tragiques. Paris, 1949, 

West, Anthony, 11 Graham Greene, 11 in 
Principles 2l1d Persuasions-(New 
York, 1957), pp. 195-200. 

Woodcock, Georg~, 11 Graham Greene, 11 in 
The. Writ·er· and~Politics (London, 
1948), pp. 125-153. 

Wyndham, Francis, Graham Greene, in 
Writers and Their Work series, 
ed. Bonamy Dobree, No. 67 (London, 
1955). 

Zabel, Morton D., "Graham Greene," 
in Forms of Modern Fiction: Essaye 
Collected in Honor of Joseph Warren 
Beach, ed. William V. 0 1Connor 
(Minneapolis, 1948)., pp. 287-293. 

Zabel, Morton D., 11 Graha.m. Greene: The 
Beat 'and the Worst ~ 11 in Ct::aft and 
Character in Modern~Fiction (New 
York, 1957), pp. 276-296. 



B. Articles on Graham Greene 

(Anon.J, "Black Comedy, 11 Time, LXXIII 
(June 29, 1959), 4}-~ 

·, "Black Squares and White," 
---=-Time, LIII (Feb. 21, 1949), 60. 

, 
11 Cheerful Protestant, 11 Ti me, 

LX . (Oct. 20, 1952), 94~100 .--

136 

"Colette's Burial 11 Commonweal ' . ' ' LX (Sept. 17, 1954), 573. 

, 
11 Diem' s Critics: Graham Greene 

and Father 0 1 Connor 1 s Rep1y, 11 

America, XCIII (May-28, 1955}, 225. 

, "The End of the Affair, 11 New 
Repub1ic, CXXVI (Feb. 11, 1952); 7. 

, "Graham Greene, 11 Time, LXVII 
(March 12, 1956), 120-.-

, "Greene and Catho1icism, 11 

Newsweek, XXXII (July 12, 1948), 
84-86. 

, "Greene 1 s Dis service to the 
Church, 11 America, XCIV (Feb. 11, 
1956)' 518. 

, "The Living Room," Commonweal, 
LXI {Dec. 10, 1954), 278. 

, 
11 No Living Rooms," Commonweal, 

LXI {Dec. 10, 1954), 279. 

, "Men Who Fascinate Women, 11 Look, 
XIX <sept. 6, 1955), 43. ~ 

, "New P1ays in Manhatten: The Pott_ing 
Shed," Time, LXIX (Feb. 11, 1957), 56. 

-
, "People Who Read and Write: 

Fortmght Mission," New York Times 
Book Review, Nov. 16, 1947, p. 10. 



137 

, 
11 Fla1.wrights in Frose and 

Ficture, 1 Times Literary Supplement, 
Oct. 24,-1942, p. 525. 

, 
11 The Pot ting Shed, 11 Newsweek, 

XLI (Feb. 11, 1957), 67. . . 

, "The Fotting Shed, 11 Theatre 
Arts, \ XLI (April, 1957), 15. 

, "Propos de table avec Graham 
Gree:c.e, 11 Dieu Vivant, No. 16 ( 1950), 
127-137. . 

, 
11 The Quiet Englishman, 11 Time, 

LXXII (Oct. 27, 1958), lOO.· 

, "Schizophrenie Hell, 11 Time, (JW1e 
16, 1958), 74. -

, 
11 Shocker, 11 Time, LVII.I (Oct. 29, 

l95ll' 98-100. --

, 
11 A Spirit ual Suspense St ory, 11 

Life, XLII (April 1, 1957), 65-68. 

, 
11 This is Graham Greene, 11 Newsweek, 

XLIV-(Nov. 29, 1954), 92-93. 

, 
11 To Get Rave Reviews, Write ah 

Anti~U.S.A. Novel ! 11 Saturday Evening 
Post, CCXXIX (Oct. 6, 1956), 10. 

, 
11 What Frice Fi ty? 11 Time, LII 

(Aug. 9, 1948), 46-47·. --

, 
11 When Greene is Red, 11 Newsweek, 

XLVIII (Oct. 1, 1956), 94-96. 

, 
11 Whose Man in Havana? 11 Commonweal, 

LXX ( July 3, 1959) , 342. ·-

A., G.L., 11 Adam' s Tree, 11 Twentieth 
Century, CL . (October, 1951), 337-
342. 

Allen, Walter G., 11 Another View of Graham 
Greene," Catholic World, CLXIX (April, 
1949), 69-70. 



Allen, Walter, 11 Awareness of Evil, 11 Tpe 
Nation, CLXXXII (April 21, 1956), 
344-346. 

Allen, W. Gare, "The World of Graham 
Greene, 11 Irish Ecclesiastical Record, 
LXXI (1949), 42-49. 

Auden, W.H., 11 A Note on Graham Greene," 
The Wind and the Rain, VI (Summer,-
1949), 53-54. . 

Barr, D., 11 SR 1 s Book of the Week: ~uiet 
American, '~ Saturday Review of Literature, 
XXXIX (March 10, 1956), 12. 

