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FOREWORD

The Third Revised and Enlarged Edition of Contemporary
British Literature differs from its predecessors in purpose,
scope, and method. It is virtually a new book.

The Critical Survey which precedes the Bibliographies is
more than twice the length of the Introduction to the second
edition of the book. In it the editor has attempted to discuss
critically the major literary figures of the period, and to
outline the major trends in forms, technique, and ideas.
The Survey considers, not merely such frequently discussed
forms as the novel, drama, and poetry, but such relatively
neglected forms as biography, the essay, and criticism. In
dealing with fluctuating literary reputations, the editor has
not felt it necessary to apologize for differing from popular
or official estimates and evaluations.

In the bibliographical section of the book, authors’ names
are given in the fullest form possible. The portion of the
name appearing outside the parentheses is that which appears
on the author’s title page or, in some instances, the name
the author has used on his more recent publications.

The biographical sketches which precede the Bibliographies
vary with the significance of the writer and the amount of
material available. The editor has not only used the obvious
biographical reference works, but, in many cases, has appealed
directly to authors and publishers for information.

The Bibliographies in the first and second editions of this
book were frankly selective. They were designed to indicate
for the inexperienced reader the particular books by particular
authors most worthy of immediate attention. The Bibliog-
raphies in this edition are compiled on a radically different
principle, one eminently justified, it would seem, by the
widespread interest in contemporary bibliography. The editor
has attempted to list the first appearance, whether in the
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British Empire or elsewhere, of every book and pamphlet
by the author in question, whether such book or pamphlet
was published privately or publicly before January 1, 1935.
He has not attempted to include an author’s contributions to
collections or symposia, even when such an essay or story
or poem made its first appearance in such a collection. If,
however, such an item received separate publication later,
the later appearance is listed. Translations are listed; col-
lected editions and edited works are not. Nor do the Bib-
liographies customarily include reprinted selections unless
those selections have been made by the author himself.
Despite these strict limitations on the nature of the items
included, the Bibliographies list about ten thousand con-
temporary books and pamphlets.

The term “bibliography” has been retained, although
finding list, hand list, or check list would have been a more
accurate designation. The latter terms, however, have been
avoided, since they do not have wide currency except in
bibliographical circles.

More or less reliable descriptive bibliographies and check
lists exist for perhaps ninety of the authors presented in this
book. In such cases, the editor has made free but critical
use of the best available bibliographies. But for about one
hundred and forty of the authors in this book, there existed
no bibliography at all or a frankly selective one. In such
instances, it has been necessary to construct a bibliography
with the aid of the most reliable tools: The British museum
catalogue, the catalogue of the Library of Congress, The
United States catalogue, The English catalogue, The Cumulative
book index, Whitaker’s Cumulative book list, the catalogue
of the Quinn Library, the bibliographical sections of the (Lon-
don) Times literary supplement, and innumerable booksellers’
catalogues. As a result, a large majority of the writers
are represented by fuller bibliographies than are in existence
elsewhere.

Something perhaps should be said with regard to the
bibliographical style adopted. The editor has attempted to
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give full titles of the first issue of all works, except in a very
few cases where a very long subtitle has been abbreviated.
Such abbreviations are indicated by the use of three dots.
The capitalization is the system in use in the Library of
Congress. The punctuation between titles and subtitles
has been normalized. The date of publication given is that
of the first appearance of the book. If, however, the book
in question appeared under a different title in the British Isles
after its appearance in the United States, the book usually is
cited first under its British title, and the American title and
date are added in parentheses. In cases where the American
title differs from the British title but agrees with it in date,
the American title is cited without date in parentheses after
the British title.

For the aid of readers and students, the editor has at-
tempted to indicate the classification of titles. Frequently,
classification has been extremely difficult, and that finally
decided upon must be regarded as merely tentative. As rarely
as possible, however, has he taken refuge in the anomalous
classification, Miscellaneous. As a further aid to selection,
an asterisk (*) has been placed before titles that seem most
worthy of the reader’s immediate attention.

The number of critical Studies listed in this edition is very
much larger than that in the earlier editions. In many in-
stances, the Studies constitute a larger bibliography of critical
material than is available elsewhere, except perhaps in ob-
scure and unpublished dissertations. The Studies listed
furnish a valuable index to the amount of critical attention
a writer has received, not only in the British Isles and the
United States, but on the Continent. In the case of authors
for whom at least twenty critical Studies are available, it
has not seemed necessary to cite, in addition, reviews of
specific works in periodicals. The reader or student whe
wishes to trace the critical reception of an author or of his
specific works is referred to the following standard indexes:
The Reader’s guide to periodical literature, The International
index to periodicals, and The Book review digest. A dagger ()
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has been placed before each of the critical Studies containing
bibliographical information.

In the case of authors of whom no large number of critical
studies has been made, the most valuable reviews from more
than one hundred and twenty-five periodical magazines and
newspapers have been chosen. Merely perfunctory or trivial
reviews have been excluded.

The following abbreviations are used throughout the Bib-
liographies:

Am. ed.—American edition; comp.—compiled; ed.—editor,
edited, edition;illus.—illustrated;intro.—introduction;n.d.—
no date; pref.—preface; pseud.—pseudonym; pt.—part;
pub.—published; repr.—reprinted; rev.—revised; sel.—se-
lected; seq.—sequel; ser.—series; sup.—supplement; trans.—
translated, translation; vol.—volume.

The preparation of this edition would have been impossible
without the unfailing kindness with which officials of the
following libraries have put their resources at the disposal
of the editor: the Library of the British Museum, the Library
of Congress, the Harvard College Library, the Boston Public
Library, the Chicago Public Library, the John Crerar Library,
the Newberry Library, and the University of Chicago Library.

The editor wishes to express his very real gratitude to the
following authors for their generosity in sending him notes on
their professional and unprofessional interests: W. H. Auden,
Martin Armstrong, Gordon Bottomley, Harold Brighouse,
Osbert Burdett, Daniel Corkery, A. J. Cronin, C. Day Lewis,
Hugh de Sélincourt, Bonamy Dobrée, William Empson,
Hugh I. Fausset, Gerald Gould, Wilfranc Hubbard, Holbrook
Jackson, F. R. Leavis, F. L. Lucas, T. Sturge Moore, L. H.
Myers, Ernest Newman, Sein O’Faolain, Edith Olivier, Ca-
rola Oman, Peter Quennell, the Honorable Edward Sackville-
West, Edith Sidgwick, Francis Stuart, and Evelyn Waugh.
He is also indebted to the following publishers for information
concerning the adthors designated: Jonathan Cape, Ltd.
(Katherine Prichard); Victor Gollancz, Ltd. (Martin Arm-
strong, A. J. Cronin, Gerald Gould, E. B. C. Jones, Naomi
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Royde-Smith, Francis Stuart); William Heinemann, Ltd.
(Norah Hoult); Henry Holt and Company (Carola Oman);
The Hogarth Press (C. Day Lewis); Hutchinson and Com-
pany, Ltd. (Gilbert Cannan); Alfred A. Knopf, Inc. (James
Hanley, Ernest Newman, Beatrice Kean Seymour); Methuen
and Company, Ltd. (Robert Lynd); Sidgwick and Jackson,
Ltd. (Edith Sidgwick); and the Viking Press (Edith Olivier).

But most particularly the editor wishes to express his im-
mense indebtedness to John R. Fall, on whose indefatigable
industry, passion for exactness, and bibliographical resource-
fulness he has relied at every stage in the preparation and
publication of the book.

It is hoped that this book will prove of use to a variety of
persons: to the student and reader desirous of orienting him-
self in contemporary literature, to librarians, collectors, and
booksellers who desire convenient hand lists of a large num-
ber of current authors, to reviewers and reference workers
in this growing field, and to teachers whose pleasant duty it
is to lecture on contemporary literature.

The editor will appreciate it if readers will send notes
of omissions, or corrections in titles, dates, or classification,
to Fred B. Millett, Faculty Exchange, The University of
Chicago.






CONTEMPORARY BRITISH LITERATURE

A CRITICAL SURVEY






I. THE BACKGROUND OF CONTEM-
PORARY LITERATURE

THE PHYSICAL ENVIRONMENT

No one need be a devout believer in scientific determinism
to hold that the physical environment in which men of letters
and artists live conditions their productions in the most
intimate and elusive of ways. Certainly, any adequate under-
standing of contemporary literature must involve some con-
sideration of the nature of the physical order in which it is
produced. The environment in which contemporary authors
live is an environment revolutionized by the application
of science and invention to every physical feature of urban,
and, to a less extent, of rural life. The modern city, vastly
more extensive and horrifying than any other phenomenon
of congested living, is the unintentional result of improve-
ments and innovations in methods of transportation, sanita-
tion, housing, and communication. Even remote villages
and hamlets have suffered or gained, in some measure, from
ripples of influence from the machine age. The houses in
which contemporary literature is being written are at once
more convenient and less isolated, more comfortable and less
private, more luxurious and less gracious than the houses of
Elizabethan and Victorian men of letters. Methods in indus-
try and agriculture, methods in business and finance have
been revolutionized, and all these innovations and modifica-
tions have their influence on the physical environment in
which the modern author moves and has his being. The
marked urbanization of contemporary literature follows inev-
itably on the stealthy revolution that has produced machine-
made society. Insidiously influential, too, upon contemporary
men of letters and their ideas is the revolution our time has
witnessed in the mechanization of entertainment through
the moving picture, the phonograph, and the omnipresent
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radio. More directly, the modern press, made possible through
improvements in machine production, the rapid collection of
news, and the speedy distribution of newspapers and mag-
azines, has shown its power in formulating the taste and
opinions of readers, and in publicizing authors and serializing
their works.

Apart from the thoroughgoing transformation of the physi-
cal world of which contemporary literature is a by-product,
the most profound alteration of the contemporary physical-
economic environment was brought about by the Great War.
This unthinkable catastrophe had, of course, its economic
and social, its political and philosophical aspects, but no
other event of our time, assuredly, has had such a profound
influence upon the economic condition of the world in which
we live. The wholesale destruction of young and heroic lives
is, from the economic point of view, less significant than the
lavishing, upon an international imbroglio, of millions and
millions of pounds, borrowed from the future, and to be paid
off by the generations of the future. The postwar conse-
quences of this most hideous episode in the world’s history
are everywhere apparent in Great Britain in widespread
unemployment, the demoralizing system of the dole, the
rise of prohibitive taxes and inheritance dues, the impoverish-
ment of the nobility and aristocracy, the dismemberment of
great estates, and the dispersal of such centers of culture as
art collections and libraries of rare books and manuscripts.
The disillusionment characteristic of much postwar literature
can be traced directly to the bitter economic conditions that
have resulted from the squandering of the nation’s wealth in
the Great War.

. But the physical environment of modern man has under-
gone alterations even more profound than those already
mentioned. The pure sciences of physics and chemistry
biology and physiology have added immense stores to man’s
knpwledge, expanded his conception of the age and enor-
mity of the universe, and intensified his awareness of the
unimaginable complexity of the form and structure of mat-
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ter. The universe to which modern man is forced to make
some sort of satisfying intellectual adjustment is more vast
and forbidding than that which man has faced in any previous
age. Modern science has done more than any other force to
alter the intellectual environment of which contemporary
literature is a direct or indirect reflection.

THE INTELLECTUAL ENVIRONMENT

The wide acceptance of the creed of dogmatic science is
without question the most influential intellectual event in
the background of contemporary literature. This acceptance,
only partial during the Victorian period but almost universal
among twentieth-century men of science, has been general
among nonscientific thinkers, and is an insidious influence
on all persons touched by contemporary thought. The first
tenet of the creed of modern science is that of the unique
validity of the scientific method, the method of controlled
observation, in the discovery and interpretation of facts.
A minor tenet of the creed is the conception of the desirability
of the extension of this method to every field of human ex-
perience: religion, ethics, history, sociology, and psychology.
Only less generally accepted are the deterministic implications
of the philosophy of modern science.

The history of contemporary thought in almost every
human field during the last generation or more is the history
of the conflict between the scientific and the nonscientific
point of view. In the field of psychology and biology, the
scientific point of view logically necessitates the adoption of
an unremitting determinism. Man thus becomes a mecha-
nism operating at the mercy of chemico-physical forces over
which he has an apparent, not an actual, control. The stage
upon which the human mechanism works out its predestined
fate is a universe as devoid of will and purpose as man,
deterministically viewed, appears to be. The systems of
analytical psychology, headed by Freud, Jung, and Adler,
seemingly at swords’ points with such a deterministic. system
as behaviorism, have been equally effective in banishing will
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-and the capacity to control and direct action by finding the

foundations of personality and the causes of behavior in
unconscious or subconscious forces over which the individual
has little or no control. Psychoanalysis, though more mystical
and less logical than behaviorism, has had a parallel effect
in its tendency to relieve the individual of responsibility for
his acts and to minimize the power of the will.
. The revolutionary change in man’s conception of his own
nature and the application of the scientific method to the
study of religion and ethics have brought about tremendous
changes in current religious and ethical ideas. The scientific
study of the history of religions and of religious experience
generally, the discrepancies revealed by biology and archae-
ology between the Biblical and the historical records, have
tended to undermine or to destroy the authority of the more
inflexible creeds, which have stubbornly refused to adjust
themselves to the findings of modern science. The more
liberal creeds in the process of adjustment and compromise
have flowered out into a weird variety of sects that are the
triumphant product of the imperfectly repressed forces of
contemporary anti-rationalism. The War saw a temporary
reversion to theological and ecclesiastical primitivism, but
the postwar period has continued to furnish evidence of the
tremendous decline in the holding power of the Hebraic-
Christian synthesis in contemporary England.

With the decline in the religious apprehension and interpre-
itation of life, there has come a corresponding revolution in
iethics. The Hebraic-Christian interpretation of human na-
ture as a battle ground between the forces of evil and the
forces of good has given way to an ethical know-nothingism
in which there is no longer any certainty, especially in sexual
relationships, as to what is and what is not evil. The ab-
solutism of formal Christian ethics has yielded place to an
ethical relativity in which most unthinking and many think-
ing individuals drift contentedly or discontentedly. An abyss
separated the domestic and business morality of the Victorian
world; in the contemporary world the bases of domestic
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morality are as unsure as the bases of business morality were
two generations ago. The elements of other-worldliness and
asceticism, feeble as they were in most practical Christian
conduct, have almost completely disappeared in favor of a
frank and explicitly worldly and hedonistic ethic. Possibly
the most vigorous survival from the older type of ethical
thinking is the socially minded humanitarianism which, for
many members of modern society, represents the height of
their ethical thought and the ideal of their ethical behavior.

For reasons that have already been suggested, the politico-
economic thought of the time has been characterized by in-
extricable confusion. The dominant political faith of the
Victorian period was a passionate domestic or imperial nation-
alism, motivated for the tender-minded by an appeal to the
alleged duty of England to assume the white man’s burden.
This intensive and aggressive nationalism had its roots in
the system of modern industry developed in Great Britain
previous to the evolution of similar systems in Germany,
France, and the United States. Nineteenth-century nation-
alism was obviously a by-product of the great wealth, the
enhanced creature-comforts, the urge for new markets cre-
ated by the advances in industrial organization and enter-
prise during the period. Intellectually, it found its rationale
in the laissez-faire doctrines of the Utilitarians and in the
misapplication of the Darwinian principle of the survival of
the fittest.

The development of passionate nationalism was accom-
panied in Great Britain by an extension of the machinery of
political democracy. The fight for the extension of the
franchise is one of the most thrilling chapters in the history
of political liberties, but its final triumph in the extension
of the franchise to women came too late to conceal the fact
that the victory was a hollow one, since political reforms
could have little or no efficacy without corresponding economic
reforms.

The movement for economic and social reforms had its
origin in the impulses associated with humanitarianism. This
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. grew out of eighteenth-century liberalism, primitivism, and
the sentimentalism that is a decadent outgrowth of post-
classical romanticism. The first objective of this reform
movement on the social-economic side was the improvement
of conditions among laborers in factories and mines, and the
freeing of the unemancipated everywhere. English radicalism
lirted with socialistic and anarchistic schemes for the trans-
"formation or the abolition of the capitalistic order, but English
socialism has always been of a timorous, mildly radical nature,
and the ideas cherished by the British Labour Party are
calculated to throw terror into the heart of no one except
apoplectic Tories.

The most fashionable variety of prewar liberalism was a
hopeful and roseate internationalism which, having its ground
in feelings of amiable fraternity rather than in harsh economic
facts, was utterly unprepared to combat the nationalistic
spirit entrenched among the aristocracy and its cohorts among
the wealthy bourgeoisie and the subsidized clergy. In conse-
quence, in the face of the successful attempt to disguise the
cause of the Allies as a crusade of liberalism and as a war to
end war, international liberalism collapsed on the news of
the invasion of Belgium. It has never shown any signs of
real recovery, although the political triumph of the British
Labour Party necessitated the creation of a few radical peers
and some half-hearted efforts to initiate semi-humanitarian
enterprises. But parochial British radicalism has proved as
ineffective as the doctrines of rugged individualism to solve
the incomparably complex economic and social problems of
the postwar world, and the recrudescence of morbid nation-
alism in Italy and Germany has dealt another blow to the
creed of doctrinaire liberalism.

THE AESTHETIC ENVIRONMENT

Writers who arrived at a state of consciousness in the
nineties found themselves in a world riddled by aesthetic
controversies. The dominant tradition of the moment was
Victorian, a sentimental descendant of the robust romanticism
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of the first generation of the nineteenth century. But this
decadent tradition had already been threatened by forces
without and within. The pre-Raphaelite brotherhood had
attempted a resuscitation of the spirit of romance by recourse
to medieval centers of energy and inspiration. The decadence
which lies like a worm at the heart of romanticism had already
shown itself in the erotic sensibility of Swinburne, whom the
constant vigilance of Watts-Dunton transformed into a verbal
prestidigitator and a harmless member of Victorian society.
But the decadence quelled in Swinburne stirred alarmingly in
the agsthetic movement, which, drawing on its own personal
waywardnesses and the imitations of Continental decadents,
was to turn academic in Walter Pater, satanic in Arthur Ma—
chen and Aubrey Beardsley, and psychopathic in Oscar Wilde.
The sensational termination of Wilde’s brilliant social career
dispersed the miasmas of decadence for a literary generation.