Bedoyère, M. de le, "From My Window in Fleet 
Street," Catholic World, CLXXIV (Octgber, 
1951)' §6-61. 

Beirnaert, Louis, "Does Sanctification 
Depend on Peychic Structure?" Cross 
Currents, No. 2 (1951), 39-4}. 

Ben~t, William Rose, 11Earthly and Heavenly 
Q,uarry, 11 Saturday .Review of Li terature, 
XXI (March 30, 1940), 5. 

Bentley, Eric, "The Living Room," New 
Republic, CXXXI (Dec. 13, 1954~22. 

Birmingham, William, "Graham Greene Criticism: 
A Bibliographical-Study, 11 Thoue;ht, 
XXVII (Spring, 1952), 72-:-100. 

. •. 

Bogan, L., 11Good · Beyond Evil, 11 New Republic, 
CXXV (Dec. 10, 1951), 29.-

Bous caren, Antpony T. _, 11 France a.nd Graham 
Greene versus America and Diem, u 
Catholic Wo~ld, CLXXXI (1955), 414-
417. 

Braybrooke, Neville, "An End to Anguish? 11 

Commonweal, LXIII - (Jan. 20, 1956), · 
406-407. 

Braybrooke ,· Neville, "Graham Greene," 
Envoy, III ( 1950), 10-23. . ~ 



Braybrooke, Neville, uGraham Greene: 
A Pionee~ Noveliat," College 
Engliah, XII (October, 1950), 
1-9. 

139 

Braybrooke, Neville, "Graham Greene as 
Cri tic, 11 Commoi1wea.i, LIV ( July 6, 
1951), }12-314. 

C., G., "Dialogue avec Pierre Bost: sur 
'La Puissance et la Gloire, 11 France 
Illustration' Jan. 10, 1953 )., p. 65. 

Gaillet~ G., 11 Un Roman n'est pas une 
Histoire, 11 France Illustration, VII 
(March 17, 1951), 29. 

Calder-Marshall, Arthur, "Thé Works of 
Graham Greene,~ Horizon' May 1, 1940), 
367-375. 

Choisy, Maryae, "Psychoanalyaia and 
Catholiciam, '! Croas Currents, No. 3 
(1951), 75-90. 

Clancy, W., "The Moral Burden of Mr. 
Greene 1 a -Parable, 11 Commonweal, 
LXIII (March 16, 1956), 622. 

Clurman, Harold, "'fheater, 11 The Nation, 
CLXXVII (Aug. -15, 1953), 137-139· 

Clurman, Harold, 11 Theater, 11 The Nation, 
CLXXIX (Dec. 4, 1954), 496-497. 

Clurman, Harold, "Theater, 11 The Nation, 
CLXXXIV (Feb. -16, 1957), 146-147. 

Cooney, Thomas E., "The Author as Traveler, 11 

Saturday Review . of Literature, XXXIX 
(March 10, 1956), 12. 

Coaman, Max, "Diaquieted Graham Greene," 
Colorado Quarterly, VI (1958), 
319-325. 

Cosman, Max, 11 An Early Chapter in Graham 
Greene, 11 .A.rizona Q.uarterly, XI ( 1955), 
143-147. 



Cottrell, Beekman W., "Second Time 
Charm: The Theatre -of Graham 
Greene, 11 Moderin Fiction Studies, 
III (1957), 249-255. 

Cronin, Vincent, "Graham Ç}reene's 
Fi rat · Play, ~• Ca tho lie World, 
CLXXVII (September, 1953), 
406-410. 

Curtis, Jean-Luis, "Impressions de 
Londres, 11 La Table Ronde, No. 1 
(1948), 155-158. 

140 

Davenport, Basil, 11 Religious Melodrama, 11 

Saturday Review of Literature, XVIII 
(June 25, 1938), 6-7. 

De Hegedus, Adam, "Graham Greene and 
the Modern Novel," Tomorrow, VII 
(October, 1948), 54-56. 

De Vi tis, Angelo A., 11 Allegory in 
Brigl1ton Rock, 11 Modern Fiction 
Studies, III (1957), 216-224. 

De Vi tis, Angelo A., 11 The Church and 
Major Scobie, 11 Renascence, X (1958), 
115-120. 

Dinkins, Paul, 11 Graham Greene: The 
Incomplete Version," Catholic 
World, C~I (1952}, 96-102. 

Downing, W., "Graham Greene and the 
Case for Disloyalty," Commonwea1, 
LV (March 14, 1952),-564-566. 

Doyle, L.F., "Graham Greene as Moralist, 11 

America, XCI (Sept. 18, 1954), 604. -

Driver, Tom F. , 11 The Play er' 8 the Thing, 11 

Christian Century, LXXIV (Feb. 27, 
1957), 262-267. 

Du Bois, William, "Graham Greene' 8 Dark 
Magic," New York Times Book Review, 
May 23, 1943, p. 3. 



141 

Duché, Jean, "Du Rocher de Sysyphe au 
Rocher de-Brighton, 11 La Table 
Ronde, No. 2 (1948), 306-309. 

Duffy, Joseph M. Jr., 11 The Lost World 
of Graham Greene, 11

- Thought, XXXIII 
(1958), 229-247. -

Ellis, William D. Jr., "The Grand Theme 
of Graham Greene, 11 Southwest Review, 
XLI (1956), 239-250. 

Evans, Robert o., 11 Existentialism in 
Greene 1 s The Q,uiet American," 
Modern-Fiction Studies, III {1957), 
241-248. 

Findlater, R., 11 Graham Greene as Dramatist, 11 

Twentieth Century, CLIII (June, 1953), -
471-473. 

Flint, R.W., 11 Recent Fiction, 11 Hudson 
Review, I-(1948-1949), 590-596. 

Forster, Peter, "Sin and Tonie, 11 Spectator, 
CCIII (July 3, 1959), 7. . 

Fremantle, Anne, 11 The Hunted Men of 
Graham Greene, 11 Saturday Review of 
Literature, XXXVI (Jan. 10, 1953), 
15-16. 

Fremantle, Anne, 11 In Pursuit of Peace," 
Saturday Review of Literature, XXXIV 
(Oct. 27, 1951), 11-12. 

Fuchèt, Max-Pol, 11 Graham Greene, 11 Revue 
de Paris, CCCVII (1950), 59-68. 

Fytton, Francis, 11 Catholicism and 
Controversy, 11 -Catholic World, CLXXX 
(December, 1954), 172-175. 

G.; ·~ ···,a-• .v. ,.:_·~.Spè~ng.:of· Books; .. ·Iaw::.Y:ork:.rime.s 
Book Rêview, May 23, 1943; p. 2 • 

. 
Gable, Sister Mar1ella, "The Heart of the 

Matter, 11 Today, IV (October, 1948), 
20-21. -



142 

Gardiner, Harold C. , "Graham Greene, 
Catholic. Shocker,~ Renaacence, 
(Spring, 1949), 1~-15. 

Gardiner, Harold c., "Nature and Grace, 11 

America, XCIV (March 10, 1956), 639~ 

Gardiner, Harold c., "Taste and Worth," 
America, LXXV (1946), 53. · 

Gordon, Carolinet "Some Readinga and 
Misreadings,' Sewanee Review, LXI 
( 1953)' 384-407. 

Grubbs, Henry A., "Albert Camus and 
Graham Greene,~ Modern L§T;uage 
~uarterly, X (March, 1949 , 33-

2. 

H., T., 11 The Potting Shed: Figmentum 
Fidel," Dublin Review, CCXXXII 
(Spring, 1958), 71-73. 

Haber, Herbert R., "The Two Worlds of 
Graham Greene, 11 -Modern Fiction 
Studiea, III (1957), 256-268. 

Hargreavee, Phylie, · "Graham Greene: 
A Se1ected Bi bliography," Modern 
Fiction Studiee, III (Autumn, 1957), 
269-280. 

Hayes, Richard, 11 The Living Room," 
Commonwea1, LXI (Dec. 24, 1954), 
333-334. 

Hayes, Richard, "A Novelist's Theater," 
Commonwea1, LXV (March 15, 1957), ~ 
613-614. 

Hayes, Richard, "The Living Room,'~ 
Commonwea1, LXI (Dec. 24, 1954), 
333-334. 

Hearn, L. Cabot, "This Gun For Hire," 
Sat urday Revi~w of Li terat ure, · 
XIV (June 27, 1936), 6. 

Hewes, Henry, 
11 B~oadway Postscript: Love 

and Marri age, 11 .Saturday Review of 
Literature, xLII (Ju1y 4, 1959), 25. 



143 

Hewes, Henry, "Resurrection Will Out," 
Saturda~ R~view of Literature, XL~ 
(Feb. 1 , 1957), 26-27. 

Hill, Roland, "The Living Room," Tablet, 
(April 25,-1953), 354. 

Hobson, L. z., 11 Innocence Abroad, 11 Good 
HousekeepiES, CXLII (March, i956T; 
13. 

Howes, J., 11 Out of the Pit, 11 Catholic 
World, CLXXI (April, 19~0), 36-4o. 

Hynes, Sam, "Religion in the West End," 
Commonweal, LIX (Feb. 12, 1954), -
475-478. 

Inglis, Brian, "Dungeons of the Mind," 
Spectator, CC (Feb. 14, 1958), 20~. 

Igoe, W. J., '~London Let ter," America, 
XCII (Oct. 23, 1954), 99-101. 

Jerrold, Douglas, "Graham Greene, Pleasure­
Hater,11 Harper!s, CCV (August, 1952), 
50-52.~ 

Kenny, Herbert A., "Graham Greene, 11 

Catholic World,-CLXXXV (1957),_ 
326-329. 

Lardner, John, 11 A Strong Greene, A Weak 
James," New-Yorker, XXXII (Feo. 9, 
1957)' . 66-72. 

Lees, F .N., 11 Graham Greene: A Comment, 1~ 
Scrutiny, XIX (October, 1952), 31--
42. 

Lehmann, J., 11 The BlW1dering Ineffectual 
American,~ New Republic, CXXXIV 
(March 12, 1956), 26-27. 