In the meantime, some opposition to the Victorian tradi-
tion had been offered by the incursions of realism and nat-
uralism. The great nineteenth-century novelists had ventured
into realism of a strictly domesticated kind, but it required
the Francophile enthusiasms of George Moore and the sensa-
tion caused by the translations of Zola to bring a thorough-
going naturalism temporarily to the attention of British
artists and public.

But more significant for an understanding of the literature
of the postwar period is the widespread dissatisfaction with
the restrictive theories of romanticism, realism, and nat-
uralism, and the tendency to experiment in literature, under
the influence of similar movements in the pictorial and plastic
arts, in the direction of increasing abstraction and the evo-
lution of new genres. No generalization concerning con-
jtemporary literature is sounder than that the old categories,
the old assumptions, as to choice of subject, method of treat-
ment, and the forms characteristic of the literary genres no
Jonger hold. The artist has won freedom to experiment with
all subjects and in all forms. There is some evidence that
his victory has not been a hollow one.
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CONSERVATISM IN LITERATURE

Conservatism, more conscious and systematic than a tem-
peramental preference for things as they should be, has fared
desperately hard in the intellectual and economic turmoil
of the modern world. The history of conservatism in the
nineteenth century is the history of a set of ideas yielding
ground stubbornly but inevitably to the incursions of lib-
eralism and tepid radicalism. No point of view is a less
appropriate one from which to cope with current problems.
Both the virtues and the vices of the conservative attitude are
unsuitable to the atmosphere of the time. Its rigidity, its
static and, at times, unrealistic qualities unsuit it for adapta-
tion to an order of ideas and forces exhibiting violent and
rapid changes, and the independence and the absence of
sentimentality that belong to conservatism at its best are
equally out of tune with the socialization and standardization
of the time. It is no wonder that the political conservatism
of the time has an apoplectic tinge.

But conservatism has not been without its spokesmen in
literature, however few the adherents of their views and
preachments may have been. The most notable of the liter-
ary conservatives is probably G. K. Chesterton, whose polit-
ical and theological fundamentalism is the foundation of his
multitudinous criticisms of men and letters. Chesterton
stands firmly against the most popular articles of faith of
the modernist. He is anti-scientific, anti-materialistic, and
anti-pessimistic. His religious faith is the Catholic Rock of
Ages; his economic faith, equally anachronistic, is the revival
of a pseudo-medieval peasant proprietorship. Politically, he
stands foursquare against the forces of socialism and com-
munism, and his patriotic and pseudo-democratic nationalism
is perhaps the most modern tenet in his creed. The sophistical
brilliance with which he presents his views only partially
conceals the banality and sterility of his reading of life.
The spirit of Chesterton’s co-worker, Hilaire Belloc, is equally
controversial and equally anachronistic. There are traces of
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Toryism in the dithyrambic utterances of Wyndham Lewis,
but, on the whole, literary conservatism is a very minor figure
in the tapestry of contemporary thought.

LIBERALISM IN LITERATURE

Liberalism in litefature has found the modern period a
much more congenial soil than conservatism. The under-
mining of authoritarianism that the late nineteenth century
witnessed, the wide margin of leisure which, like the rise in
creature-comforts, was a not unpleasant by-product of the
great material prosperity of the era, permitted a free play
of the mind and tolerance of unconventional points of view,
and encouraged an intellectual flexibility and plasticity that
less prosperous and self-confident periods could ill afford.
On the eve of the War, liberalism seemed to have won the day,
and it is no wonder that literary liberalism has more distin-
guished and influential adherents than literary conservatism
or radicalism.

- Liberalism, at its best, is one of the finest flowerings of
the human spirit. Its free play of the mind, the flexibility
with which it assumes opposed points of view and entertains
hostile attitudes, its freedom from prejudice, its skepticism,
and its independence of the restricting bonds of a political
or economic doctrine: these not contemptible powers have,
fortunately, found illustration in the contemporary literature
of ideas. One of the finest liberal spirits of the period was
that of G. Lowes Dickinson, whose intellectual plasticity
appgared as  early as 1961 Th hlS Letters from John Chinaman,
ahd was startlingly demonstrated in his Modern symposium
it which he assumed at least a dozen mutually opposed points
of view without revealing his personal sympathies or faith.
Something of the same flexibility appears in the more serious
work of Bertrand Russell, who, emerging from the finest sort
of aristocrati¢ Tnfellectual tradition, and accepting the find-
ings of modern science as valid for the physical world and
man’s place in it, insists that man must create his own values
in the world as he finds it, and in consequence has devoted



12 A CRITICAL SURVEY

himself to a critical examination of various projects for the
improvement of the human lot. Thus he has been able to
weigh the pros and cons of socialism, anarchism, communism
without prejudice or violence of feeling. Russell found these
creeds so faulty that he has fallen back on that forcing-ground
of liberalism, education, and in his theory and practice of it
he has attempted to eliminate from his pupils psychological
elements that he believes to be impediments to an improved
'order. These are conspicuously sexual obscurantism, patriot-
ism, class feeling, and the spirit of materialistic competition.
His theories of education illustrate conspicuously the tolerant,
unprejudiced, undoctrinaire qualities of true liberalism.

A liberalism that is at once more focused and more gen-
eralized is that of Havelock Ellis, a derivative rather than a
creative thinker. Ellis’ major contribution to the liberalizing
of contemporary thought is his pioneer monumental work,
Studies in the psychology of sex which, directly or indirectly,
has probably had a greater influence than any other individual
enterprise in banishing sexual obscurantism and emancipating
sex from the prudish barbarism of the Victorian era. More
elusively, Ellis has pled in Tke dance of life for the cultivation
in liberalized living of the qualities of art, control, pattern,
grace, unity, and joy. His ideal is less selfishly centered than
the aristocratic liberalism of Clive Bell’s Civilization, but it is
no less energizing because it is an ideal that is beyond mean
capacities.

RADICALISM IN LITERATURE

Radicalism in literature found little encouragement in the
overstuffed comforts of the age of Victoria, and met with
persistent hostility from the national genius for muddling
through. On the other hand, the British tolerance of intel-
lectual and ‘'social eccentricity is so generous that it is not
surprising to find radicalism flowering unexpectedly in the
deserts of English conformity. Thus, such aggressive en-
emies of what passes for civilization as Edward Carpenter,
of an earlier generation, and D. H. Lawrence of a later,
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were permitted to denounce the current order with little or
no protest. Carpenter’s cure for civilization was a reversion
to latter-day economic primitivism, the resurgence of the
simple life, emotionalized by a Whitmanesque vision of de-
mocracy; Lawrence, less definitely, strove in his life, and
indirectly through his art, to arouse his followers to found
with him a new and harmonious order in the wilderness.

An entirely different order of radicalism is that of Sidney
Webb (now Baron Passfield) and his wife Beatrice, whose
mission in life it has been to adapt socialistic doctrine to the
English temperament, and whose program for the elimination
of economic disorders and the gradual transformation of
society has furnished ideas to most of the political parties,
in and out of office, during the last generation. Their doctrines
of government by experts and of the careful historical and
statistical study of social problems before action is initiated
commend themselves more and more to thoughtful persons
in an England faced with overwhelming problems.

Closer to the practical radicalism of the Webbs than to
the mystical radicalism of such fugitives from current civ-
ilization as Carpenter and Lawrence is the radicalism of
Bernard Shaw. The radicalism of Shaw has its ultimate roots
in the Protestant passion for perfecting oneself and the order
in which the individual finds himself. It is fed further by the
clear flame of his temperamental asceticism which leads him
to underrate the anti-rationalism and the sensuality of most
members of contemporary society. Shaw’s work, like that
of most radicals, has its destructive and its constructive
aspects. On the destructive side, Shaw has been the champion
of reason against emotion in romantic love, marriage, and
domestic and economic relations. On the constructive side,
Shaw has fought aggressively against the paralyzing doc-
trines of scientific determinism. To combat the determin-
ism implicit in Darwinism, he has revived the vitalism of
Lamarck, which, in its emphasis on the will, frees man from
his enslavement to his environment, and opens the way to
the abolition of the evils of this order, and the creation of a
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superior one. But, like most prophets, Shaw’s denunciations
of modern evils are more stirring than his visions of the
perfect state, for it is impossible to take Shaw’s nominal
adherence to socialism with the seriousness of that of his
Fabian friends, the Webbs.

But, perhaps, enough has been said to indicate that the
physical and intellectual environment of contemporary society
is calculated to challenge young and emergent artists to use
the materials it offers and to interpret the significance of its
overwhelming phenomena. The remaining sections of this
study will attempt to discover how contemporary artists have
met the challenge of the modern world.



@ THE NOVEL

CHANGING MODES IN THE NOVEL

The contemporary novel exhibits, perhaps more strikingly
than any of the other literary forms utilized in our time, a
strenuous reaction to the material or form of the Victorian
novel. To be sure, there is no sharp break between the
Victorian and the contemporary novel. Modern novelists
have had to learn the elements of their craft from earlier
practitioners. There are definite alliances between George
Moore and the French naturalists, between the earlier work
of Wells and that of Dickens. Yet, in the work of the major
Edwardians appearing in the nineties, we can discover symp-
toms of the modern spirit and modern technique that indi-
cate the beginning of a fairly distinct period in the history of
the novel.

It was inevitable that the contemporary novel, predom-
inantly realistic in tone, should utilize the rich materials
offered by the rapidly changing social, industrial, and intel-
lectual environment. And not only the Edwardians but the
major Georgians have shown themselves eager to exploit
both outer and inner manifestations of life in the modern
world. But there is a fairly sharp demarcation in their mutual
exploitation and exploration. In the main, Edwardians, like
Wells, Galsworthy, and Bennett, tended to exploit the ex-
ternal world as it had been recreated by constant and spec-
tacular applications of modern science and invention, al-
though inevitably they were concerned with the ethical and
intellectual implications of the new order. But the major
Georgians, Lawrence, Virginia Woolf, and James Joyce, have
been interested, not so much in reflecting, with some degree
of objectivity, the superficial phenomena of the machine age
as with exploring the psychological richnesses of the modern
mind. If, then, one wishes a picture in fiction of the external-
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ities of contemporary England, he will be wise to turn, not to
the Georgians but to the major Edwardians. In fact, one of
the major services rendered by the Edwardians was the faith-
ful representation of the milieux in which contemporary man
has lived and moved.

There are equally important differences in the spiritual
and ethical atmosphere of the Victorians, Edwardians, and
Georgians. It is one of the most striking paradoxes of Vic-
torianism that the Victorians who seem of importance to us
are those who were strenuously anti-Victorian in spirit. Vig-
orous protest and searching criticism of Victorian materialism,
complacency, and aesthetic and moral blindness were ex-
pressed, not merely by professional prophets like Carlyle,
Ruskin, and Arnold, but by a score of novelists. Modern
readers of Dickens, in their perpetual delight in his grotesque
characters and in the horrors that lurk in the dark streets of
his melodramatic London, are apt to forget his repeated
assaults on the social shortcomings of his era. The moral
seriousness of the Victorians is perhaps most portentously
apparent in the novels of George Eliot, but even Meredith,
with all his intricate brilliance, has his store of ethical earnest-
ness, though his preachments are more elusive than those
of the earlier Victorians.

In the Edwardians, there is perhaps a slight decline in
moral earnestness. Wells, with all his modernity, is, in this
respect, perhaps the most Victorian of the Edwardians. De-
spite such lapses from sobriety as Kipps and Mr. Polly,
Wells is the most persistent in his social consciousness, in
his passion for telling the world what is wrong with it and how
to put it right. Galsworthy, to be sure, is not far from him
in sensitivity of social consciousness, but he is entirely lacking
in the self-righteousness that characterizes Wells. The moral
earnestness of Conrad has a different quality. Conrad is so
timeless, so aloof from contemporaneity, that one tends to
associate his passion for ethical integrity with figures like
Tolstoi and Turgenev rather than with George Eliot and
Charles Reade. In Bennett and Moore, both conspicuously
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under the influence of French naturalism, there is a marked
decline in ethical preoccupations, since the creed of the
naturalist demanded the concealment of whatever ethical
views the novelist might have.

But there is a deeper distinction between the moral atmos-
phere of the Victorian and of the Edwardian novel. The
distinction appears in the conscious Edwardian revolt against
Victorianism of a meaner and baser sort. Most strikingly,
it is a revolt against the domestic virtues and vices of the
Victorian bourgeoisie, a revolt that is most apparent in the
treatment of sexual relationships. This defiant assault was
unquestionably a reflection of the tremendous changes taking
place in the relations of the sexes as a result of the increasing
incursion of women into industry, their movement toward
economic and political self-sufficiency, and the stress and
strain to which changing conditions were subjecting the
intensely patriarchal Victorian family. Dickens’ treatment
of sexual relations is notoriously saccharine and sentimental,
despite his own unhappy personal experience. With Meredith
and Hardy, there was a change of tone. Meredith’s idealism
and the unflinching honesty of his scrutiny of men and
women in close emotional relationships gives his rendering
of the subject an attractively modern tone, and Hardy’s
courageous representation of sexual experience in Tess of the
D’ Urbervilles and Jude the obscure, although severely bowdler-
ized for magazine publication, ended by affronting the Vic-
torians so deeply that he at last turned away from the writing
of novels to become one of the major poets of the post-
Victorian period. In Wells and Galsworthy, in our period,
and in hundreds of minor writers like Gilbert Cannan, W. L.
George, J. D. Beresford, and Somerset Maugham, revolt
against Victorian sexual mores is rampant. Again and again
the horrors of Victorian domesticity are unveiled: the despotic
pater familias, the completely domesticated Victorian female,
the suppression of normal childish and adolescent impulses
and instincts, the mystification, both psychological and
physical, concerning the “facts of life,” the severe penal-
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ties visited upon extra-marital and extra-legal sexual rela-
tionships.

The Georgians have profited variously by the Edwardians’
heated assault upon Victorian prudishness and parochialism.
They can permit themselves a freedom in the representation
of sexual behavior which would have sent their grandfathers
to prison or an asylum. To be sure, the boldest of them,
Lawrence and Joyce, have had repeated conflicts with official
censorship, lagging inevitably a generation or more behind
the advanced thought and practice of the period. But few
Georgian novelists have felt it necessary to devote much of
their time or many pages of their books to attacks upon
specifically Victorian sexual mores. Thanks to the Edward-
ians, they have been able to assume freedom of discussion
and liberality of description, and to turn their attention to
equally engrossing but less controversial subjects.

It is also possible to observe, with inevitable qualifications,
to be sure, a steadily increasing preoccupation with the art-
istry of the novel, from the Victorians, through the Edward-
ians, to the Georgians. There has been a marked increase
in the interest among novelists and readers in problems of a
technical or almost purely technical sort. Possibly one of
the major technical changes has come in the attitude toward
.plot. Like the Elizabethans in their attitude toward drama,
the Victorian reader seems to have demanded (and received)
as much plot as the novel could conveniently or inconven-
iently contain. Thus, Dickens, the most widely popular of
the literary novelists of the mid-nineteenth century, fre-
quently furnished his readers with no less than three plots
preserved, for the most part, in separate and distinct cate-
gories, and sensation-novelists like Wilkie Collins and Charles
Reade specialized in surprising and spectacular series of
occurrences. Even Meredith introduced, upon occasion, a
complication of plotted circumstances that strikes the con-
temporary reader as more Victorian than modern. And this
multiplicity ot incident and event, this amplitude of canvas,
made for a distension that only rarely, in self-conscious
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novelists like Meredith and Hardy, could be given perceptible
form.

This looseness of form, to be sure, admitted of an inclusive-
ness which English novelists, from Fielding to Wells, have
found convenient, an inclusiveness which permitted the in-
sertion, more or less artistically, of author’s comment on life
and characters, or little excrescences of essayistic material
full of ideas for the novel reader, bent on self-improvement,
to carry away. It made for an informality in the treatment
of point of view and character that put the reader at his ease
and kept him there. It did not demand that response to
subtleties of form or manner that a veritably creative and
experimental art requires. It did not alarm him with the con-
stant insistence that life and art are radically and inevitably
dissimilar.

It would be interesting, if difficult, to attempt to trace
the sources of this increasing awareness of novelistic artistry
among writers and readers. Some of it may unquestionably
be traced to the fastidious and magnificent example of the
Anglo-American Henry James. In Conrad, Bennett, and
Moore, some of this self-consciousness is due to the influences
of a variety of foreign, conspicuously French, exemplars.
There were also economic causes at work. The three-volume
Victorian novel was becoming, for a variety of reasons,
economically unprofitable, and a shorter novel, like a smaller
container, demanded a more scrupulous selectivity, a more
conscious formulative activity. So, some at least of the
major Edwardians betray technical preoccupations that are
rarely met with among the Victorians.

With the Georgians, the preoccupation with artistry be-
comes paramount. Despite the widest variations in intention
and method, they share a vigorous distaste for the element
of plot in fiction. In the most conventional of them, there is
little or no trace of an elaborate concatenation of events; in
the least conventional of them—James Joyce and Virginia
Woolf—plot may be said to be nonexistent. But the problem
of form remains: indeed, it becomes more acute than ever.
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For, if plot is no longer available to give a free or a restricted
form to the novel, form must be achieved by some other
means. In consequence, the Georgians strive constantly to
achieve form without the aid of a symmetrical plot.

In the treatment of character, the Edwardians are hardly
to be distinguished on technical grounds from the Victorians.
In the main, both Victorians and Edwardians were inevitably
concerned with a direct or indirect presentation of the con-
scious activities of their characters. Moreover, novelists of
both these periods tended to think of their characters as
consistent in nature and typical in behavior. This principle
of consistency, to be sure, made possible the widest range
from simplicity to complexity, from the astonishingly vital
caricatures of Dickens, breathed miraculously into life out
of a rag, a bone, and a hank of hair, to the elaborately an-
alyzed and analytical characters of Henry James. This
consistency, though sometimes threatened by an essentially
dualistic conflict between what were regarded as man’s lower
and higher natures, usually resulted in a resolution on either
the higher or the lower plane.

The treatment of character by the major Georgians differs
from that of the Edwardians, primarily, in the abandonment
of consistency as a principle of characterization. This aban-
donment was caused largely by the influence, direct or in-
direct, of analytical psychology which represents integration
or lack of integration, not as the result of a simple conflict
between good and evil but as a result of harmony or discord
between the conscious and the unconscious mind. The study
of the unconscious and of its influence upon conduct and
character has revealed a wealth of psychological material of
which earlier novelists were only intuitively (though some-
times beautifully) aware, and has, at the same time, imposed
upon contemporary novelists the technically difficult problem
of how best to utilize these resources. For the very nature
of this unconscious material indicates that the language of
consciousness is inadequate to its expression, and, therefore,
requires some mode of expression hitherto unavailable or
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unimagined. The important results of this new element in
character study are the increasingly frequent representation
of characters that have failed to achieve unity or integration,
and the free experimentation in technical methods for the
representation of the unconscious elements in normal or
abnormal characters.