Lewis, R.W.B., 11 The Fiction of Graham 
Greene: Between the Horror and the 
G lory, u Kenyon Review, XIX ( Winter, 
1957) J -56-75. 



Lewis, R.W.B., '~The 1Tri1ogy 1 of 
Graham Greene, 11 Modern Fiction 
Studies, III (1957), 195-215. 

144 

Lewis, Theophilus, "Post Mortem Report," 
America, XCII (Jan. 8, 1955), 386- ~ 
387. 

Lewis, Theophi1us, "The Pott1ng Shed, 11 

America, XCVI (Fe b. 23, 1957), _ 
594-595. 

Liebling, A.J., "Talkative Something­
or-Other, ·~ Nèw Yorker, XXXII 
(April 7,-1956), 148-150. 

Lohf, ~enneth A., "Graham Greene and 
the Prob1em of-Evil, 11 Catho1ic 
Wor1d, CLXXIII (1951), 196-199. 

Madden, Joan, 11 W1th Crooked Lines: 
Greene 1 s Living Room, 11 America, 
XC (March 6, 1954), 600-602. 

Maguire, c.E.' 11 The Living Room, Il 

America, XCIII (Ju1y 30, 195~), 
433-435. 

Mannes, Marya, "Theater: Tension, Fun 
and Fa1th,"-Reporter, XVI (March 7, 
1957), 40-41. 

Marshall, Bruce, "Graham Greene and 
Eve1yn Waugh,·~ Commonweal, LI 
(March 3, 1950), 551-553. 

Mauriac, Fran_pois, "La Puissance et la 
Glo1re, 11 Renascènce, I (Spr1ng, 
1949) , 26-27. 

Mayberry~ George, 11Mr. Greene 1 s Intense 
· Art,' New York-Timea Boo.k -Review, 
Oct~ - 28, 1951, p. 5. 

MeCarthy, Mary, "Graham Greene and the 
Intelligentsia," Partisan Review, 
XI (Spring, 1944), 228-230. 



McCarthy, MarlY.', 11 Sheep in Wolves 1 

Clothing, 1 Partisan Review, -
XXIV (Spring, 1957), 270-274. 

145 

McCormick, John 0~, 11 The Rough and Lurid 
Vision: Henry James, Graham Greene 
and the International Theme, 11 

Jahrbuch fÛr Amerikastudien,-
II (1957), 158-167. 

McGowan, F.A., 11 Symbolism in Brighton 
Rockt" Renascence, VIII (Spring, 
1955J, 25-35. 

McLaughlin, John J., 11 The Potting Shed 
and the Potter's Wheel, 11 America, 
XCVII (May 4, 1957), 168-170. 

McLaughlin, R., 11 Graham Greene: Saint 
or C;ynic?11

_ America, LXXIX ( July 24, 
1948)' 37.0-371. 

McLaughlin, R., 11 I 1 ve Be en Reading • • • u 
Theatre Arts, XXV (December, 1951), ~ 
34-35· 

Moré, Marcel, 11 The Two Holocauste of 
Scobie, 11 trans. E.W. Geissman, 
Cross Currents, No. 2 (Winter, 
1951)' 44-63. 

Orwell, George, 11 The Sanctified Sinner, 11 

New Yorker, XXIV (July 17, 1948), 
61-63. 

Ostermann, R., 11 Interview wi th Graham 
Greene, 11 Catholic World, CLXX 
(February, 1950), 356-361. 

Panter-Downes, Mollie, 11 Letter from 
London, 11 New Yorker, X:XXV (Aug. 29, 
1959), 18-82. 

Parc, Robert du, "Saint ou Maudit," 
Etudes, CCLX (1949), 368-381. -

Parsons, Luke, 11Graham Greene, 11 

Fortnightly, CLXXVI (October, 
1951), 704-705. 



Patten, Karl, nThe Structure of The 
Power and the G lory, 11 Modern­
Fiction Studies, III~(l957), 
225-234. 

Phi11ips, W. , "Purs ui t of Good and 
Evil," American Mercury, LXXIV 
(May, ~ l952), 102-106. 

146 

Prescott, Orville, "Books of The Times, 11 

New York Times,-May 24, 1943, p. 13~ 

Pritchett, v.s., "Graham Greene' s 
Appreciation of Oliver Twist," 
New Statesman and Nation, XXXIX 
(March 25, 1950), 344. 

Pritchett, v.s., 11 It 1 s a Battlefield," 
Spectator, CLII (1934), 206. -

Pritchett, V.S., "Take Away Sin,'~ 
New Statesmanê LVII (June 27, 
1959), 886-88 • 

Pritchett, v.s., '~The World of Graham 
Greline, 11 New Statesman, LV (Jan. 4, 
1958), i?. 

Rahv, P., '~Wicked American Innocence, 11 

.Commentary, XXI (May, 1956), 488-~ 
490. 

Redman, Ben Ray, "Handout For Posterity, ~ 
Saturday Review of Literature, 
XXXI;J: .(April 16, 1949), 23. 

Rewak, William J., "The Potting Shed: 
Maturation of Graham Greene 1 s 
Vision, 11 Catholic World, CIJOOCVI 
(December, 1957), 210-213. 

Rimaud, Jean, ~Psychologists Versus 
Mora1ity,"-Cross Currents, No. 2 
(19:11), 26-38. 

Rothman, N.L., "Greene Atmosphere," 
Satqrday Review of Literature,­
XXVI (June 26, 1943), 11. 



Roy, Jean H., "Graham Greene ou un 
christiani~me de la damnation " 
Les Temps Modernes, LII (1950~~ 
1519. 

Sackville-West, Edward, "The Electric 
Hare," The Monk, VI (1951), 141-
147. -

147 

Scott, N .A. Jr., 11 Catholic Noveliat 1 a 
Dilemma, tt Christian Cent ury, LXXIII 
(Aug. 1,.1956), 901-902. 

Seward, Barbara, "Graham Greene: A 
Hint of an ExJ?lanation, tt Western 
Review, XXII (1958), 83~95. 

Sewell, Elizabeth, 11 The Imagination of 
Graham Greene, 11 

- Thought , XXIX 
( 1954) , 51-60.-

Simone, J.W., "Salvation in the Nevele 
of Graham Greene, 11 Commonweal, 
LVI (April 25, 19$2), 74-76. 

Spier, Ursula, "Melodrama in Graham 
Greene 1 a The End of the Affair, 11 

Modern-Fiction Studiea, III (19§7), 
_235-240. 

Stariford, Derek, 11 The Potting Shed," 
Contemporary ~eview, CXCIII (June:, 
1958), 301-303. 

Stanley, John, '~Life in the Living Room," 
· Commonweal,,LXI (Dec. 31, 1954), -

354-355. 

Strikpki, 0. , "The ir Man in Habarovsk," 
Spectator, ~CCI (Nov. 14, 1958), 656. 

Sylvester, Harry, "Graham Greene," 
Commonweal, Xxliii (Oct. 25, i940), 
11-13. 

Thespis, 11 Theatr," English Oxford 
(Summer, 1956L 56-58. 



Thespis, '~Theatre Notes," English 
Oxford , XII (Summer, 1958), 
57-60. 

Tracy, H. , 11 Li fe and Soul of the 
Party,"-New Republic, CJ<L 
(Apri1-20, 1959), 15-16. 

Traversi, Derek, 11Graham Greene: I. 
The Earlier Nove le," Twentieth 
Century, CXLIX (Maréh, 1951), 
231-240. 

Traversi, Derek, "Graham Greene: II. 
The La ter Nove1e, 11 Twentieth 
CenturS, CXLIX (April, 1951), 
318-32 • 

Trewin, J. C. , '~A Sense of Sin," 
Il1ustrate~ London News, CCXXII 
(May 2, 1953), 704. 

Voorheee, Richard J., "The World of 
Graham Greene," South Atlantic 
Quarterly, L (Ju1y, 1951), 389-
398. 

Waugh, Evelyn, "Felix Culpa.?11 

Commonwea1, -J<LVIII ( July·-16, 
1948), 322-325. 

148 

Waugh, Eve1yn, "The Heart 1 s Own Reasons, 11 

Cor-onweal, ~LIV (Aug • . 11, 1951), -
45~59. 

Waugh, Evelyn, "The Waste1and," 
Spectator, CLXII (March 10, 1939), 
413-414. 

West, Anthony, 11 Saint 1 s Progresa ( 11 New 
Yorker, XXVII (Nov. 10, 1951), 
154-156. 

Winterich, John T., "Let the Chips Fall," 
Saturday Review of Literature, XL 
(Oct. 5, 1957), 17-18. 



149 

Worsley, T.C., 11 The Arts and 
Entertainme~t: The English Theatre­
at-1 ts-Best; 11 New Statesman, LV 
(Feb. 15, 19§8), 196. 

Wyatt, E. Van Rensselaer, 11 The Potting 
Shed, 11 Catholic World, -CLXXXV 
(Apr11, 1957), 66. 

Wylde, G., 11 Graham Greene, 11 London 
Mercury~ XXXVII (Decemèer, 1937), 
l4oa. 

Young, Vernont ·-uHell on Earth: Six 
Versions,' Hudson Review, II 
(1949-1950), 311-317. 

Zabel, Morton D., 11 Graham Greene, 11 

The Nation, CLVII (July 3, 1943), 
18-20. 

Part III. Books and Articles Related .to Realism 

and Religion in Modern Literature 

Adam, Karl, The Spirit of Catholicism, 
trans. Justin MoCann, rev. ed. 
Jiew York, 19 54: • 

Allen, Walter, Reading a Novel. London, 
1949. # 

Baudelaire, Charles, Intimate Journala, 
trans. Christopher Isherwood. 
Boston, 1957. 

Beach, Joseph Warren, The Twentieth 
Century Novel: Studies in Technique. 
New York and London, 1932. 