Since style is at its best an individual matter, it would
be absurd to look for any consecutive development or deterio-
ration in this element of artistry from the Victorian age to the
present. But certain tendencies may perhaps be noted.
Among the Victorians, with the exception of figures like
Meredith and James, in whom style became a highly indi-
vidual, not to say idiosyncratic phenomenon, there was a
marked insensitiveness to the demands of style. Thackeray
achieved, under the influence of his eighteenth-century en-
thusiasms, perhaps as even and tasteful a style as we shall
find among novelists of the period. But there are notorious
declivities and abysses in Dickens, painful turgidities and
solemnities in George Eliot, and much clumsily awkward and
sometimes downright bad writing in Thomas Hardy. In the
midst of such insensitiveness, George Moore’s lifelong strug-
gle to attain an individual style appears heroic.

The Edwardians, in this respect, occupy an equivocal
position. Despite Wells’s expert journalistic powers, he can
hardly be said to be a sensitive stylist, certain as he is of the
superior importance of matter to form and style. But in the
other major Edwardians, in Galsworthy, Conrad, Bennett,
and Moore, although the manifestations of their awareness
of the demands of style are various, one can, at least, posit
a consciousness of the medium of expression that would be
far to seek among the Victorians.

With the major Georgians style like form has become an
object of passionate attention. This attentiveness, as we
have indicated, derives in part from the stress and strain
imposed on style by the new materials with which these
novelists have been, in varying degrees, concerned. Not a
little of D. H. Lawrence’s difficulty and obscurity arises
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from his lifelong endeavor to create a language of the un-
conscious, and in Joyce and Virginia Woolf, no less than in
minor figures like May Sinclair and Dorothy Richardson,
style is the object of constant and sometimes bewildering
experimentation. This experimentation is apparent, not
merely in the extension of the vocabulary of contemporary
fiction, to admit, as in the case of Huxley, a large scientific
increment, but in the handling of the sentence. The break-
down of the sentence or its elaboration seems to be due, on
the one hand, to an attempt to set down the processes of
conscious and semiconscious mental activity, and, on the
other, to an attempt to carry precise psychological notation
even farther than it had been carried by such expert analysts
as James and Marcel Proust.

We shall not be far wrong, I believe, if we posit for Georgian
fiction tendencies to minimize plot, to complicate character-
ization, and to experiment with style, end-products of proc-
esses, in some cases initiated by the Edwardians but carried
to heights of intelligibility or obscurity by the Georgians.

H. G. WELLS

In both point of view and artistry, H. G. Wells repre-
sents survivals of characteristics of Victorian fiction. His
passion for social reform, his denigration of the novel to the
expression of his rapidly evolving view of the world’s woes
and their appropriate remedies, his passion for prophecy and
preachment, his enthusiasm for a series of social programs
are all reminiscent of the social novel of the latter half of
the nineteenth century. In his impatience with merely
artistic considerations, his conviction that social and political
ideas are infinitely more important than the patient rendition
of life or the glowing creations of imagined forms, in his
bounding optimism and grandiose schemes for world reform,
he belongs to the nineteenth century rather than to the
twentieth.

But in some respects he is the child of his age. Both his
heritage and his education fitted him for a fresh and vigorous
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approach to the bewildering social and intellectual changes
of the contemporary world. To his heritage and early ex-
perience may be attributed his freedom from the inhibitions
of gentility, and his hostile attitude toward traditional gentle-
manly education and mentality. To his educational experi-
ence, as student and teacher, he owes his faith in science, his
conception of society as dynamic, and his preoccupation with
schemes for minimizing or eliminating the evils, psychological,
economic, and political, of the social order. A tremendously
observant and alert mentality, he is sufficiently intuitive and
extraverted to have been tempted to embark on a variety of
intellectual liaisons—with socialism, internationalism, psy-
choanalysis—each of which is faithfully, not to say monoto-
nously reflected in his extensive series of fictions. The defects
of such a temperament are almost inevitably superficiality,
extravagance, and infidelity to any very consistent or inte-
grated intellectual development.

Eager, enthusiastic, coarse-fibered, forward-looking, he has
not been long content with any one of the variety of the forms
of fiction available to his use. There are, for instance, the
pleasantly realistic, almost Dickensian, studies of lower
middle-class life in Kipps and Mr. Polly, studies in which
the author’s ideas of social errors and reforms are cautiously
subordinated. There are, too, his series of Utopian fantasies,
weighted variously with social doctrine, and ranging from
the terrifying imaginativeness of T/e war between the worlds
to adroit prophecy in The war in the air, criticisms of con-
temporary society like The wonderful visit, and a boldly im-
agined depiction of future civilization in Men like gods.
But the particular novel form with which one most naturally
associates Wells is the omnibus biographical or, more fre-
quently, autobiographical form, which permits him to intro-
duce larger and larger and less and less completely assimilated
expository passages. In Ann Veronica, his first important
assault on Victorian domestic ideals, thesis and plot are
carefully amalgamated, but increasingly, in his business novel,
Tono-Bungay, and his political novel, The new Machiavells,
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the expository material occupies a larger and larger place,
until in The world of William Clissold, it would be easy to
detach from the experiences of the hero a series of essays
on all the major subjects of Wells’s interest.

This particular form Wells has made more or less his own,
and in it his personal powers are most apparent. Here we
get repeated evidences of his sharp observation of the habits
and practices of the human animal in an increasingly mecha-
nized world; here we get incessant exploitation of the author’s
social and political observations, and it is in these novels,
perhaps, that the sharpest and the most diverting representa-
tions are to befound of Wells’s amused or exasperated findings
as to the shortcomings of society. Perhaps more spaciously
and lavishly than in the novels of any other contemporary
shall we find in Wells’s major fictions spirited descriptions
and comments on the economic and social phenomena, of our
age, its activities in business, love, politics, and international
affairs. ‘

But it is impossible, now that the lush idealism of the pre-
war period has withered and died (except in hardy survivors
like our author) to take Wells seriously as an artist finding
expression in the novel form. Despite his journalistic skill in
making any subject that catches his interest temporarily
attractive, despite his powers in the direction of eccentric
and sprightly caricature that make his minor characters
much more vital than his major, there is little in Wells to
satisfy or interest a reader intent on distinguished form or
expression. Instead, we get a monotonous harping on his
favorite ideas, a succession of heroes that suggest in Wells
an almost Byronic self-adulation, and tediously repetitious
heroines—the dull, unattractive, unintellectual wife of the
hero and the glamorous, stimulating emancipated siren for
whom the hero, all too frequently, casts away the world of
science or business or politics, in favor of the amatory ob-
scurity of a semi-reputable Continental pension. Wells is a
sufficient warning of the dangers of selling one’s artistic
birthright for a mess of propaganda.
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JOHN GALSWORTHY

Though Galsworthy, like Wells, was best known as a prac-
titioner of the social novel, he was a sharp antithesis to the
latter in the gentlemanly nature of his heritage and the
conventionality of his experience. Temperamentally and
intellectually, too, he offers a marked contrast to his effusive
and ecstatic contemporary. As concerned as Wells with the
deficiencies of the Victorian way of life and thought, he was
a world away from the latter in his conception of the means
of encompassing these deficiencies. So persistent was his
faith in human goodness and kindliness that it seemed to
him enough to bring the victims of the old order to the at-
tention of the sympathetic reader in order to insure his
assuming right attitudes, right feelings toward those wronged,
and a willingness and eagerness to end the wrong. Galsworthy,
then, was a man of feeling; his works were consciously de-
signed to build up “spires of meaning”’ to cast light for leading
across the darkened plains of life.

Remote from Wells, too, was Galsworthy’s fastidious art-
istry. His chosen form was the well-made novel: an adumbra-
tion of his problem, the presentation of a particular crisis
rising out of it, and the various views that may be taken of
it and its possible solutions. His most characteristic novels
were built upon the structure of the well-made play, with a
careful exposition, development, crisis, and resolution. The
effect was, at its best, structurally lucid and unified. At its
weakest, since the nature of Galsworthy’s art was allegorical,
the basic moral structure protruded bonily through the too
sparse flesh of the novelistic body.

The fastidiousness apparent in Galsworthy’s treatment of
structure was also noticeable in his treatment of character
and style. His major characters, such as Irene and Soames
Forsyte in The Forsyte saga, were presented, not directly
and completely in full-length portraits, but gradually and,
as it were, cinematographically. Sometimes they were not
shown at all from within; instead, they were described and
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interpreted from many other personal points of view, and,
at their best, when represented over a series of years, they
existed, not only three-dimensionally in space, but four-
dimensionally in time. The minor characters were usually
depicted full length at first encounter, with all the lavish
descriptive skill of a loving and critical observer, in terms
of physique, clothes, and verbal and mental mannerisms.
Though Galsworthy’s style had all the unobtrusiveness of
good clothes, upon analysis it showed itself to be a heightened
and evocative colloquialism, lucid and sensitive, especially in
its notations of nature, women, and animals. In the handling
of dialogue, his extensive experience as a dramatist stood
him in very good stead.

Galsworthy’s fame rests upon his powers as a describer
and interpreter of the late Victorian period, especially on
its upper middle-class level. When, as in 4 modern comedy,
he was concerned with the postwar period, he seemed to fail
in penetration and insight, as though he were cut off from
an understanding of the later generation by the blind spots
of old age. But his picture of the latter part of the Vic-
torian age has a solidity and a plausibility that we shall
find nowhere else, perhaps, except in certain novels of
Arnold Bennett. In his most frequently chosen time and
milieu, his range of understanding and sympathy were al-
most unlimited. His greatest characterization, Soames For-
syte, is a notable example of an author’s power of humaniz-
ing a figure which he at first regarded with hostility and
abhorrence.

Galsworthy’s weaknesses were in part those of the man of
feeling, and in part those of the gentlemanly bourgeois in-
completely emancipated from the inhibitions of his class.
The weaknesses that arise from the latter cause are perhaps
more obvious, if less damaging, than those caused by his
proneness to sentimentality. The very fastidiousness and
gentility that made him a penetrating critic of the virtues
and the vices of the stolid bourgeoisie prevented any very
profound description or analysis of devastating or vagarious
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emotions, and finally so enhanced his view of conventionality
and conformity that his personal inhibitions tended to be-
come those of his particular social order. In other words,
Galsworthy ended by taking seriously the rather silly and
stupid taboos of the middle class he chastised. This pro-
foundly personal allegiance explains to some degree his rela-
tive failure when he attempted characterization of points of
view beyond the provincial limits of middle-class society.
His reliance on feeling rather than on constructive intelli-
gence as a guide to rightness in social attitude and conduct,
while it was perhaps the major element in his personal
attitude toward life, frequently trapped him into absurd-
ities and muddle-headedness. On wretched creatures be-
yond the limits of his experience, he tended, as in the case
of erring women and wandering artists, to lavish a quite
undeserved amount of compassion and sympathy. But,
despite the weaknesses increasingly apparent in his later
work, Galsworthy’s services as the John Singer Sargent
of Victorian literary portraiture should not be underesti-
mated.

ARNOLD BENNETT

It is not easy to evaluate the contribution to contemporary
British literature of the excessively prolific pen of Arnold
Bennett. But out of the seething mass of his inexhaustible
journalistic activity arise a few monuments of solid circum-
stantial realism that seem likely to prove memorable. The
man himself, self-made, aggressive, socially insecure, was a
portent of the end of genteel authorship. His hard-boiled
attitude toward a writing career, his continual preoccupation
with the material results of his incessant journalistic activity,
marked him as the apotheosis of the journalist rather than
as a serious literary artist. But the fact remains that the
artist in him was not completely submerged by the manu-
facturer of popular philosophies and the ballyhooing book
reviewer. On a few (an almost pitifully few) occasions, he
achieved distinguished expression in a novelistic mode never
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widely practiced in English. The mode chosen for his most
artistically substantial work was the French mode of objec-
tive realism, which involved the most painstaking observa-
tion and scrutiny of his subject, the careful building up of
personalities and milieux by an imposition of verbal brick
on brick, and the suppression of author’s comment or inter-
vention in order to produce an effect of scrupulous imper-
sonality and objectivity. For such a theory of the art of
fiction, Bennett was admirably prepared by his insatiable
appetite for physical details, his intimate knowledge of the
life and environment of the industrial towns of the Mid-
lands, and the essential mediocrity of the values he found
in existence.

The virtues of Bennett (and they are solid virtues) are
visible in his masterpiece, T4e old wives’ tale and the Clay-
hanger trilogy. As The Forsyte saga promises to remain the
definitive literary panorama of the upper middle class at the
end of the nineteenth century, so The old wives’ tale seems
destined to be the most substantial panorama of the life and
thought of the lower middle class of industrial England in
the same period. And though the Clayhanger trilogy dimin-
ishes steadily in power as it moves toward its feeble termina-
tion, the first section of the triptych is as rugged and vigor-
ous as any writing that Bennett ever did. In later examples
of his serious work, the weaknesses inherent in the man and
the theory became more conspicuous. In Riceyman steps,
despite its fidelity to sordid facts, despite the singular vitality
of the unsentimentalized servant girl, Elsie, the excessive
insistence on miserliness and physiological deterioration be-
come almost a parody of Balzacianism. And in Imperial
palace, which Bennett hoped would prove another Old
wives’ tale, the artistic and personal decadence of the man
sold to materialism is complete. The notation of specific
physical details is overwhelming, but the characterization
is thin and bloodless, and the values implied are those of
a costermonger with his nose applied to a jeweler’s shop
window.
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GEORGE MOORE

The literary career of George Moore was so prolonged and
underwent so many spectacular transformations that there
is some doubt as to whether he can be claimed, with any
great assurance, as an Edwardian. He betrays nothing or
almost nothing of Wells’s messianic preoccupations, and he
is equally disdainful of the social and of the philosophical
novel. The clue to his long and exceedingly varied literary
activity is to be found in his life-guiding conviction that art
is the highest of values; that activity is thus seen to be a
constant and courageous quest for the particular artistic
mode in which his spirit could express itself most effectively.
It is natural, then, that we should find Moore submitting
himself to a series of literary influences; it is a subject for
congratulation that he finally emerged into an unmistakably
personal and perfect mode. Thus it is not surprising that the
same pen produced fictions so diverse as Esther Waters and
Héloise and Abélard. 1f Moore was one of the great literary
egotists of his time, he was also, paradoxically, one of the
most self-effacing of personalities. In his earliest work, he is
the devout admirer of French modes of fiction. Esther Waters
is likely to remain a historical landmark in the history of
modern English naturalism, and, if Evelyn Innes and its
sequel Sister Teresa betray the influence, not merely of
French naturalism but of French decadence, in the over-
elaboration of the paraphernalia of luxury and sensuality,
and in the somewhat frigid analyses of the psychology of
religious experience, they are but additional evidences of
Moore’s sensitivity to the eddies and currents in the literary-
critical stream, and of his eagerness to try every method until
he attained the one that was most expressive of his peculiar
powers. With the upsurge of Moore’s interest in the Irish
literary renaissance, so beautifully if maliciously described
in Hail and farewell, comes a fairly sharp break between
the French and the Irish influences upon Moore. Moore’s
interest in the renaissance, however disappointing to his
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overweening egotism, meant for him an Antzus-like renewal
of contact with the life-giving sources of his native cultural
inheritance, and, although no novel of importance, except
perhaps Tke lake, belongs to this period, one is aware of a
greater freshness in Moore’s prose, higher sensitiveness in
his representation of nature, and a less self-conscious out-
raging of bourgeois sensibilities. But it is only in the final
(the “Mooreish ) period of his work that his talent flowered
into unique beauty. By this time, he had evolved a style,
limpid, fluent, urbane, and gracious, a kind of sublimated
colloquialism, which he applied like a shining enamel to one
after another historical subject. And, if one feels that works
like The brook Kerith and Héloise and Abélard lack compelling
and abundant vitality, these works and others of the final
period have a kind of other-worldly beauty. The writing of
this period is enormously artificial, despite its apparent sim-
plicity. It is so rarefied an artistry that it never did and
never will have a broad or coarse appeal; it has the height
of craftsmanship and the intricate beauties of the stained
glass of the Middle Ages and the tapestries of the Renaissance.
In the history of the English novel, Moore will never achieve
first rank, but it will be hard to deny one or two of his later
works permanent niches among novels of the second rank.

JOSEPH CONRAD

By his heritage, his attitude toward life, and the indi-
viduality of his art, Joseph Conrad was an alien among his
contemporaries. Though he yearned strangely to be regarded
as an Englishman and as an English novelist, he remained in
personality and attitude, no less than in speech, a Polish
aristocrat who by a miracle became a great English novelist.
He remained Polish in his lifelong hatred of Russia and of
Slavic mysticism, in the courageous pessimism that is the
foundation of his view of life, and in his aristocratic insistence
on a high degree of personal integrity.

Perhaps as a result of his twenty years’ experience at sea,
Conrad saw man playing out his part in a universe where
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forces either hostile or indifferent threaten his very existence.
And man’s fate is not merely at the mercy of natural and im-
personal forces; it is threatened as well by evil in the heart
of man and weakness and uncertainty in his own. To Conrad,
the struggle is desperate and frequently tragic, but the essen-
tial tragedy is alleviated by the romantic glamour with
which lesser talents than Conrad have invested the sea, and
by his intense admiration for men who succeed in preserving
ethical and philosophical integrity in the face of temptation
and the hostility or the indifference of nature. No little of
Conrad’s distinction and power derives from the rare nobility
of his evaluation of life.