Bentley, P., 11 Ia the British Novel 
De ad ? 11 Saturday Review of' Li terature, 
XIX (~an. 28, 1939), 4. # 

... ~ 

Blanchet, Andre, Le Pretre dana le Roman 
d 1Aujourd 1hui. Bruges, 1955. # 



150 

Braybrooke, Neville, "Catholics and 
the Novel, u Renascence, V (Autumn, 
1952), 22-}2. # 

Bronte, Charlotte , 11 Preface," 
Jane Eyre, 2nd ed. ~( 1847) • -
Harmondsworth, Middlesex, 1953. 

Brown, Francis, ed., Higtlights of 
Modern Literature: A Permanent 
Collection of Memorable Essaye 
From the New York Times Book 
Review. New York, 1954. 

Camus, Albert, The Rebel: An Essay on 
Man in Revolt, trans. Anthony 
Bower. New York, 1958. 

Chaigne, Louis, La Littérature Catholique 
a L1étrî§ter, ed. Alsatia. 2 vols. 
Paris, 19 7. # 

Chesterton, Gilbert Keith, The 
Victorian Age in Literature. 
London, cl913 • 

Cowley, Malcolm, The Literary Situation. 
New York, 1955. # 

Crawford, Marion A., "Introduction, 11 

Eugénie Grandet by Honoré de Ba1zac 
(Harmondsworth, Middlesex, 1955), 
pp. 5-30. 

Cunliffe, J.W., English Literature in 
The Twentieth Century. New York, 
1933· 

Daiches, David, The Novel and the , 
Modern World. Chicago, 1939. 

Dargan, E. Preston, Crain, W.L. and 
Othere, Studies in Balzac 1 s Realism. 
Chicago, 1932. 

Darwin, Charles, The Descent of Man and 
Selection in Relation to Sex. 
2 vols. New York, 1874. 



Davies, Hugh Sykes, Realism in the 
Drama. Cambridge, 1934. 

Eliot, T.S., Foints of View. London, 
1941. 

Fadiman, Clifton, 1~The Decline of 
Attention, 11 Saturday Review of 
Literature~ XXXII (Aug. 6, 1949), 
20-24. # 

Farrell, James T., The League of 
Fri5htened Philistines and Other 
Papers. New York, 1945. 

Farrell, James T., Literature and 
Morality. New York, 1947. 

Flaubert, Gustave, A Dictionary of 
Platitudes, trans. Edward J. 
Fluck. London, 1954. 

15~ 

Fraser, G.S., The Modern Writer and His 
World. London, 1953. # 

Freud, Sigmund A., A General Introduction 
to Fsychoanalysis, trans. Joan 
Riviere. New York, 1953. 

Gable, Sis ter Mari ella, 11 Introduction, 11 

Many-Coloured Fleece ~ (London, 
1951), pp. ix-xxxii. # 

Gable, Sister Mariella, This is Catholic 
Fiction. New York, 1948. # 

Gardiner, Harold C., Norms For the 
Novel. New York, 1953. # 

Gardner, Helen, 11 Franyois Mauriac: 
A Woman of the Pharisees," in 
Fensuin New Writ·ing, No. :$1 
(London, 1947), pp. 93-104. # 

Graef, H., 11 Marriage and Our Catholic 
Novelists," Catholic W6rld, 
CLXXXIX (June, 1959), 185-190. # 



Gui tt on, Jean, "Y' a-t-il encore une 
nature humain~?" LtHumanieme et 
la Grgce (:Parie·~ 1950), · ~P· 
125-142. # 

Hemmings, F.W.J., Emile Zola. Oxford, 
1953· 

Highet, Gilbert, People Places and 
Books. New York, 1953. # 

Hoffman, Frederick J., Freudianism 
and the Literary Mind. Baton 
Rouge, Louisiana, 1957. 

152 

Humphrey, Robert, Stream of Conscioueneee 
in the Modern Novel. Berkeley and 
Los Angeles, 1955. 

Huxley, Aldous, "Art and the Obvious, 11 

in Music at ~i t and Other Eeea & 
(Harmondsworth, Middlesex, 1950 , 
PP• 22-27. 

Huxley, Thomas H., Science and Christian 
Tradition. New York, 1896. 

James, William, Pragmatism and Four 
Essaya from The Meaning of Truth. 
New York, 1955. 

Jameeon, Storm, "British Literature: 
Survey and Critique, 11 Saturday 
Review of Literature; XXXIV 
(Oct. 13, 1951), 24-26. # 

Jarrett-Kerr, Martin, 11 The Novel and 
the Supernatural, 11 -Student Movement, 
LI (January-February, 1949), 11-
14; (March-April, 1949), 11-12. # 

Jarrett-Kerr, Martin, Studiee in 
Literature and Beliet. London, 
1954. # 

Kazin, Alfred, 11 Theodore Dreiser and 
His Critice," The Anchor Review, 
ed. Melvin J. Lasky, No. 1 (New 
York, 1955), pp. 173-188. 



Krutch, Joseph Wood, The Measure of 
Man. New York, 1954. 

Krutch, Joseph Wood, The Modern 
Temper. New York, 1929. 