But his artistry is equally engrossing. There is no question
that Conrad found writing painfully exacting and its problems
tremendously absorbing. To Conrad’s announced intention
“by the power of the written word, to make you hear, to
make you feel . . . to make you see,” may be ascribed some
of the peculiarities of his sometimes trying, sometimes tri-
umphant technique. Perhaps, too, the experience of picking
up odd stories at sea and in strange ports from fragmentary
and incoherent narrators may have influenced the beginnings
of his characteristic narrative methods. The major char-
acteristics of this method are his use of a narrator and his
treatment of the chronology of events. The use of a narrator
or a complex combination of narrators made it possible for
him, not merely to introduce author’s comment and in-
terpretation plausibly, but also to lend an air of intense
plausibility to the characters and events as they appear to us
as seen and meditated upon by one or another astute or
simple observer. The intervention of a narrator or a series
of narrators between the reader and the event, instead of
dropping a veil, interposes a wonderfully revealing reading
glass between the reader’s eye and the events themselves.
Conrad’s sometimes confusing and sometimes startlingly cli-
mactic manipulation of the sequence of time depends in part
on his use of a narrator who gives us events as he learned of
them, and in part on his adroit creation of suspense through
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the delayed presentation of necessary explanations or integral
facts and circumstances. But once one grasps the funda-
mental intention of Conrad—to present the experiences and
characters as they came to be known and understood by one
or another actual participant in the events—the peculiarities
of his novel technique become intelligible and meaningful.

Conrad’s style is not less distinctive than his point of view
and his narrative method. It is not, at least in its earlier
stages of development, without flaws. It is frequently dis-
tinctly foreign, usually French, in its use of words, its gram-
mar, and its idiom. Sometimes (as in Almayer’s folly) it is
lushly rhythmic, heavily rhetorical in movement. But the
evidences of foreign origin tend to disappear, and at its best
Conrad’s sensory range is wide and precise, his similes and
metaphors are fresh and suggestive, and the movement
of his prose has a measured and dignified solemnity. The
achievement of such an English style by a person of for-
eign birth is one of the major miracles in the novel of our
period.

THE MINOR EDWARDIANS

It is paradoxical that Samuel Butler (1835-1902), the arch-
enemy of most of the Victorian dogmas of scientific, theo-
logical, and aesthetic respectability, should have become an
Edwardian novelist by virtue of the publication in 1903 of
his only important novel, The way of all flesh. To this novel,
the writers of the next two decades turned for intellectual
and technical stimulus. Intellectually, Butler’s influence in
this novel, as in his critical works, was strenuously anti-
Victorian. Here, however, he was concerned, not with the
deficiencies of Darwinism, or with the horrors of a machine
civilization, as he had been in Erewhon (1872) and Erewhon
revisited (19o1), but with Victorian domestic, sexual, and
theological obscurantism. No more biting and sardonic pic-
ture of Victorian practices had been put on paper, and there
is little reason to wonder at the sensation this book caused
among young reformers.
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Technically, also, the book was absorbingly interesting.
It was an almost frankly autobiographical narrative in which
the interest lay, not so much in the hero’s physical, as in
his intellectual experiences. Moreover, its looseness of struc-
ture and its minimization of plot allowed the author to
discourse at will upon the subjects of his enthusiasm or hearty
disapprobation.

Butler’s novel was, and is, a landmark in the revolt against
Victorianism. If it seems less skillful technically and less
experimental than it once did, it is still noteworthy for the
cold malice of its exposure of Victorian hypocrisies, its ob-
streperous individualism, the ripeness of its highly civilized
wisdom, and the gnomic utterance of its author on whatever
subject engaged his interest.

Although wide recognition did not come to E. M. Forster
until the publication of 4 passage to India in 1924, the main
lines of his activities in fiction were established before the
War. His is a quieter and less idiosyncratic individualism
than that of Samuel Butler. His art is that of implication
and not explication, and the casual reader is likely to over-
look the refinement of his psychological observation and
notation, the delicacy of his revulsion from coarse-grained
and florid existence. He is similarly individual in his choice
of themes and milieux, but his landscapes, whether of Cam-
bridge, or Italy, or India, are spiritual, rather than physical.
His independence in the treatment of the novel form, his
boldness of movement from quietude to violence, his almost
feminine excess of pity for the fate of the sensitive in a
robust world mark him as a distinguished but imperfectly
satisfying novelist of a rather uncreative variety.

There was inevitably a persistence in the first decade of the
twentieth century of trends marked or emergent in the pre-
ceding decades. In the historical romances of “Q” something
of the pseudo-robust romanticism of R. L. Stevenson sur-
vived, and in Maurice Hewlett’s work in the same genre,
particularly in Thke life and death of Richard Vea-and-Nay
(1900) and The queen’s quair (1904) a more realistic view of
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the past is perceptible than in his somewhat saccharine treat-
ment of the Italian Renaissance. Hewlett’s aesthetic eclecti-
cism is further illustrated by the sprightly but diluted
Meredithianism of his Senhouse trilogy.

Opposed to this able-bodied latter-day romanticism are
the strains of decadence and fantasy that stemmed directly
from the art-for-art’s sake school of the nineties, and indi-
rectly from the European interest in Edgar Allan Poe and
the work of French decadents and symbolists. Of this some-
what sluggish and outmoded movement, Arthur Machen,
once the center of a considerable cult, is perhaps the most
skilled representative, although his self-conscious diabolism,
his insistence on ‘‘ecstasy and sin’’ as the indispensable
ingredients of literature, make him appear to the postwar
mind distressingly anachronistic and futile. More remotely
allied to Poe and French decadence, and more healthy in
material and outlook, are Algernon Blackwood’s adventures
with supernaturalism in fiction.

The mode of subdued and rather seamy realism, illustrated
for the Victorians by George Gissing, was sustained, with
uneven power, by Frank Swinnerton, whose studies of lower
middle-class life have veracity and sincerity, even if their
restriction to mere representation limits their importance and
attractiveness. The modified realism of the regionalism that
formed a minor strain in late nineteenth-century fiction and
swelled to a lofty tone in Hardy’s philosophical determinism
was exemplified by the early novels of Barrie and the Dart-
moor series by Eden Phillpotts, whose indefatigable labors
have made him an uncrowned literary king of Devon and
Cornwall.

More nearly in allegiance to the spirit of the prewar decade
are the social novels of such men as J. D. Beresford and
Gilbert Cannan. Their work was the product of a number
of influences: the sturdier realism of the later nineteenth
century, the energizing anti-Victorianism of Samuel Butler,
and the emergent preoccupation with psychoanalysis. Beres-
ford’s Jacob Stahl trilogy and Cannan’s Three preity men and
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The stucco house, its sequel, are characterized by sound ob-
jective and subjective realism. But the novel in the last
decade or more has moved so rapidly away from prewar
standards that the best work of these men begins to seem
dated.

On the whole, singularly few of the minor writers flourishing
just before the War have retained the interest or admiration
of current readers.

THE MAJOR GEORGIANS: ALDOUS HUXLEY

No more appalling evidence of the decline and fall of
Victorianism can be found than in the novels of Aldous
Huxley. From Thomas H. Huxley’s vigorous faith in science
as a means, not merely to power over nature but to knowl-
edge and grace, the wheel has come full circle to the bitter-
ness and disillusionment of his talented grandson. The task
Huxley has set himself is that of exhibiting the ethical and
philosophical consequences of the scientific revolt against
Victorian orthodoxy. With the impassivity and impartiality
of a scientist, Huxley studies the victims of the modern
order of ideas. The creatures of Huxley’s unhappy world
have cast all moorings of ethics aad religion; they are adrift
on the dreary sea of sensation and sensuality. Some of these
shipwrecked victims are content to drift on the currents and
eddies of eroticism. Others, more intellectual, can do no
more than recognize the horror of existence without standards,
or struggle to discover some clear-eyed and unself-deceived
meaning in an unwitting universe in which man is petty and
transitory and helpless. Ironically, the happiest among
them are those who deny the modern world and persist in
regarding the faiths of the Christian tradition as something
more than illusions.

Since Huxley is primarily concerned with projecting as
pointedly as possible the values or the absence of values
found by his contemporaries, it is inevitable that he should
regard the conventions of the novel form as impediments to
his purpose. But, banishing plot, he must find a substitutive
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form; this he finds in social mechanisms such as a house party
or a huge social gathering to which a variety of personalities
may easily find access. For the interest and excitement of
plot, he substitutes the interest and excitement of conflicting
points of view and the clashes of wayward and extravagant
impulses. Huxley’s preoccupation with ideas imposes heavy
penalties on his repute as a novelist. Since his approach to
human beings is primarily through their points of view, all
too frequently his characters are no more than mouthpieces
of an attitude. They usually have an overabundance of
ideas and an undersupply of body and emotion. And the
essential sterility of Huxley’s view of life communicates itself
to his achievement as a novelist. He brilliantly incarnates in
Point counter point, his finest achievement, the spirit of the
particular decade. His Brave new world, intent on exhibiting
the horrors of a civilization devoted to science and operating
by it, created by science and worshiping it, is a sort of Utopian
Inferno. But as the spirit of the generation softens, there
seems likely to be little of interest in Huxley except his
intense, but no longer absorbing, cerebration.

D. H. LAWRENCE

In D. H. Lawrence, not only is the revolt against Victorian
prudery carried to its logical extremity, but the major values
implicit in contemporary civilization are questioned and re-
pudiated. Wells and Galsworthy had not regarded the modern
world as incapable of redemption. Lawrence, a tortured
and exasperated prophet, was bent, not on reconstructing it,
but on destroying it, and building a new order. Contemporary
civilization became the object of Lawrence’s volcanic scorn,
not merely because of its mechanization, but because it
seemed to Lawrence to involve a fatal severance between
the basic elements in human nature, a kind of dessication of
the emotions and sterilization of the intellect which made
modern man a caricature of human nature.

Lawrence’s lifelong quest was for personal and, indirectly,
for social integrity. But the wholeness of the individual
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must be restored by recovering a harmony between man’s
intelligence and his deeply instinctive and unconscious urges.
It was Lawrence’s undying conviction of the necessity for
such harmonization that gives sexual experience so prominent
a place in his writing, for the deepest urges are emotional,
and it was exactly in the denigration of these urges that
nineteenth-century sexual culture, the heir of puritanic re-
pression, had done the greatest damage. Almost the whole of
Lawrence’s creative activity was devoted to finding the most
powerful and telling expression for his vital message. In the
course of his development, we can mark a more and more
courageous, a less and less inhibited medium of expression
until, in Lady Chatterley’s lover, he attained the unmistakably
explicit.

The difficulties in the interpretation and evaluation of
Lawrence are not negligible. One cause of these difficulties is
Lawrence’s attempt to discover a language for the uncon-
scious. Since he was bent on exhibiting the influence of the
unconscious elements in human nature on character and
conduct, he was forced, artistically, to devise or invent a
language for these hitherto only intermittently expressed
elements. The language was inevitably metaphorical, and to
words like dark, electric, male, the reader must learn to attach
the author’s personal connotations. In the second place, a
serious difficulty arises from Lawrence’s highly personal mys-
ticism, a mysticism which is not so much of the soul as of
the body. In his overevaluation of man’s unconscious drives,
Lawrence’s thought and feelings betrayed all the symptoms
of irrational mysticism or of prehistoric romanticism.

The artistic values of Lawrence’s achievement are less
problematical than his doctrine. Soms and lovers, though
more conventional than most of his later writing, revealed
his harsh and unflinching realism, the quivering vitality of
his rendition of nature, his extraordinary insight into the
complex emotional relationship of human beings. But it is
in works like The rainbow and Women in love, obscure and
irritating as these frequently are, that one finds evidence of
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an intense pulsing creation of the vagaries and fluctuations
of the life-force, evidence, too, of a tortured and violent but
uniquely illuminating representation of complex modern per-
sonalities. From no other novelist of the period arises so
powerful an impression of creative originality and compelling,
if terrifying, forces.

JAMES JOYCE

Lawrence’s experimentation with the unconscious pales
in intensity beside the attempt of James Joyce to explore
modern mentality in his masterpiece, Ulysses. His Portrait
of the artist as a young man had demonstrated an almost dis-
maying power to exploit the religious and sexual conscious-
ness of adolescence, but it was an altogether inadequate
preparation for the appearance of Ulysses, the mastodon of
contemporary fiction. The creative intention of this enor-
mously difficult work is not a single one. Here Joyce would
seem to be intent on laying bare layer after layer of the
minds of men, who are not merely modern Dubliners but are
the heirs of centuries of culture and pseudo-culture. What
matters here is everything rather than plot; in consequence,
the events of a single day and night in the lives of super-
ficially commonplace contemporaries form but the basis for
psychological exploration of the most exhausting and brilliant
sort. And Joyce seems not less intent with experimenting
with the widest varieties of style, from playful and witty
imitations of Old and Middle English, the jargon of news-
paper headlines and stories, the sardonically satirized style
of sentimental fewilletons, to the dramatic personification of
ideas and cultural débris, and horrifyingly honest “interior
monologues.” The total effect is one of unparalleled stylistic
brilliance, of the most complex cultural intellectuality. But
Ulysses, whatever its values, remains unique, and, though
it has had imitators, it belongs with such highly individualized
works as Tristram Shandy and Gargantua and Pantagruel
rather than in the current of modern prose fiction. Of the
later Work in progress, it is premature to do more than sug-
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gest that here Joyce’s passion for experimentation with style
reaches the length of incommunicative solipsism.

VIRGINIA WOOLF

Mrs. Woolf’s earlier novels, sound and acute as they were,
gave little evidence of the process of continual experimenta-
tion upon which she embarked under the influence of such
innovators as Dorothy Richardson and James Joyce. She
shares with them an undying hostility to plot, and a lively
perception of the essentially subjective nature of reality that
imposes on her a very frequent, and sometimes exclusive, use
of the stream of consciousness. But she is even more con-
cerned than they with discovering a satisfying form for the
novel to take the place of the symmetry of a geometrical
plot. Thus, she has sought one after another means of evolv-
ing form and structure out of {ugitive and elusive impressions
and emotions. In Jacod’s room, impressionism is rampant.
Here she attempts to build up by pointillist means objective
and subjective impressions of Jacob, but the impressions fail
to synthesize, and the experiment cannot be called entirely
satisfactory. But in Mrs. Dalloway and, more notably, in
To the lighthouse, she makes the personality of her heroine
the center of interest and structure, and arranges around this
central figure a varied group touched intimately or remotely
by the influence of the central figure. The latter novel is
perhaps the more successful since the center of the maze of
relationships is a more impressive and influential personality,
both in life and in death. In Orlando, with a not altogether
advisable boldness, she has fictionized the history of the
English spirit in and out of literature through the personality
of a hero-heroine, whose life is miraculously renewed from
generation to generation. In The waves, she has developed
stylization and the interior monologue to the point where
they carry, not quite easily, the entire burden of the histories
of half a dozen personalities.

Mrs. Woolf’s fiction is too negligent of the requirements of
the common reader to win a wide following, but her powers
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in certain directions are unequaled by her contemporaries.
Her middle-aged women are invested with an unexpected
charm; her style is of the most constantly delightful freshness
and brilliance, her manipulation of the sentence is bold, her
use of metaphor and simile, rich and suggestive, and her
creation of a reality that is a fusion of the sensory, the idea-
tional, and the emotional has unequaled immediacy. What
is perhaps most elusive but most moving in her singularly
gracious and lovely world is a kind of tender pathos evoked
by the perception of the transitoriness, not merely of momen-
tary impressions and affections but of the eminently treas-
urable personality itself. In Mrs. Woolf, as in Marcel Proust,
Time is at once the enemy and the ally of life and of love.

THE MINOR GEORGIANS: CURRENTS AND COUNTERCURRENTS

Despite the lively experimentalism apparent in the work
of the major Georgians, there has been no lack of work,
excellent in quality, in modes that are distinctly traditional..
Certain writers have stood forth manfully as carriers-on of
one or another mode of fiction celebrated in the Victorian
period. Perhaps the most truly Victorian in method and tone
are the novels of Hugh Walpole and J. B. Priestley. Their
Victorianism is inevitably eclectic, but, despite Walpole’s
excursions into exoticism in The dark forest and The secret city
and into the novel of terror in Portrait of a man with red hair
his critical study of Anthony Trollope hints significantly at
his favorite material and method, the quiet, painstaking
representation of English life in upper-class and ecclesiastical
circles, a sound but emphatically not innovational procedure.
In Priestley, eclecticism is even more conspicuous. His
widely popular The good companions sought to bring back
to fiction something of the exuberance of spirit and the good
humor that are exemplified for older readers by Charles
Dickens; and Angel pavement, though in a more subdued
vein, shows the influence of Dickens in his grimmer moods,
with touches of the melancholy Gissing.

Nineteenth-century regionalism has likewise had its ad-
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herents, but it is treated with an amplitude of spirit that
escapes the limitations of local-color fiction. Perhaps the
most energetic of the regionalists is Sheila Kaye-Smith, whose
intimate and loving use of Sussex landscape and mores is
supplemented and strengthened by her vigorous feminism
and her concern with the phenomena of religious experience.
The regional characteristics of Wales have naturally attracted
the attention and interest of several writers of Welsh an-
cestry or allegiance. Nearest to conventional regionalism
are the novels of Mary Webb, whose deep and sensitive at-
tachment to natural beauty and whose closeness to the soil
received their due critical attention only after her death in
1927. In Caradoc Evans and Rhys Davies we find examples
of a violent naturalism which the primitiveness and the
sexual-religious intensity of rural Welsh life render appropri-
ate. In the latter, likewise, there is evidence of the influence
of Lawrence’s philosophical eroticism.

The vein of historical romanticism is running very thin in
the contemporary novel. The historical novels of Marmaduke
Pickthall seem to be survivals of the solemn-mannered and
overelaborate romanticism of the later nineteenth century.
By younger writers, the historical novel has undergone con-
siderable modernization. With higher standards of exactitude
in history there has been an accompanying demand for ac-
curacy in historical fiction, a demand shrewdly satisfied by
the studious but energetic work of Carola Oman. In this
genre, the intention of Naomi Mitchison is obviously to
humanize history as thoroughly as possible, but her treat-
ment of material from the ancient world is self-consciously
colloquial and excessively sprightly.

The main stream of contemporary fiction has been realistic
in nature, since the impetus of the scientific influence upon
fiction has stimulated the accurate and impartial observation
of the contemporary world and has limited most novelists
to the presentation rather than the interpretation of the life
they know best.

The varieties of realism can be illustrated more fully by
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the minor women novelists of the period than by the men, but
interesting or distinguished work has come from a number of
the latter. Perhaps the most talented of these is Somerset
Maugham, whose Of human bondage is a kind of Georgian
classic. This novel, no less than his earlier Lisa of Lambeth,
shows in its unflinching presentation of the grim and sordid
some leaning toward naturalism, but it has a forthright
humanity, a vitality of characterization, an honesty in an-
alysis that belong to realism at its sturdy best. Elsewhere
his urbanity and imperturbability, not to say callousness,
raise him far above the levels of mere representation.

Less creative and various than Maugham, Stephen Hudson,
deeply concerned with problems of point of view and tone
in fiction, has produced in A4 frue story and its preparatory
volumes experiments in realistic craftsmanship the results of
which do not quite justify the conscientious means. An alli-
ance of liberalism with realism is observable in the novels
of the veteran journalists, C. E. Montague and H. M.
Tomlinson. The former is more at home in the novel form
than the latter, but both display intellectually the stigmata
of the noble but inefficiently abstract liberalism of the prewar
decade. Despite their toying with pacifism and internation-
alism, they remain sturdy British hearts that can be depended
on to take the middle of the political road when a national
crisis occurs. Tomlinson’s discursiveness in his use of the
novel betrays the constitutional essayist as well as the jour-
nalistic capacity to give to a modestly enlightened public
moderately elevating doctrine. Louis Golding has shown a
tendency to experiment with fantasy, but his forte is rather
the treatment of Anglo-Jewish life in sympathetic and not
too exciting terms. The realism of Gerald Bullett is linked
up with Wells’s early studies in lower middle-class life, but
it owes something, at least indirectly, to Dickens’ homely
humors and tendernesses.

The names of the realistic women novelists of the period
are legion, and it will be impossible to do more than hint at
the particular qualities of a few of them. At their head,
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unquestionably, stands Henry Handel Richardson whose sub-
ject and tone, no less than her pseudonym, convey impressions
of strong masculinity. Her masterpiece is the trilogy, The
Jfortunes of Richard Mahony, and, if the unheroic subject of
the series seems too futile and self-pitying a figure to be
veritably tragic, at least one is impelled to admiration by
the power with which the author recreates life in pioneer
Australia, by her aloof impassivity and her firm grasp on
both the major and minor figures of this epic of pitiable
incompetence.

It is natural that women novelists should specialize in the
study of the varieties of feminine psychology, and we are
not, therefore, surprised to discover them tending to limit
themselves to one or another phase of that eternal subject.
Naomi Royde-Smith and Beatrice Kean Seymour specialize
in modestly uneventful studies of domestic relations, content .
with fidelity to fact rather than with exciting events and
personalities. Their interest in family life is shared by G. B.
Stern, whose more highly colored and spectacular fiction is
at its best in her accounts of Jewish family life, in and out of
England, in the manner of The Forsyte saga, the influence
of which on her work she frankly admits. Somewhat less
domestic in their treatment of women are Clemence Dane,
Storm Jameson, and E. M. Delafield. Miss Jameson’s ener-
getic and capable heroines are reminiscent of Sheila Kaye-
Smith’s Joanna Godden, but her material is freshly and indi-
vidually observed, and her accounts of women as organizers
of industrial enterprise are authoritative. The less amiable
aspects of feminine psychology Miss Dane has treated in
Regiment of women and Legend. More recently, in Broome
stages she has indulged in the genealogical novel made pop-
ular by Galsworthy and illustrated as well in the vigorous
work of Phyllis Bentley. E. M. Delafield, on a more popular
level, has etched in malice and satire her portraits of women,
domesticated and undomesticated. The jeune fille of our
time furnishes the most happy subject of such novelists as
Margaret Kennedy and Rosamond Lehmann. Miss Kennedy’s
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work has more vigor and body than Miss Lehmann’s, but it
is far less delicate in its rendition of the tender sensibilities
of young womanhood and its tentative ventures into the
world of adult emotion and experience. With them, perhaps,
may be associated the work of Elizabeth Bowen. Though
her range is much wider, the brush stroke is extremely fine,
and the sense of form and structure is most refreshing.
V. Sackville-West is distinctive for the richness of her aristo-
cratic experience, and the tendency to limit her material to
the current spiritual and social adventures of the nobility.
From this heritage, her writing derives a graciousness and
urbanity that recompense one, to a degree, for the essential
superficiality of her observation and insight.

Allied to the realists, but distinguishable from them by
their boldness in the choice of subjects and the harshness of
their representation are a small group of novelists in whom
naturalism is perhaps the dominant quality. We have already
mentioned in another connection the naturalistic element
in the unlovely sexual-religious primitiveness of the Welsh
novels of Caradoc Evans and Rhys Davies. A similar spirit
sustained by greater talent is apparent in the fiction of the
three Powys brothers. Happiest in his use of fiction for the
expression of his view of life is T. F. Powys, whose naturalism
is evident in his depiction of rural cruelty and sensuality and
in his conception of the divine nature of sensuality and pas-
sion. Offsetting this defiant sensuality is the theme which
he shares with the fantasists, that of the misadventures of
goodness, simplicity, and tender-heartedness in a brutal world.
With the fantasists, too, he reveals in Mr. Weston’s good wine
and Unclay the need for utilizing symbolism and allegory for
the complete expression of his reading of life. Much the same
spirit is apparent in Llewelyn Powys’ Apples be ripe, though
here the defense of sensory experience as the end of existence
is more explicit. In the more ambitious but actually inferior
novels of John Cowper Powys, a more complex strain is
heard. Added to the naturalism and nature worship of his
brothers are pretentious philosophizings and obscurantist
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strains of diabolism that link him with the now outmoded
trend of decadence.

In Liam O’Flaherty appears a variety of naturalism rare
among writers of English. His is an intensely subjective
naturalism that comes as close perhaps to Dostoevski’s as
any English writing of our time. His specialty is the elaborate
and intensely subjective presentation of abnormal emotional
states, usually incidental to a single great crisis in his hero’s
life. His studies of the emotional extremities of destructive
political fanaticism are unrivaled in intensity and cumulative
tension and horror. Perhaps the purest of the naturalists is
James Hanley, whose studies of the oppressed and tormented
are marked by frankness in the choice of subject matter and
language and freedom from philosophical and moralistic
interpretation.

A countercurrent to contemporary naturalism makes itself
felt in the thin but persistent vein of fantasy in minor
contemporary fiction. This vein stems out of the somewhat
repressed romantic vein of later nineteenth-century fiction,
and may be regarded as a protest, not merely against the
predominance of realism as a mode of fiction but against an
unremittingly rational and objective view of experience. It
is natural that this vein should show itself in the prose writ-
ings of certain poets of the period. Walter de la Mare, for
example, is as prone to fantasy in fiction as in his subtly
tremor-exciting verses. In Memoirs of a midget, his single
important novel, he has not departed from what is commonly
regarded as fact, but he has attained something of the re-
moteness of a fantastic world by viewing the real world
through the very sharp eyes of a highly intelligent midget.
Here, directly no less than symbolically, appears the theme,
almost monotonously popular among the fantasists, of sensitiv-
ity outraged by brutality. In another poet, James Stephens,
fantasy, in The crock of gold and Deirdre, is individualized by
infusions of humor and the rich mythological inheritance of
the Celt. In the rather artificial chinoiseries of Ronald
Fraser, and the departures from actualism in which Martin
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Armstrong occasionally indulges, the spirit of fantasy likewise
emerges.

Certain writers are unerring devotees of the fantastic in
fiction. In Sylvia Townsend Warner’s Lolly Willowes there
is a subtly invisible transition from the world of fact to the
world of fancy, and in the exoticism of Mr. Fortune’s maggot
and the primitivism of T'he true heart, she has wandered in
the byways of a delicately experimental romanticism. David
Garnett’s imagination is less restrained and correspondingly
less persuasive. The boldest of his imaginings, Lady into fox,
is a tour de force amazingly well sustained, but 4 man in the
200 is neither so inventive nor so convincing. The sailor’s
return blends exoticism, primitivism, and persistent irony.
The grasshoppers come and Pocahontas, not so bizarre as his
earlier writings, still show his spirit tugging to escape the
confines of actualism. Other contributions to the vein of
fantasy have come from the pens of Edith Olivier and
John Collier.

If the Victorian period was hostile to the cultivation of
satire, disillusionment with Victorianism and, more partic-
ularly, with the results of the War has stimulated the cul-
tivation of the satiric spirit. Least venturous perhaps in her
quest for objects of witty scorn is Rose Macaulay, who sees
all humanity as stupid or silly but the Victorians as acmes
of silliness. With Miss Macaulay in his antipathy to the
stupidities of mediocrity belongs in spirit the decadent ba-
roque art of Osbert Sitwell. A lively moral scorn for ethical
relativity underlies the contributions of Evelyn Waugh, who
portrays the postwar world with some of the disgust and
much of the technique of his master, Aldous Huxley. More
violent in their wielding of the whip of scorn are Richard
Aldington and Wyndham Lewis. The bétes noir of the former
are the War and the British bourgeoisie, but his tone is so
strident and his animosity so uncontrolled as to qualify his
serious success. Wyndham Lewis is an enfant terrible of
fiction whose forte is the hypocrisies and the degeneracies of
contemporary Bohemian and social circles. But his colossal
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egotism, his verbosity, and his magnification of persons and
evils that are actually microscopic tend to defeat his satiric
good intentions.

Among the minor, no less than among the major Georgians,
experiments in the technique of fiction have found adherents.
Norman Douglas’ South wind furnished a model for Aldous
Huxley and Evelyn Waugh, not only in its array of eccentric
and expressive characters and its minimization of plot, but
in its intellectual and ideational richness, its cool amorality
and its ethical nihilism. Ford Madox Ford, alert in his
collaboration with Conrad and his personal and aesthetic
allegiance to Henry James to the importance of technique in
the novel, has created effects of chaotic immediacy through
the subjective impressionism of his war trilogy. One of the
most quietly influential of the experimentalists is Dorothy
M. Richardson, who in the long series of novels entitled
Pilgrimage has been more faithful to the technique of the
stream of consciousness than any other novelist of the time.
In this as yet uncompleted series, Miss Richardson follows
the not too exciting life line of her heroine by means of the
wavering impressions, {eelings, emotions, and ideas that con-
stitute the woman’s consciousness. The point of view is
perfectly maintained, and the impression of the richness of
even uneventful physical experience is overpowering. But
Miss Richardson’s rather unfortunate choice of a very dull
heroine turns the riches of her impressionism to embarrass-
ment. To the example of Miss Richardson, no writer has been
more indebted than May Sinclair, to whom eclecticism has be-
come second nature. Her duty done, in T'he sacred fire, to sober
post-Victorian realism, Miss Sinclair has embraced the uneasy
faith of psychoanalysis and of devotion to Miss Richardson’s
impressionistic technique. Miss Sinclair’s adventures with
psychoanalysis have the audacity and the excess of a belated
conversion, but at least once, in Mary Olivier, she has shown
Miss Richardson how the impressionistic method may be
applied to a controlled and well-constructed history of the
evolution of a personality.



III. THE SHORT STORY

The contemporary English short story does not show
anything like the fecundity and the ingenuity of the Amer-
ican short story of the same period. Neither does it exhibit
the mechanization distressingly apparent in the American
commercial product. In consequence it is not possible to
observe in serious English writing in this genre the struggle
against mechanization evident in the work of the serious
American short-story writers of our time. The contemporary
British short story has escaped, or almost entirely escaped,
the threat of mechanization, primarily because the English
magazine market for short stories is vastly more restricted
than the American magazine market, and, therefore, there is
not so great a demand for incessant and voluminous produc-
tion. Such magazines as exist are not so riddled by the taboos
on material and style that devitalize any but the most frankly
experimental American magazines. Moreover, the English
short story has escaped the disastrous influence of O. Henry,
who, more than any other single writer, is responsible for the
rigid and mechanical nature of most American commercial
writing in this form. Even Kipling, whose early work had
something of the pointedness and smartness of O. Henry,
was prevented from being a restrictive influence by his own
development toward subtlety and indirection. In conse-
quence, English short-story writing has preserved throughout
the period we are considering an individuality absent from
much American short prose fiction; there is nothing like
common agreement as to length, subject matter, treatment,
or tone. Moreover, the limited market for short stories in
England has unquestionably had not a little to do with the
fact that very few contemporary British writers have re-
stricted their writing to the short-story form. Most of the
writers whose work deserves consideration are novelists pri-
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marily, and short-story writers only incidentally. Thus it is
perhaps, that, while the quality of short-story writing is
admirably high, the quantity of it, in contrast to the produc-
tion of novels, is relatively small and has a rather winning
effect of casualness.

At the head of the short-story writers of the older genera-
tion stands the sturdy figure of Rudyard Kipling. It is im-
possible for younger readers to realize the sensation caused
by the appearance of such classic volumes as Plain tales from
the hills and Many inventions. Here was fresh material from
Kipling’s Anglo-Indian experience, presented briskly, briefly,
pointedly. But the journalistic sprightliness of this youthful
work gave way to the rich sensory descriptive style and the
tender wisdom of The jungle books and to the subtlety and
the atmospheric suggestiveness of Traffics and discoveries
and Puck of Pook’s Hill. Parochially British in his political
views, Kipling as a short-story writer has control over an
unlimited range of material and effect, and a style, now in-
ordinately vivid and precise, and again elusive and subtly
connotative.

The novels of Kipling, with the single exception of Kim,
are negligible, but other writers of his period served the novel
steadily and the short story and tale occasionally. In the
career of H. G. Wells, short-story writing was a limited
episode, but, brief as it was, his work has a terse pointedness
reminiscent of O. Henry, though his use of science and pseudo-
science as material betray his contemporary background and
educational experience and preoccupations. In the rather
considerable number of Galsworthy’s short stories, the qual-
ities which one associates with his novels reappear: the fine
sense of form, the tender humanitarianism, the unobtrusive
style. Trembling now and again on the verge of sentimental-
ity, he contrives to elude the doctrinaire and the allegorical
effects that sometimes make his novels and dramas rather
bloodless exercises in abstract morality. To some readers,
the tales of Conrad seem more approachable than his more
difficult novels, for the restrictions of the form prevented his
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use of the involved retrospective method, and, without it,
one is free to admire the tropical lushness of his style, his
firm grasp on character, and his incomparable sustaining of
suspense in such masterpieces as the ‘Heart of darkness”
and “The end of the tether.”

Like survivors from a vanished world seem the shadowy
figures of Arthur Machen, Leonard Merrick, and Saki.
Machen’s cultivation of the tale of macabre horror is definitely
ninetyish, and Merrick’s work, especially in its Continental
and theatrical phases, has something of the preciousness and
elegance of such a forgotten figure as Henry Harland. Like
the short stories of Merrick, the fictions of Saki have enjoyed
a belated revival, but, despite their wit and urbanity, despite
the ingenuity with which he creates fantastically improbable
comic situations, the intellectual implications suggest that
only a bygone state of Tory culture and leisure made possible
so free a play of aristocratic insolence.

As individual in his treatment of prose fiction as in his
way of life and his views of man is the unwarrantably neg-
lected Cunninghame Graham. His tales and sketches have
no air of conscious invention; they seem rather to be frag-
ments from the full and adventurous life of a humanitarian
hidalgo, contemptuous of most bourgeois virtues and of the
degeneracy of the modern from the full-blooded adventure-
someness of the Renaissance. But his work in this vein is of
interest and value, not merely as a medium for his uncon-
ventional views and experience. Despite occasional looseness
of form, it has a directness and sharpness of observation, a
passion for exotic detail, and a style that is rich, exact,
deeply rhythmic, and highly pictorial.

As Kipling is unquestionably the leader of the older gener-
ation of short-story writers, so Katherine Mansfield leads
the younger postwar writers in this genre. Applying to her
work the highest standards of self-criticism, she evolved an
individual style and form that have influenced younger writ-
ers deeply. Her method is frankly impressionistic; she is
concerned, not with plot in the conventional sense, but with
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the indication of the maximum amount of meaning attain-
able through the fastidious selection of the most revealing
details. Her stories are usually built up to the intensification
of a single emotion—pity, irony, or cruelty—and the details
are painstakingly selected to initiate and intensify this emo-
tion. Much of her beautiful effectiveness is due to the brilliant
precision of her observation, the marvelous freshness of her
phrasing, and the delicate implication of attitude and emo-
tion, especially in women and children. Her exquisitely
controlled impressionism has had a very considerable effect
in encouraging younger writers to escape from the restric-
tions of the conventional short story, and in freeing them to
rise at will to a climax in a pointed observation, twist of
emotion, or sudden shock of feeling.

Several of the major Georgian novelists have found the
short story a satisfactory medium of expressicn. Indeed,
some critics are of the opinion that the short stories of
Lawrence and Huxley and Joyce are more satisfactory and
enduring than their novels. There is no doubt that the short
story exercised a wholesome restraint on Lawrence, whose
sense of form in extended fiction was not especially acute
and who in the novel was inclined to indulge in the expository
presentation of his theories. His short stories, though more
objective than his novels, succeed in projecting his intense
Van Gogh-like feeling of the vibratory life of animate nature
and his uncanny insight into circuitous emotionality. A
somewhat similar effect the not too severely enforced restraint
of the short story has had on Aldous Huxley, whose novels
violate most of the canons of plot making. Here, as in
Lawrence’s shorter fictions, there is a submergence of the
personality and an elimination of ideational material, with-
out any loss of his temperamental coolness and irony. Joyce’s
adventure with the form in question, restricted to a single
volume, Dubliners, is a triumph of restrained realism, the
objectivity of which is a world away from the subjective
abysses of Ulysses.

Individual, too, are the contributions to the short story of



52 A CRITICAL SURVEY

Thomas Burke and Lord Dunsany. Variously, into the pre-
dominant realism of the short story, such writers have intro-
duced an element of romanticism. Burke’s romanticism has
a solider foundation in actuality; indeed, to some readers,
his sketches of life along the quays of East London would
pass for realism touched with sentiment. But both the pleas-
ant and the unpleasant aspects of that life are flavored with
an exoticism which, whether benign or sinister, belongs to the
world of imagination rather than to the world of fact. Lord
Dunsany’s romanticism, acrid and ironical as it sometimes is,
is essentially fantastic in nature. Despite some traces of Celti-
cism, his art is suz generis. His somewhat bare primitive world
is peopled with kings and slaves with unrecognizable names,
whose allegorical significance is considerably less interesting
than the flora and fauna of his neo-romantic universe.