153 

Lawrence, D.H., Pornography and 
Obscenity, in Criterion Miscellgny, 
No. 5. London, 1929. 

Lewis, c.s., The Problem of Pain. 
London, Glasgow, 1957. 

Liddell, Robert, Seme Principles of 
Fiction. London, 1953. 

London, Jack, Revolution and Other 
Essaya. New York, 1910. 

Maritain, Jacques, Art and Scholasticism, 
trans. J.F. Scanlan. London, 1930. 

Mason, H.A., 1~A Note on Contemporary 
1Philosopbical 1 Literary Criticism 
in France, 11 Scrutiny, x:vi ( 1949), 
54-60. # 

Mauriac, Francois, God and Mammon. London, 
1936. 

Mauriac, Francois, The Stumbli:ng 
Block. New York, 1952. 

McCormick, John, Catastrophe and 
Imasination. # 

McNamara, E., 11 Pros1rects o:r the 
Catholic Novel( America, XCVII 
(Aug. 17, 1957J, 505-506. # 

Merten, Thomas, The Secular Journal of 
Thomas Merten. New York, 1959. # 

, 
Moeller, Charles, Litterature du XXe 

Siècle et Christianisme, Silence 
de Dieu. Paris, 1953. # 



Newby, Perry Howard, The Novel 
1945-50. London, 1951. # 

O'Connor, William V., ed., Forma of 
Modern Fiction: Essaya Collected 
in Honor of Josegh Warren Beach. 
Minneapolis, 194 • # 

0 1Donnell, Donat, Maria Cross: 
Imaginative Patterns in a Group 
of Modern Catholic Writers. 
New York, 1952. # 

154 

Orwell, George, 11 Ina ide the Whale.,." in 
Inside the whale and Other Essaya 
(London, 1940), pp. 131-188. 

Farrington, Vernon L., The Beginnings 
of Critical Realism in America 
1860-1920. New York, 1930. 

Ficard, Max, The Atomization of Modern 
Art, trans. s. Godman. London, 
1958. 

Reed, Henry, The Novel Since 1939. 
London, 1949. # 

Robertson, Roderick, 11 Towards a 
Definition of Rel:i.gious Drama, 11 

Educational Theatre Journal, IX 
(1957), 99-105. # 

Sartre, Jean-Faul, Existentialism and 
Human Emotions. New York, 1957. 

Shaw, George Bernard, The Quintessence 
of Ibsenism. New York, 1908. 

Spencer, Herbert, First Frinciples, 
6th ed. London, 1937. 

Stone, Edward, ed., What Was Naturalism?: 
Materials For An Answer. New York, 
1959. 

Unamuno, Miguel de, Tragic Sense of 
Life, trans. J.E. Crawford Flitch. 
New York, 1954. 



Vizetelly, Ernest A., Emile Zola: 
Novelist and Reformer. London, 
1904. 

Ward, A.C. '1 Twentieth-Century 
Literature 1901-1950. London, 
1956. # 

Warner, Rex, The Cult of Fower: Essaye 
by Rex Warner. Fhiladelphia and 
New York, 1947. 

Williams, Raymond, Drama From Ibsen to 
Eliot. London, 1954. 

Wilson, Colin, The Age of Defeat. 
London, 1959. 

Wilson, Colin, Religion and the Rebel. 
Boston, 1957. 

Woolf, Virginia, "Modern Fiction, 11 

in The Common~Reader (New York, 
1953), pp. 150-158. 

155 

Wordsworth, William, '~Freface to Lyr1oal 
Ballade," in William Wordswort:tl.~s The 
Frelude With a Selection From T~e 
Shorter Foems, The Sonnets, The 
Recluse, and The Excursion and Three 
Essaya on the Art of Foetry, ed. 
Carlos Baker (New York, Toronto, 
1948), pp. 1-32. 

Zola, Emile, The Experimental Novel and 
Other Essaya, trans. B.M. Sherman. 
New York, 1893. 

Fart IV:'. Background Readings 

Anderson, Sherwood, Winesburg, Ohio. 
New York, 1946. 

" , Balzac, Honore de, Eugenie Grandet, 
trans. Marion A. Crawford. 
Harmondsworth, Middlesex, 1955. 



Balzac, Honor6 de, [The ] Village 
Rector, trans. Katharina P. 
Wormeley. Boston, 1893. 

Baudelaire, Charles, The Flowers of 
Evil, a selection ed. Marthiel 
and Jackson Mathews. New York, 
1955~ 

156 

Bernanos, George, Diary of a Country 
Priest, trans. Pamela Morris. 
London, 1937. 

~ 

Bloy, Leon, The Woman Who Was Poor, 
trans. I.J. Collins. New York, 
1947. 

Butler, Samuel, The Way of Al1 Flesh. 
London, 1933. 

Camus, Albert, The Stranser, trans. 
Stuart Gilbert. New York, 1958. 

Compton-Burnett, Ivy, Men and Wivee. 
London, 1948. 

Compton-Burnett, Ivy, Pastors and 
Masters. London, 1952. 

Cozzens, James Gould, By Love Possessed. 
New York, 1957. 