Somewhat nearer the mode of Miss Mansfield’s impression-
ism, if not directly stimulated by it, is the work of such
writers as A. E. Coppard, T. F. Powys, Liam O’Flaherty,
and Henry Williamson. Of these Coppard is the most steadily
devoted to this genre. His range in material and tone is
wide, from fantasy to naturalism, from lyricism to cynicism,
but everywhere there is evidence of a fastidious and poetic
spirit. Powys, whose interest in formal plot has never been
profound, finds it easy to pass gracefully from one form to
another, and to carry over into the short story the lusty
naturalism and the compassion for suffering that are the
characteristic notes of his longer fiction. O’Flaherty has
devoted himself more steadily to the novel than to the short
story, but the sensitive objectivity and the deft impressionism
of his short stories and sketches of rural and animal life are
worth attention. Such sketches as O’Flaherty’s come more
naturally from the pen of Henry Williamson, whose best
work is on the border between natural history and folklore.
Like much writing of our time about beasts, birds, and fishes,
Williamson’s does not always escape the charge of that
sentimentalizing about nature that is the curse of many
uncontrolled romanticists.
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THE SEEDS OF REVIVAL

The renaissance in the contemporary English drama can
be understood only in the light of the much more significant
revival in the drama on the Continent in the final decades of
the nineteenth century. In Europe a considerable number
of talents united to evolve new types and forms of drama
under the influence of naturalism, the social drama, and
neo-romanticism. The social drama had been founded in
France in the middle of the nineteenth century by Alexandre
Dumas fils and Emile Augier. These men utilized the tech-
nique of the well-made play, developed to a machinelike
perfection by Eugeéne Scribe, for the presentation and dis-
cussion of social problems connected with illicit love, domestic
relations, and politics. Of the sincerity and bourgeois respect-
ability of Augier there can be no question; the sincerity of
Dumas is more suspect; yet he was unquestionably the greater
energizing influence because of the sensational nature of
such dramas as La dame aux camélias and Le demi-monde.
But on the groundwork of such drama a greater talent was
to build towering achievement. Ibsen, after an inevitable
period of youthful romanticism, forged his way out of the
mechanical intricacies of the French social drama, to the
creation of a quiet middle-class drama, unspectacular, ex-
ternally uneventful, but concealing theses that at first seemed
disruptive and anarchistic. Actually, the social drama of
Ibsen, his passion for integrity, and his opposition of indi-
vidual to social morality, were not subversive, but in its
searching analyses of the sources of moral deterioration and
decay, in its bold attack on conventional domestic and theo-
logical morality, the drama of Ibsen was a tremendously
exciting and stimulating influence. Though highly individual
and ultimately inimitable, the drama of Ibsen was perhaps

53



54 A CRITICAL SURVEY

—
the major influence in the creation of a vigorously critical

social drama on the Continent and in the British Isles. Of
his contemporaries and followers the most influential in
England were Bjornsen, the German Gerhart Hauptmann,
and the Frenchman Eugene Brieux.

Somewhat less influential than the social drama was the
drama that came into being as a result of the attempt to
apply the doctrines of naturalism to the drama. Emile Zola,
the greatest of the nineteenth-century naturalistic novelists,
had laid down the lines upon which the drama of naturalism
should be written, but was himself pitifully unable to create
dramas of this tvpe. But there were not wanting greater
talents to exemplify his doctrines that the dramatist must
be free to treat any subject that interested him, that for plot
must be substituted the reality of a slice of life, and that the
artifice of the conventional theater’s setting, costuming, light-
ing, and acting must give way to the most authentic and
detailed realism. Inevitably the earlier adherents of these
doctrines carried it to extremes, but such plays as August
Strindberg’s Countess Julie, Tolstoi’s The powers of darkness,
and Hauptmann’s Before sunrise and The weavers became
rallying points for dramatic radicals in every theatrical cap-
ital. The result, however, was not the continuance of un-
alloyed naturalism, but so strong an infusion of it into the
drama that it in turn produced a reaction toward more
imaginative and subjective forms of drama.

Such practitioners of neo-romanticism as Maeterlinck and
Rostand illustrate the attempt to escape from the hideous
confines of dramatic naturalism. Though Rostand’s romanti-
cism was a pastiche of earlier varieties of romanticism, it was
contrived by a highly expert craftsman and a brilliant poet.
Maeterlinck’s mystical apprehension of the dramatic in the
uneventful, in Inlerior and The intruder, his symbolism in
The blind and The seven princesses, his creation of the eerie,
fantastic world of Pélléas and Mélisande out of dependable
old elements stirred a considerable eddy of creative activity
among English writers of poetic drama.
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THE SOCIAL DRAMA: PRECURSORS

In the season of 18go—g1, no less than five plays of Ibsen
were produced in London, and, even though the production
of Ghosts was welcomed with a storm of moralistic abuse, his
influence was assured. Working in part under his strongly
social impetus, but more steadily under the influence of the
social drama of Dumas fils and Augier, Sir Arthur Pinero and
Henry Arthur Jones seemed likely to be leaders in the revival
of the English drama. The former’s Second Mrs. Tanqueray
was a sensational success on its production in 1893, and in
this and the following decade Sir Arthur furnished the stage
with social dramas of great technical competence and with
enough of a message to satisfy his enthusiastic and uncritical
hearers. Sometimes, as in The Gay Lord Quex, integrity and
seriousness were sacrificed to the elaborate ingenuity of the
big scene; sometimes, as in Iris and Mid-channel there were
actual creations of character and the powerful projection of
the atmosphere of social decadence. But the dramas of
Pinero, though they are still curiosities of technical adroit-
ness, have proved transitory in their social appeal, and third-
rate in intellectual qualities. After the War, Pinero tried
without success to escape out of the prison house of the well-
made play into fantasy and satire. Of even less intellectual
distinction and technical interest are the plays of his con-
temporary Henry Arthur Jones, whose efforts in such social
dramas as Michael and his lost angel and Mrs. Dane’s defence
seem stagey and preposterous in contrast to such comedies
of manners as The liars and The case of rebellious Susan.
His critical interpretation of the state and future of the
drama in his Renascence of the English drama betrays his
pathetic unawareness of what was really significant in the
dramatic events of his day.

JOHN GALSWORTHY

Allied to the social dramas of Pinero and Jones are the
less technically elaborate and more intellectually fastidious
plays of John Galsworthy. More obtrusively than his novels,
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these emphasize his familiar doctrines: his encouragement of
the evolution of a social feeling that shall mitigate the evils
done by ignorance and prejudice, and his appeals for sympa-
thy for the victims of a complex and sometimes unintention-
ally brutal social order. Technically, his plays show an ad-
vance in naturalism over those of Pinero and Jones, though
his naturalism, as we should expect, is not of the sordid or
brutal variety. But naturalism is evident in the plasticity of
his dramatic form, the tendency to break up the action into
a number of disparate scenes, the studied colloquialism of his
dialogue, and the attempt to convey his message without the
use of an inorganic raisonneur. Even more conspicuously
than his novels, Galsworthy’s plays illustrate his desire to
state as many points of view of the central problem as pos-
sible, a desire which leads him to group persons with distinct
points of view symmetrically around the central theme. The
best of Galsworthy’s work is the earliest when he was most
realistic and least doctrinaire. In the later plays, the form
is sometimes so loose as to seem flabby, and his characteriza-
tion frequently has the abstractness and the unlifelikeness of
the allegorical figures of the morality plays. But, despite
their deficiencies, a few of Galsworthy’s plays seem likely to
have a fairly prolonged existence in theatrical revivals.

GEORGE BERNARD SHAW

A much more daring practitioner of the social drama is
George Bernard Shaw, whose indebtedness to European ““ use-
ful” dramatists like Ibsen and Brieux he cheerfully acknowl-
edges. After repeated failures as a novelist, Shaw turned to
the drama as a form better calculated to reach the audience
he demanded, and fought a winning battle against the tradi-
tional conservatism of English managers and producers. His
triumph was marked by the production of no less than eleven
of his plays during the Vedrenne-Barker régime at the Court
Theatre (1904-07).

Shaw’s critical attacks on contemporary modes of thought
arise out of a personality that is not so complex as his some-
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what bewildering verbal perversity might lead one to believe.
In that personality, various strains have been singularly
harmonized. The verbal perversity and wit are due perhaps
to his Celtic origin; his asceticism is apparent in his veg-
etarianism, his hatred of romantic love, and his scorn of pleas-
ure in contrast to work; and his Protestantism is manifested
in his hearty individualism and his passion for perfecting
man and society.

The services he has done contemporary ways of thinking
are destructive rather than constructive. His hostilities have
proved more fruitful than his allegiances. He has been the
lifelong enemy of addle-pated romanticism, whether it oper-
ated in the idealization of sexual or parental love, of war or
business. But, in his revolt against sentimentality, he has
not fallen into the power of the monster of scientific deter-
minism. His attacks on modern medicine and on Darwinism
illustrate alike his rejection of a mechanistic view of life.
Over against this view he sets his faith in the vitalistic doc-
trine of creative evolution, emphasizing man’s will and his
capacity to transform himself and his environment. This
faith, presented argumentatively in Man and superman and
creatively and fantastically in Back to Methuselah, is the
heart of his positive creed. His Superman and his Ancients
are symbols of the ends toward which mankind might move
if it had will and faith in its creative potentialities. That
the ends toward which he urges man to evolve are the fantasies
of his own ascetic and intellectual nature is inevitable.

The plays of Bernard Shaw, like the novels of H. G. Wells,
have as their major purpose the changing of men’s ways of
thinking about themselves and the world as it is or as it
might be, and to both these men the prewar British mind
owes a vast deal of energizing thinking. But it is critically
obligatory to look at Shaw’s work, not as astute propaganda
but as dramatic literature. Thus, we see him, in his earlier
work, clinging safely to relatively conventional techniques of
plot and character and dialogue, and, paradoxically it is
these most conventional of his plays that show the liveliest
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signs of dramatic longevity. But, with success, came boldness
in the handling of technique. Plot and comic relief are
minimized, and the discussion of ideas takes the major posi-
tion. Like Galsworthy, Shaw is concerned with presenting
as many points of view as possible, but he is less concerned
than Galsworthy with integrating these points of view into
a suspensive and climactic plot. Thus, plays like Misalliance,
Getting married, and The apple cart are hardly more than
dramatized symposia, tinctured with wit and comic relief.
Upon occasion, his message is sent adrift on the pinions of
fantasy, as in the Inferno scene in Man and superman and
the later acts of Back to Methuselah, and in spite of his anti-
romanticism, an otherwise repressed vein of romance crops
out in Caesar and Cleopatra and St. Joan.

Shaw has persisted in his faith that ideas are more impor-
tant than dramatic artistry, and he would be the last person
in the world to shrink from the consequences of this unfor-
tunate doctrine. The vitality of Shaw’s work is precisely
the vitality of his ideas, and there is a slight possibility that
his doctrine of creative evolution may furnish a hint of es-
cape from the debilitating influences of determinism. If the
war against sentimentality is unending, Shaw is at least
partly responsible for the current vogue of the unsentimental.
But Shaw’s powers as a showman and a dramatist cannot be
neglected. Intent as he is on points of view and conflicting
attitudes, he is not above the writing of telling scenes or
creating characters as individual and vital as Caesar, Joan
of Arc, and Candida, and his flair for low-comedy characters
is not an insignificant forecast of considerable theatrical
longevity.

Deeply indebted to Shaw for his view of the drama is the
now long silent Harley Granville-Barker. With a higher re-
gard for drama as an art, Granville-Barker used its forms
freely and fastidiously to present major problems concerning
the ethics of modern business, the place of woman in modern
society, and the relationship between private and professional
morality. As an actor-manager of the highest intelligence,
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Granville-Barker has an astute sense of the resources of the
stage, a fine ear for the nuances of dialogue, and a complete
respect for the characters of his own creation. His abstention
in recent years from dramatic writing is a serious loss to the
drama of ideas.

SIR JAMES BARRIE

Allied by his cultivation of sentiment to the poetic rather
than the social drama of our time are the plays of Sir James
Barrie. Barrie is the only major dramatist of the period who
has devoted himself to the cult of sentiment, and he has had
his reward. With Barrie, it has ever been the case of “women
and children first.” Like the true man of feeling, he idolizes
woman as mother and manager, and children as playboys
and playthings. He is past master in the creation of a gentle
and smiling pathos, of competent and humorous souls in
dull exteriors, of witty and beguiling fancy. His weaknesses
are the familiar foibles of sentimentality: an excess of feeling
that allows him to go preposterous lengths in his abasement
before feminine whim and maternal impulsiveness or to wal-
low in the uncomfortable eroticism of Mary Rose. But in
What every woman knows, his Scottish humors give firmness
to an excellent sentimental comedy, and in Pefer Pan he
created a Pucklike figure that threatens to become a part of
the folklore of England. Barrie’s childlike imagination, his
knowledge of the feminine heart in its more touching phases,
his skill in teary-smiley dialogue seem likely to keep his plays
on the stage when the intellectual drama of the period gathers
dust on the book stalls.

THE IRISH DRAMA

The dramatic activity that is so noteworthy a feature of
the Irish literary renaissance manifests many of the char-
acteristics of the movement as a whole and expresses some
of its characteristics more perfectly than such forms as lyric
poetry and the novel. The renaissance itself was the resuit
of the impingement upon a considerable array of talents of
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the vigorous nationalism always smoldering in Ireland, and
the revival of interest in, knowledge of, and enthusiasm for,
the riches of medieval Irish literature. This literature, at
once heroic and primitive, highly stylized and sophisticated,
was brought to the attention of creative writers by a group
of scholars in Ireland and on the Continent, who by transla-
tion and paraphrase made the Cuchulain and the Deirdre
sagas accessible to non-Celtic readers. This fantastic and
deeply mannered literature, unlike any other ancient liter-
ature hitherto available, furnished contemporary writers with
an unexploited mythology and an epic subject matter, and,
since it was intensely Irish in nature, fed the flames of
resurgent nationalism.

It is possible to distinguish two major strains in the Irish
drama of our time, the poetic and the realistic. The one,
whether in prose or verse, draws heavily on the resources of
Celtic legend and folklore; the latter renders the phenomena
of contemporary Irish life with a humor or a naturalistic
harshness that have banished to limho the grotesque and
ignorant stage-Irishman of the older English drama and the
music hall. But even the harshest of the realists are likely
to indulge in touches of fancy or flights of wit that betray
the essential Celticism of the authors.

The major figure in the poetic drama of contemporary
Ireland is William Butler Yeats. Despite the fact that his
temperament and his talent are basically undramatic, he has
devoted a great deal of his energy to drama writing, under
the stimulus of Lady Gregory, his tutelary co-worker in the
Irish National Theatre. His plays, always poetic in mood,
range from the fairy-fantasy of The land of heart’s desire,
through the Maeterlinckian vaguenesses of The shadowy
walers, to the symbolic nationalism of Cathleen ni Houlihan.
In more recent years his plays have been more freely experi-
mental, and Plays for dancers and The player queen show a
degree of simplification and abstraction that make them
difficult of approach. A much greater dramatic talent was
apparent in the unhappily abbreviated career of J. M. Synge,
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Yeats's convert to Irish literary nationalism. His grip on
reality is firmer than Yeats’s, his view of the Irish peas-
antry more sardonic. His prose dialogue is a beguiling blend
of the untrammeled imagination, poetic elevation, shrewd
wit, and deeply satisfying rhythms of an isolated folk speech.
Though his temper was so sardonic that plays like The tinker’s
wedding and The play-boy of the western world gave deep
offense to professional Irishmen in England and America,
his dramas had the rare distinction of becoming classics in
their own time.

Of the older generation of Irish dramatists, Lady Gregory
was the most skillful writer of folk comedies. With no marked
urge to dramatic expression, she faithfully contributed to the
early repertories of the Abbey Theatre a series of one-act
plays, packed with humor and an earthy awareness of Irish
peasant character and language. She also rendered it service
by the dramatization of legendary material in Irisk folk-
history plays and by her translations of Moliére into the
Kiltartan dialect. But she was more important as a fosterer
of talents than as a creative contributor to the Irish drama.

In the meantime, the problems of contemporary Irish life
demanded dramatic treatment, and, though the efforts of
Edward Martyn and George Moore had little success in the
theater, they pointed out the way for younger talents. Of
these, Padraic Colum, St. John Ervine, and Lennox Robinson
are the major figures in the middle generation. Colum, out
of a fine vein of poetry, wrought plays as near as any to
carrying on the tradition of Synge. St. John Ervine, after
several serious studies in Protestant bourgeois and peasant
mentality in Jane Clegg and John Ferguson, lapsed into the
conventionalities of English social comedy. Robinson, more
faithful to his national birthright, has developed a variety of
bourgeois realism and comedy that marks something like the
end of the definite folk strain in the Irish drama, and brings
its current products closer to the provincial drama of Harold
Brighouse and Stanley Houghton. Something of the earlier
poetic tone touches the somber dramas of T. C. Murray.
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“The most marked talent to appear in the Irish drama of the
postwar period is that of Sean O’Casey. In him, the stresses
and strains of urban Dublin life during the years of revolu-
tionary activity find powerful representation. The mingling
of bitter comedy and stark tragedy produces sharp disso-
nances, and, if any impression of unity arises from these
violent contrasts, it is that of a spirit of sardonic irony, not
veiled by such poetic speech as Synge’s. But even O’Casey
found it necessary in The silver tassie to resort to imaginative
and expressionistic devices for the complete communication
of his bitter denunciation of war. Apart from O’Casey, the
more recent contributions to the repertory of the Abbey
Theatre seem trivial and unsubstantial, although enough of
the old acting tradition has survived to make the folk-farces
of George Shiels seem more important than they really are.

THE POETIC DRAMA

It was inevitable that a period rich in poetic talents and,
for a time at least, pregnant with dramatic promise, should
show numerous attempts to revive the poetic drama. The
mild Tennysonian dramatic tradition had a momentary ren-
aissance in the flaccid dramas of Stephen Philips, whose
Paolo and Francesca reads like a schoolgirl’s version of this
great story. Much of the dramatic poetry of the period
simulated the form of drama and was quite devoid of its
spirit. The poetic dramas of Robert Bridges, for instance,
though more severely classical than Swinburne’s exuberantly
romanticized classicism, were completely negligent of all that
was happening in the theater of our time, and Lascelles
Abercrombie’s philosophic dramas are dramatic only in form.
In some of the plays of Gordon Bottomley, there is a closer
approximation to the requirements of the stage. King Lear’s
wife and Gruack, in particular, have a primitive brutality
that makes for a sort of post-Elizabethan poetic horror.

Of poetic dramatists who have made some attempt to
meet the demands of the current commercial art theater,
Yeats has been considered in another connection. Apart



THE DRAMA 63

from Yeats, Masefield is perhaps the most successful of the
poets working occasionally in the dramatic form. His The
tragedy of Nan contributed its moments of stark horror to
the programs of Miss Horniman’s Manchester Repertory
Theatre, but his later work in the dramatic form has been
for the most part the reworking of traditional religious or
literary materials that have little claim except to specialized
or rarefied audiences accustomed to verse-drama. In his
interpretations of great stories concerning Tristan and Iseult,
Helen, and Pompey, Masefield has been intent on recreating
the characters in terms comprehensible to modern minds,
but his talent is too definitely lyrical and narrative for effec-
tive adjustment to the dramatic form. A minor vein of
poetry crops out in the historical dramas of John Drinkwater,
where the form but not the spirit is vaguely reminiscent of
the Elizabethan biographical chronicle play.

Possibly the most effective of the poetic dramatists is Lord
Dunsany, the tone and atmosphere of whose drama are sim-
ilar to those of his short stories and novels. Like Maeterlinck,
by whom he has been influenced, Dunsany creates with a few
deft strokes a world of his own, a world, stark and primitive
but somehow beautiful, in which monstrous gods, powerless
kings, and prostrate menials struggle to ironical and sinister
conclusions. Dunsany is a highly individual but authentic
creator of grotesque dramatic miniatures.

THE COMEDY OF MANNERS

High comedy has had significant recurrences, in the dram-
atists of the Restoration, in Sheridan, and in the society
dramas of Oscar Wilde. The latter dramatist, hopelessly
indebted for his threadbare plots to the social dramas of
Pinero and Jones, managed to throw over them the glittering
mantle of his epigrams. But the plots become more and
more scrawny with age, and only when he takes plot casu-
ally, as in The importance of being earnest, is his work now
thoroughly admirable. But his influence in heightening the
quality of dramatic dialogue has not been negligible, as an
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inspection of the work of men like Alfred Sutro and St. John
Hankin will reveal.

After Wilde’s decline and fall, there seemed little to war-
rant faith in the resurgence of the tradition of high comedy,
for the seriousness of the prewar mind was incompatible with
the sophistication and gayety of the comedy of manners.
But amid the disillusionment and moral relativity of the
postwar world, high comedy has again won adherents. Men
like Frederick Lonsdale and the indefatigable and resourceful
Noel Coward have recaptured the light touch, the clegant
triviality, the insouciance of a tolerant amorality. It may
seriously be doubted that these deft-fingered gentlemen have
anything of import to communicate, but their dramatic
manner is ingratiating.

Possibly the most talented inheritor of the Wilde tradition
is W. Somerset Maugham. Though he deviates into compe-
tent but negligible melodramas, above a long series of com-
edies, of which the high points are such pleasant trifles as
Penelope and The constant wife, tower the disillusioned illicit
emotion of The circle, the venomous denunciation of vice in
high places in Our betters, and the grim defeatism of For serv-
ices rendered. But his characteristic vein is that of expert
elegance and sprightly triviality.

CONCLUSIONS

If the dramatic revival launched hopefully in the nineties
seems hardly to have fulfilled its promise, if the English
drama of the postwar years has produced nothing more im-
portant than Galsworthy’s increasingly dessicated social prop-
aganda, and the dotages of Bernard Shaw, if the current
popularity of the comedy of manners implies an essentially
trivial attitude to the drama, the causes may be worth
investigating. The fundamental cause is either a failure of
talent or the attraction of talent to more profitable or con-
genial forms of literature. Other causes exist in the actual
theater: the commercialism of most producers; the insidious
and dangerous rivalry of cheap forms of public entertainment
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like the radio and the talkie; and exorbitant theater rents
and intolerable salaries of actors, scene shifters, and musi-
cians. More specifically British influences conditioning dra-
matic productivity are the absence of a national theater
giving renewed life to the successes of earlier years, the
English appetite for old dependables like Shakespeare, Te
beggar’s opera, and Gilbert and Sullivan, and the failure of
the art-theater groups (with the notable exception of the
Abbey Theatre) to reach more than limited audiences in
either London or provincial cities. The process of stratifica-
tion in audiences, marked in New York and on the Continent,
is relatively insignificant in England, and, though the theatri-
cal audience is perhaps more unified in England than any
where else in the world, except in Russia, it is also essentially
light-minded in its attitude toward the drama as entertain-
ment, and this attitude, inimical to really serious expression
in the drama, has infected most of contemporary England’s
promising playwrights.
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The history of contemporary poetry is the history, not
only of a large number of distinct, if not overpowering,
talents, but of a series of movements and counter-movements
of a very considerable complexity. The major counter-
movement was inevitably a reaction against Victorianism in
poetry, in particular against the Tennysonian tradition; this
counter-movement expressed itself in the antithetical direc-
tions of muscularity and aestheticism. Coincidental with
the War were the so-called ‘“ Georgian’’ movement (in some
respects, a reaction to the violences of muscularity and the
depravities of aestheticism), the imagist movement, and the
War poetry which attempted to assimilate the catastrophic
events of the World War into the individual and social con-
sciousness. The postwar period has, again, been marked by
a series of mutually opposed but vigorous counter-movements,
agreeing in nothing save their hostility to the decadent pas-
toralism of Georgianism, and their esoteric intellectualism
and experimentalism. Of these postwar groups, the Sitwells,
Robert Graves, and T. S. Eliot are the energizing nuclei.
Somewhat apart from these poetic controversies stand the
Irish poets and such traditional and philosophical poets as
Robert Bridges, Lascelles Abercrombie, T. Sturge Moore,
and Gordon Bottomley.

REVOLT IN THE NINETIES

The revolt in the nineties was a revolt against the deterio-
rated Tennysonian tradition, and, as in most revolts, the
rebels misunderstood or misrepresented the enemy against
which they were embattled. What the rebels of the nineties
objected to was, not the great and noble artistry of Tennyson
in his more heroic poems, but the debilitation of that strain
through the insidious influence upon him of the more pro-
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vincial and domestic elements of the Victorian spirit. The
perfection with which Tennyson embodied the dominant
Victorian spirit seemed, in the eyes of the rebels, a punishable
crime. The purity, not to say the prudishness, of Tennyson’s
domestic verses intensified the offense. But the Tennysonians
were more to blame than Tennyson for the decadence of
late Victorian poetry. Its flaccid but orotund utterance, the
sentimentality of its subject matter and its attitudes, its
Landseer-like false nobility: these characteristics, both the
muscular poets and the aesthetes felt, must be banished from
the poetry of England. Moreover, as at the end of every
fruitful period of art, there was a sense that the vitality of
the Victorian subject matter and technique, the meters and
the imagery and the diction, had been exhausted, and that
new subject matter and new forms must be found to renew
the life of poetry.

Such a renewal of life was sought by William E. Henley
and the young men whom he admonished to bring art back
again to nature. Poetry was to receive an infusion of red
blood by attempting masculine and urban subject matter.
Henley, whose robustness had something of the neurotically
compensatory about it, was more important as an influence
than as a poet, but his Hospital poems were bold attempts to
reduce refractory material to poetic treatment, and his London
voluniaries, though, at this late date, they seem sufficiently
romantic in tone, were courageous in their use of hitherto
neglected urban phenomena, and influential in their develop-
ment of a highly rhythmic unrhymed verse which in the
aesthetic controversies of the War period was to be designated
as “free.” But the most conspicuous apostle of masculinity
in poetry was the emergent Rudyard Kipling, who won for
poetry perhaps as wide an audience among relatively un-
poetic readers as any poet since Burns. Kipling was imme-
diately noteworthy for his extensions of the materials for
verse; cockney soldiers on every frontier of the Empire, ships
and engines, legends of English history and Empire build-
ing, flag waving and drum thumping patriotism—all these
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elements were destined to catch the eye and ear of strenuous
nationalists and exuberant imperialists. And for the treat-
ment of this new and sometimes reluctant material, Kipling
developed a superb technique: a strong and finally obvious
rhythm, like the tramp of marching men or the beating of a
tomtom, an insatiable appetite for technical words and the
oddities of dialect, and a colorful and glamorous exoticism.
But Kipling has suffered immeasurably in critical esteem for
the banality of his ideas: his public-school code of unthinking
manliness and his aggressive imperialism. To the complex
postwar era, the poetry of Kipling seems hardly more than
extremely skillful verse. His direction was not the direction
that poetry was to take in a self-conscious and analytical
era, though the spirit of Kipling was to be aped repeatedly
in the more repellent of the poems produced by the War.
Nor was the current of English poetry to be determined
by the aesthetes whose antics made the nineties a byword for
fin de siécle decadence. The aesthetic movement is popularly
associated with the nineties because it reached its apogee
in that decade in the spectacular triumph and fall of Oscar
Wilde, but it had begun twenty or more years before as a
sort of literary parallel of pre-Raphaelitism, and was, like it,
a protest against Victorian bad taste in art and provinciality
in thought. The sources of aestheticism were Continental, in
particular, French, but, in comparison with Continental deca-
dence, the decadence of English aestheticism was pallid and
imitative. But it had its sensational triumphs and its own
minor virtues. More important than the aesthetic creed of
the decadents was their ethical creed, a perverse inversion
of Victorianism. The Victorians had sentimentalized about
virtue; the aesthetes sentimentalized about vice. The Victori-
ans had written for the jeune fille; the aesthetes would write
for the demi-mondaine. The Victorians had placed morality
high above art; the aesthetes placed art high above morality.
The only ideas that could be countenanced were paradoxes
arrived at by standing Victorian commandments on their
heads. As a guide to life, the aesthetes, perverting the austere
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impressionism of Walter Pater, made sensation the criterion
of excellence. Craftsmanship and artistry were the desiderata.
Manner and not matter was the important thing. Wilde,
with elaborate casuistry, demonstrated that art did not
imitate nature, but that nature imitated art.

The indignation aroused by T'ke Yellow book and The Savoy,
the major magazines founded by the aesthetes, the dismay
caused by the conscientious corruption of Aubrey Beardsley’s
evil illustrations, the sensations stirred by the depraved and
uncontrolled lives of such men as Wilde and Ernest Dowson
won for the works of the aesthetes an excessive depreciation
in their own time, and an excessive overvaluation in the first
decade of the twentieth century. Their actual contribution
to the literature of our time is disappointingly slight. Wilde’s
talent burned brightest in talk, like acting, one of the most
ephemeral of art forms; and the prose essays, Intentions,
approximating most closely his conversation, contain his
most enduring achievement. His lyrics are frail and deriva-
tive. The sphinx is overdecorated and excessively mannered.
Only The ballad of Reading Gaol, his most uncharacteristic
poem, can be read any longer with admiration. Ernest
Dowson survives by virtue of a small handful of lyrics, in
which his spirit, torn between sensuality and spirituality,
attained classically restrained expression. The early poetry
of Arthur Symons reads like a travesty on aestheticism, but
his later work has become more athletic, robust, and un-
affected. A few lyrics by Dowson, the malignant beauty of
Wilde’s Salomé, the elegant naughtinesses and sardonic bes-
tialities of Beardsley’s drawings—these are the likeliest sur-
vivals of the most notorious literary movement of the time.

THOMAS HARDY

A far more accurate interpreter of the time spirit than
either the muscular poets or the aesthetes was Thomas Hardy,
who, renouncing the writing of novels because of the puritanic
indignation aroused by the publication of Jude the obscure,
returned to his first and last love, poetry, and became one
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of the most impressive poets of the age. Hardy’s poetry is
a more direct expression of his personality and philosophy
than even his finest novels. That personality and philosophy
had been formed in the nineteenth century, and the twentieth
brought little or no alteration of it. Temperamentally in-
clined to what has been called a twilight view of life, Hardy
accepted more whole-heartedly than any other major poet
of his time the doctrines of scientific determinism and their
implications. To Hardy, as to the true determinist, the
Universe is a huge and terrifying machine, operating uncon-
sciously and purposelessly. Man is both the product and the
victim of this overwhelming mechanism, a victim of powers
negligent of him, because unconscious of his pathetic dream
of security and happiness. But Hardy’s vision is not, as he
frequently insisted, merely pessimistic. For him, all life
confronts an identical impasse; and, over all forms of life—
the conies on the battle field, woman at her most perverse,
man at his proudest, Hardy extends the protecting mantle
of his brooding compassion, and, when the occasion does
not call for tears, Hardy is ready with a sigh or a wry
smile.

Hardy’s poetic art is not readily accessible to all readers.
Like Browning, although perhaps less consciously, Hardy
resorted to crusty and crabbed diction and rhythms, but he
was capable of intense lyricism, and his verse technique was
a suitable though rough and sturdy garment for his great
poetic spirit. Every line that Hardy wrote is touched, in-
timately or remotely, by the view of life that, common in
its essentials to all scientific determinists, he made peculiarly
his own. And yet, his lyrical writing is various in mood,
from the sardonic humors of his satires of circumstance,
terse as condensed novel-plots, to his gay or melancholy
love lyrics, and his microscopic studies of nature and sub-
human life. Most characteristic, however, are his phil-
osophical lyrics, in which the view of life is stated in ab-
stract terms touched by profound emotion. Hardy’s supreme
achievement is his poetic drama, The dynasts, in which, with
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tremendous imaginative force, he applied his doctrines to
the history of one of the most striking incarnations of the
will-to-power. Viewed from the remoteness of a Heaven of
Hardy’s own devising, Napoleon’s disruptive career takes on
the character of a universal puppet show in which seemingly
willful figures are jerked hither and thither by unseen strings.
Here, as in his lyrics, the range in tone and manner is extreme,
from the earthy humors of his peasant chorus, through the
conscientious dullnesses of parliamentary debates, to deeply
poetic lyrics and visions of epic action wrought with a world-
sweeping imagination.

THE IRISH POETS

Perhaps the finest flowering of the Irish literary renaissance
was neither in the drama nor the novel, but in poetry. The
richness of this poetry implies the simultaneous appearance
of a large number of talents endowed racially and individually
with the gift of song. But the richness was enhanced, on the
one hand, by a quickening of imagination due to the resurgent
nationalism of southern Ireland, and, on the other, by the
revival of medieval Irish literature, the influence of which
had hitherto been restricted by its imprisonment in a tre-
mendously difficult and little-studied language. But the
effects of these influences were unequal in depth and weight,
since they operated upon variously gifted individual and
creative temperaments and talents.

Both the typical and the individual qualities of the Irish
poet can be illustrated in the poetry of its unofficial dean,
William Butler Yeats. Like most poets of his race and age,
he has been deeply moved by the stories of Deirdre and
Cuchulain, and, like many another Irish poet, he has been
intimately, if not tragically, involved in Ireland’s struggle
for political self-determination. But no attentive reader
could mistake Yeats for a conventional Irish poet. His
individuality is apparent in the constant refinement of his
art, in his earnest quest for literary perfection, and in the
varieties of avenues, legitimate and illegitimate, by which
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he has attempted to plumb mystical and esoteric experience.
The mysticism of Yeats is less accessible to many readers
than that of A. E., and often, especially in the middle period
of his career, its symbolism is intelligible only to the advanced
initiate. But in his more recent work, Yeats’s psychological
realism and his insight into the experience and mentality of
maturity testify to his rescue from the bogs of spiritualistic
and less reputable forms of approach to the mystical vision.

A. E.’s quest for ultimate reality has led him into a rich
and earthy pantheism. For him, as for Hardy, all life is the
expression of a single force, but the unity of living things is
not, as with Hardy, out of harmony with the unity of the
sub- or super-animate. Consequently, his reaction to the
universe is tolerant and hopeful rather than tolerant and
dispiriting. Life and death are equally valid and equally
welcome. The ideas of A. E. are sufficiently familiar, but the
medium in which these ideas are expressed is remarkably
individual. For, despite the practicality which marks his
daily life, A. E.’s verse and vision have a radiant opalescent
beauty, in which light and color seem the most characteristic
manifestations of the glory that is in all things. No poet
of our time has built a more luminous and etherial world
than has the fine visionary nature of A. E.

There have been many other notes in the swelling chorus
of contemporary Irish song. Synge’s poetry is only a slight
sheaf, but his tranglations from Petrarch and his scanty
lyrics display in verse the qualities made familiar by his
plays. In Padraic Colum, a stronger peasantlike strain is
touched with nimble fancy or lightened by humor. James
Stephens’ spirit is that of a sensitive and uncannily ob-
servant gnome, but he is really more human than elfin, for
he is hurt by every cruelty and agony dealt to little creatures,
and he is charmed and enchanted by the gusty natures of
peasants and unconventional proletarians wherever he finds
them. Less national but authentically lyrical are the early
verses of James Joyce, in which the clarity and the serenity
of seventeenth-century classicism shine out.
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JOHN MASEFIELD

Masefield began his work as an innovator under the in-
fluence of the muscularity of Kipling. No one whec can re-
member the sensation caused by the appearance of his early
narrative pieces can forget the impact of those astonishing
events. The early poems were unquestionably influenced by
his enthusiasm for Chaucer’s great story-telling powers, but
their subject matter and tone also reveal the influence of
Kipling in their marked rhythm, heavy alliteration, and
strenuous enthusiasm for the common man. Masefield’s
early narratives, shocking alike in subject and in language,
were intended to restore narrative verse to favor. Their
influence in this direction has been negligible, and time has
brought to light weaknesses in these and subsequent poems
of the same type: exaggerated coloring, melodramatic settings
and plots, and a carelessness in technique that is only par-
tially offset by such brilliant passages as the sea scapes in
Dauber. Perhaps his less dramatic but more deeply British
Reynard the fox is, at this date, the most readable of his
narratives. The period of experimentation over, Masefield
reverted to the ways of conventional but not, therefore,
contemptible poetry. Probably his finest work is, not the
narratives, striking and colorful as they are, but the lyrics
and sonnets in which his perpetual quest for beauty, the love
of the English countryside, and his brooding upon curious
man and his fate are the most frequently recurring subjects.
Masefield’s reputation will suffer, is, indeed, already suffering,
not only from the overabundance of his work, but also from
its lack of distinction and its technical casualness. In poetry,
nothing short of perfection in its kind is long tolerable, and
Masefield’s too frequently falls far short of it.