Crane, Stephen, Men, Women and Boats , 
ed. Vincent Starrett. New York, 
1921. 

Crane, Stephen, Wounds in the Rain: 
War Stories. New York, 1900. 

Dos Passos, John, Manhattan Transfer. 
New York, 1959. 

Dreiser, Theodora, An American 
Tragedy. New York, 1959. 

Dreiser, Theodora, Sister Carrie. 
New York, 1949. 

Eliot, George, Scenes of Clerical Life. 
London, 1925. 



Faulkner, William, The Sound and the 
Fury. New York, 1959. 

Farrell, James T., Studs Lonigan. 
New York, 1938. 

Flaubert, Gustave, Madame Bovary, 
trans. E. Marx Aveling. New 
York, 1950. 

Galsworthy, John, The Forsyte Saga. 
London, 1926. 

Galsworthy, John, Island Pharisees. 
Lorldon, 1925. 

157 

Galsworthy, John, Justice: A Tragedy in 
Four Acta. London, 1910. 

Gide, Andre, [The 1 Immoralist, trans. 
Dorothy Bussy. New York,. London, 
1930. 

Hardy, Thomas, Jude the Obscure. 
London, 1957. 

Hardy, 'ifhomas, The Return of the Native. 
London, 195 • 

Hardy, Thomas, Tees of the D1 Urbervilles: 
A Pure Woman. London, 1928. 

Hemingway, Ernest, For Whom the Bell 
Tolla. New York, 1940. 

Hemingway, Ernest, The Old Man and the 
Sea. New York, 1952. 

Hemingway, Ernest, The Sun Also Risee. 
New York, 1926. · 

Huxley, Aldous, Eyeless in Gaza. 
London, 1936. 

Huxley, Aldous, Point Counter Point. 
New York, 1928. 



Ibsen, Henrik, Eleven Plays of Henrik 
Ibsen, intr. H.L. Mencken. New 
York( n.d., Modern Li brary J • 

James, Henry, The Portrait of a Lady. 
New York, 1951. 

Joyce, James, Ulysses. New York, 
[n. d. , Modern Li brt:try J • 

Kafka, Franz, The Trial, trans. Willa 
and Edwin Muir. London, 1945. 

Lawrence, D.H., The Rainbow. New York, 
1915. 

Lewis 1 Sinclair, Arrowsmith. New York, 
1925. 

Lewis, Sinclair, The God-seeker. 
New York, 1949. 

London, Jack, Martin Eden. New York, 
1958. 

158 

Malraux, André, Man's Fate [La Condition 
humaine), trans. Haakon M. Chevalier. 
New York, 1934. 

Maugham, W. Somerset, Of Human Bondage. 
London, 1937. 

Maupassant, Guy de, Miss Harriet and 
Other Stories, trans. H.N.P. Sloman. 
Harmondsworth, Middlesex, 1951. 

Mauriac, Franro1e, A Woman of the 
Phar1sees (La Pharisienne J , trans. 
Gerard Hopkins. London, 1946. 

Miller, Arthur, Collected Plays. New 
York, 1957. 

Norrie, Frank, McTeague: A Story of 
San Francisco, ed. Carvel Collins. 
New York, 1956. 

OtHara, John, A Rage to Live. New York, 
1949. 



159 

O'Neill, Eugene, Anna Christie. 
London, 1923. 

O'Neill, Eugene, The Iceman Cometh. 
New York, 1946. 

O'Neill, Eugene, Three Plays of Eugene 
O'Neill: Desire Under the Elma, 
Strange Interlude, Mourning Becomes 
Electra. New York, 1959. 

Péguy, Charles P., Basic Verities: 
Prose and Poetry, trans. Ann and 
Julian Green. New York, 1943. 

Stein, Gertrude, Three Lives. New York, 
1933· 

Steinbeck, John, Cannery Row. New York, 
1945. 

Steinbeck, John, East of Eden. New York, 
1952. 

Strindberg, August, Three Plays by August 
Strindberg: The Father, Miss Julia, 
Easter, trans. Peter Watts. 
Harmondsworth, Middlesex, 1958. 

Warner, Rex, Men of Stones: A Melodrama. 
London, 1949. 

Warner, Rex, Returri of the Traveller. 
Philadelphia, New York, 1944. 

Warren, Robert Penn, All the Kins's 
Men. New York, 1946. 

Waugh, Evelyn, Brideshead Revisited. 
Harmondaworth, Middlesex, 1951. 

Welle, H.G., ·Love and Mr. Lewieham. 
London, 1924. 

Williams, Tennessee, The Glass 
Menagerie. New York, 1945. 

Williams, Tennessee, A Streetcar 
Named Desire. New York, 1947. 



Woolf, Virginia, To the Lighthouse. 
London, 1938. 

Zola, Emile, Nana, trans. Ernest 
Boyd. New York, 1927. 

Zola, Emile, Thérèse Raquln. 
Parie, E • . Fas quelle r: n.d .J 

Zole, Emile, Work kTra.vail] , 
trans. Ernest • Vizetelly. 
London, 1901. 

160 