TRADITIONALISM

In the midst of the currents and countercurrents of ex-
perimental poetic activity, the great traditions of English
romantic poetry have not gone unheeded, and work that is
worthy of that great tradition deserves praise no less than
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work that is conscientiously but often feebly experimental.
Traditionalism in the best sense of the word is illustrated by
the work of Robert Bridges, whom the laureateship raised
to an uneasy eminence but did not demoralize. The tradi-
tionalism of Bridges was clearly revealed in his scholarly
interest in the metrical habits of Milton and Keats, in his
sense of responsibility to language, manifested by his found-
ing the Society for Pure English, and his own fastidious but
never tasteless experimentation with metrics. A distinguished,
not to say temperamentally classical nature, he felt himself
urged to the attempt to breathe life into the form of the
classical drama, and to select as subjects for lyrical writing
themes of human love and the love of nature that have been
hallowed by centuries of poetic attention. His boldest ex-
periment in the choice of subject matter is his elaborate phil -
osophical poem, The testament of beauty, in which in loose
but subtle Alexandrines, he attempted to synthesize a strongly
Platonic reading of life with the increment of knowledge due
to modern science. Greeted with a singularly wide enthusiasm
upon its publication on Bridges’ eighty-fifth birthday, the
poem is rapidly becoming a curiosity of literature of the order
of Erasmus Darwin’s Love of the plants. Bridges’ most vital
work was done, not in this statement of his philosophical
creed, his classical dramas, or his sonnet sequence, but in his
specifically lyrical writing. Here, too, many of the products
are skillful technical exercises rather than embodiments of
any very genuine creative impulse, but at his best Bridges
could fuse feeling and observation in an artistry that had a
delicacy and finality, a lucidity and elegance that are veritably
classical.

But there are other poets in whom traditionalism plays a
not unworthy part. Lascelles Abercrombie’s spirit is more
philosophical, less lyrical than Bridges’, and neither his fre-
quent use of the dramatic form nor his recourse to historical
or legendary situations conceals his highly individual utter-
ance. Without arriving at a definite or systematic philosophy,
Abercrombie is content to present in poem after poem rich
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broodings upon the nature of man and the meaning of the
variety of forms that life assumes. More primitive and
romantic in his sources of inspiration than Abercrombie or
Bridges, Gordon Bottomley has brought into contemporary
poetry notes of violence and horror which have the effect
of sophisticated primitivism, of romanticism shot through
with a vein of naturalism that restores a quality rare in
English literature since the dramatists Webster and Tourneur.
T. Sturge Moore, like the other traditionalists, finds inspira-
tion in the great figures and legends of history and romance;
like them, also, he exhibits a yearning for the dramatic
form with perhaps as little genuine dramatic spirit. Like
Abercrombie, he is concerned, not with the circumstances
but the significance of the experiences his poetry communi-
cates, and those significances are such as would manifest
themselves to a spirit austere, controlled, and less sunnily
classical than that of Bridges. If Bridges recalls the classi-
cism of the later English Renaissance, and Bottomley, its
decadence, Moore is more nearly Roman in spirit.

Traditionalism at its worst is exemplified in the voluminous
products of Alfred Noyes, whose ideas are frankly Victorian
and whose verse technique is that of a saccharine Kipling.
The animated jingle of Noyes’s lines, their superficial color
and brilliance have made certain of his lyrics as popular as
Kipling’s Barrack room ballads, but his essential emptiness
and thoughtlessness render his popular work less distinctive
than Kipling’s. He has been more successful in bringing to
life a sentimentalized Elizabethanism than in writing the
epic of science through the ages. He is as remote from the
living movement of modern poetry as it is possible for a
modestly literate person to be.

GEORGIANISM

The nature poets of our time, whatever their divergences
(and they are many and important), agree in their love of
the gracious, comely English countryside, and their interest
in the lives of those who, living for generations close to nature
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have taken on something of the impassivity of nature and
the wisdom of the instinctive.

The finest of the poets whose major subjects are nature
and man living close to nature is A. E. Housman, the un-
questionable individuality of whose work indicates the dis-
tinction with which a highly sophisticated nature can re-
interpret familiar material. The stoicism of Housman has
deep and various roots: his knowledge of the ways of thought
of those whose lives are one with the rhythmic growth and
decay of nature and whose personal impulses are dwarfed
by the spectacle of resurgence and evanescence, and his deep
knowledge and sympathy with classical stoicism. The always
ironic and sometimes grim tone of Housman’s work is made
tolerable to multitudes of readers and imitators by the clas-
sical fastidiousness, the mosaiclike perfection of his artistry.
An Horatian scrupulosity is concealed behind an art that is
not less studied for all its appearance of careless ease.
Housman’s wide and in some respects regrettable influence
on younger and more flippant writers does not diminish
his personal stature.

At an opposite extreme from Housman in sophistication
and complexity of culture are the personality and work of
W. H. Davies. A veritable “innocent’’ abroad in an increas-
ingly urban world, Davies has contrived to keep his spirit
fresh and clear from the impurities of modern sophistication.
Genuinely in revolt against the ugliness and impersonality of
urban life, Davies finds in the cultivation of tender feelings
about the beauty of nature and of animal life the satisfaction
that a more complex and exacting world cannot offer. And
his artistry is as artless as his ideas and emotions. At its
best, it has a spontaneity and lucidity, a simplicity and
charming directness that we associate, however erroneously,
with childhood. But, at its worst (and Davies seems almost
devoid of the power of self-criticism), his verse runs danger-
ously near to doggerel, and the honesty and sweetness of
his spirit hardly furnish less idyllic natures more than a sense
of vicarious escape. For the ineptitudes, the false simplic-
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ity, the cockney unreality of Georgian poetry, Davies, in
particular, must be blamed.

Similar in spirit, but superior to Davies in artistry is the
restrained output of Ralph Hodgson. His motifs are singu-
larly few: the love of animals, the hatred of cruelty, and a
kind of ecstatic joy in all living creatures. Almost tractarian
at his feeblest, Hodgson by his searchingly self-critical art
and his powerful imagination attained supreme expression
in A song of honour and The bull, no less than in two or three
marvelously fresh lyrics. Edmund Blunden’s early work was
realistic in observation, diction, and feeling. But he has
moved rapidly out of the vein of his hardy pastoralism, and,
although his poetry, written under the influence of John Clare
and the seventeenth-century mystical poets, Herbert and
Vaughan, has lost something in vitality, it has gained in
purity of tone and feeling. But Blunden is too considerable
a figure to be regarded as merely Georgian.

The poets we have designated as Georgian are variously
admirable. Their imitators and followers, the rank and file
of the Georgians, emphasized their weaknesses rather than
their virtues, and their tepid and feeble verses about lambs
and birds, dogs and flowers, provoked a legitimate reaction
against the false pastoralism of cockney mediocrities. In all
probability, some of the excesses of Georgianism were due to
an unconscious escape from the horrid realities of the war
years, an overvaluation of rurality and quietude as against
the rootlessness and the cacophonies of military life. At any
rate, against the tepidities of Georgianism, as against the luke-
warmnesses of Tennysonianism, the innovators of the postwar
period have been in complete revolt. Nature viewed with real
or assumed simplicity has become an anathematized subject.

POETRY AND THE WAR

The War boomed, not only patriotism but poetry; for
hundreds of men, stirred more deeply and less selfishly than
they had ever been, or ever again were to be stirred, were
moved to distill their excess emotion into something resem-
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bling poetry. Inevitably, most of the literary results of this
international psychosis have a merely pathological signifi-
cance. Inevitably, too, the pathos or tragedy of lives hor-
ribly stamped out lent (and still lends) an adventitious sig-
nificance to work of no great import. Most fortunate in this
respect is the still radiant memory of Rupert Brooke, whose
passing apotheosis reveals a young man of romantic pro-
clivities well checked by the youthful cynicism with which
Donne and the Jacobeans infected him. His promise was,
and ever must be, debatable. Less fecund but in some ways
more individual is the poetic output of Wilfrid Owen, whose
battle-field emotions have a reality far beyond conventional
patriotism. His poetry celebrates the intense comradeship
flowering in the isolation of that remote, fantastic, horrible
world in which men lived cut off from the timidities and
decencies and comforts of civilian life. The honesty and
authenticity of Owen’s observations and emotions are en-
hanced by an individual technique, especially apparent in
his handling of meter and his substitution of consonance for
rhyme.

For such war poets as survived the conflict, peace had
its ordeals no less than those of war. Peace has revealed
the emptiness of Robert Nichols’ pretty wartime fancies.
Siegfried Sassoon, at first accepting without question the
conventional attitudes of patrioteers, revolted into a crude
and violent pacifism. His later work has been less violent
and more conventional, and, though the satirical strain is
recurrent, his lyrics in recent years have been deeply personal
rather than stridently social.

Probably the poems inspired by the War that are most
likely to survive are not the maudlinly patriotic or the ag-
gressively horrible or pacifistic but such a restrained and
universalized treatment of wartime emotions as one finds
in Masefield’s ““August, 1914.” On the development of
poetry since the War, that catastrophic disruptive ex-
perience has had but little technical and but slight intellec-
tual effect.
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IMAGISM

After the revolt of the aesthetic and muscular poets in the
nineties, the next literary revolt of consequence coincided
with the War and disappeared almost completely with it.
This revolt is the movement known as imagism. The credit
for launching the movement belongs to the American ex-
patriate, Ezra Pound, who, under the influence of T. E.
Hulme, persuaded a number of kindred spirits to publish
the anthology, Des tmagistes, in 1914. This was followed
by Some imagist poets, which the American poet, Amy Lowell,
edited in 1915, and by others of the same title in 1916 and
1917. The major principles of the imagist creed, as stated in
their manifesto in Some imagist poets (1915) may be sum-
marized thus: (1) to use the language of common speech but
to employ the exact word; (2) to create new rhythms as the
expression of new moods; (3) to allow absolute freedom in
the choice of subject; (4) to present an image, not vague
generalities; (5) to produce poetry that is hard and clear;
(6) to aim at concentration, since concentration is the very
essence of poetry. It is clear that these purposes were pro-
voked by the vague and rotund generalities of decadent
Victorian poetry. It is also clear that to confine poetry to
the presentation of images, however vivid and arresting, is
to circumscribe it unduly. No one of the poets associated
with the imagist movement was long content to work under
the heavy restrictions of this dogmatic creed.

Of the poets concerned with the early history of the imagist
group, D. H. Lawrence has proved the most noteworthy.
His energetic response to vitality in flowers and animals, the
quivering energy of his representations, the spasmodic and
eruptive nature of his emotional ecstasies made the imagistic
technique an appropriate medium for his writing. But, though
Lawrence never succumbed to technical conservatism, he was
too mystical, too passionately and destructively critical a
nature, to content himself with the limitations of an essen-
tially sensational medium, and his later work, rough and
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fragmentary as much of it is, is a more direct expression
of his prophetic denunciations and visions than his purely
imagistic work.

Nor has imagism retained the allegiance of Richard Alding-
ton, whose satirical nature was soon irked by this narrow
creed. Fine as Aldington’s miniaturelike imagistic poems
were, his analytical and brooding spirit has found in fantasy
or in a sort of sublimated colloquialism a more fit organ for
vital expression. Only F. S. Flint, one of the leaders of the
movement, remained faithful to the original creed, but his
postwar work has been negligible in substance and influence.

INNOVATORS

Since reformers are notoriously controversial, there is no
occasion for astonishment in the discovery that each group
of poetic innovators of the war and postwar years has been
at daggers drawn with all the other camps of poetic rebels.
But the tumult and the shouting accompanying the literary
controversies of cults and cliques are notoriously brief in
duration, and, after the dust has settled, it becomes possible
to distinguish the lines of conflict and something of the net
gains and losses from literary bloodshed.

Allied to imagism in certain technical respects but histor-
ically unrelated to it is much of the work of Edith Sitwell
and her brothers Sacheverell and Osbert. In the work of all
three there is a marked reliance on new and startling images
to carry the burden of the poem’s effect, and in all three
there is an indirection in the statement of the poem’s idea
that suggests their outspoken antipathy to the moralizing
precepts of the Victorians and the Georgians. They are akin
too, in their preference of complexity to simplicity, of arro-
gance to humility, of astringency to expansiveness. To each
of them, artifice and whatever form of culture suggests arti-
fice—the eighteenth century, the commedia del’ arte, formal
gardens, costumes, and manners—are enticement and as-
suagement from the dully decorous. Of the three, the poetry
of Edith is the most individual and vital. By an almost
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constant utilizing of the effects of synaesthesia—the associa-
tions of visual sensations with auditory, of tactual sensations
with visual, etc.—she contrives to create a hard, brittle world
that has something of the unreal theatrical quality of the
world of Rousseau le douanier. Her view of the world, more-
over, is more tangible than that of her brothers, the view of
a precocious and perverse child, driven back from the paste-
board unrealities of the adult world to the unsmitten citadel
of childhood. In Sacheverell, there is more enthusiasm, less
artificiality, and less willful experimentation with epithet.
He is less appalled by the stupidity of contemporary life
than Osbert, more content with the grandiose exuberance of
the baroque. In Osbert, the Sitwellian astringency is at its
height; he is the family’s appointed satirist, but he is peevish
rather than stalwart in his somewhat picayunish flaying of
dowdiness and mediocrity, though the elegiac note of England
reclaimed marks a closer, though still fastidious, approach to
common humanity.

Less precious than the Sitwells but equally sure of them-
selves are such conscientious rebels as Roy Campbell and
Robert Graves, alike only in their contempt for most of their
poetic contemporaries and in the arrogance with which they
pursue their individual development. Of the two, Campbell
is the less noteworthy, for the violence of his epic imagery
and the forced exuberance of his imagination give him the
false magniloquence of a hardy provincial who sees it as his
mission in life to replace the effete by the devastatingly
energetic primitive. The case of Graves is a more difficult
one. His nature has ever been un-British and contrary,
but his earlier poems, with their ingenious fancy and engaging
wit, hardly prepared one for his later flight toward the
metaphysical. His later poetry moves in the direction pointed
out by Eliot, that is to say, toward abstraction, subjectivity,
and obscurity. It suggests the conviction that poetic commu-
nication with his co-worker, Laura Riding, is more important
than communication with the world.

Equally disdainful of an easy communicativeness is T. S.
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Eliot, who, at the moment, is the most considerable influence
on contemporary poetry. For the conventional reader, the
obstacles to the complete appreciation and admiration of
Eliot’s poetry are two: the unresolved discords in the mood
and tones of his poetry and the constant and esoteric nature
of the literary and cultural references in almost every poem.
To understand the reason for the presence of these elements
is to come somewhere near the center of his poetic purpose.
The dissonances, the bitterness and barrenness, the aseptic
mood, everywhere present in Eliot’s work (except perhaps
in the wistful fluttering toward faith in Ask Wednesday),
are the reactions of a sensitive nature to the spiritual im-
poverishment, the relativistic and philosophical chaos of the
modern world. So disheartening is experience, so hostile is
life to the preservation of an elevated or consolatory or
romantic mood that his poetry must needs attempt a syn-
thesis of the sordid and sublime, the bestial and the spiritual,
the desperate and the resigned. And this mood of Eliot’s
is not merely an end-product of the contemporary state of
affairs; the esoteric allusions, the richnesses and intuitions,
the horrors and ecstasies of earlier cultures supply overtones
to the theme of contemporary desperation. With these
difficulties comprehended, the work of Eliot becomes, not
merely more intelligible, but more significant. Here is the
modern consciousness at its most conscious, expressing itself
with no compromise, without sentiment or softness, in a
mode that combines wit and imagination, flashes of the
grand style and studied banality. But The waste land, his
most ambitious work, with all its powerful projection of the
desolate and barren, remains a notable failure in artistic
communication; only abject disciples will lavish on it the
amount of study which no contemporary poem has the right
to demand. It is in his lyrics, both early and late, that what
Eliot has to say reaches his reader without willful and
unnecessary impediments.

Though less successful than John Donne in synthesizing
contradictory moods, Eliot, like his master, is experiencing
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the sensation of being in his own lifetime the founder of a
tradition. It is natural that newly emergent English poets
should not manifest Eliot’s rich and matured culture. But
his satirical spirit, his hatred of the romantic and sentimental
cliché, his ascetic and egocentric tone, his abstruseness and
his exactions from the patient or the impatient reader, mark
the as yet tentative work of W. H. Auden, William Empson,
C. Day Lewis, and Stephen Spender. In the attempts of
these young writers to synthesize the noble romantic tradi-
tion and the chaotic phenomena of the modern world, in
their passionate and subtle analysis of contemporary states
of minds, in their attempt, in the footsteps of Donne and
Eliot, to find an appropriate medium for the expression of
the overacute and oversubtle modern consciousness, they
seem to be bent on the creation of a school of neo-metaphysical
poetry. But in contrast to Eliot’s ethical solipsism, his young
followers seem to be calling out for a renewal of faith in social
or communal enterprise and idealism.

Whether or not English poetry is bent on a generation of
excessive intellectuality, recondite allusiveness, and astringent
utterance, no one can say. One can, at any rate, be sure of
an ultimate reaction from the metaphysical to the familiar
ways of feelifig and generosity, of comprehensible beauty and
humane compassion.



VI. ESSAY AND TRAVEL

If the informal essay has retained more adherents among
authors and readers in England than in America, the reasons
are not far to seek. In England, the strong tradition of infor-
mal and personal expository writing, established by Addison
and Steele and formalized in the eighteenth century, was
revived and personalized by the prose writers of the romantic
period. Regnant over the tradition is the extraordinarily
winning figure of Charles Lamb, whose artistry fixed once
and for all the form, style, and tone of the traditional in-
formal essay. Practical considerations as well have encour-
aged the continued production of writing of this sort in
England. In America, a tremendous appetite for short stories
has tended to kill the taste for milder and less adventurous
literary forms; in England, the popularity of weeklies of a
variety of political and aesthetic creeds has furnished a num-
ber of personalities the opportunity for consecutive expression
in this medium. The magazinelike English newspaper, es-
pecially in its Sunday editions, has not been without its
influence. Yet, the informal essay is, and seems likely to
remain, a minor literary form. The problems confronting
men of letters today are too serious and complex in nature
to leave a margin of time and energy sufficient for the
production of literature of a leisurely sort.

The informal essayist is a type with fairly easily marked
characteristics. He is, first of all, a person who can turn the
most unpromising subject to effective and attractive use;
he is a person to whom nothing human or inhumane is alien,
and whose curiosity and enthusiasm are infectious. He is a
sort of literary prestidigitator: he can make something out of
nothing, and keep any number of verbal notions in the air
simultaneously. He is skilled in evoking exactly the right
mood and tone, and in effecting subtle mutations from one

Ra
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mood to another. Sometimes, merely a witty and pointed
phrase maker, at others, he is a stylist of the utmost delicacy
and refinement of touch.

A large share of the mantle of Lamb has fallen on the ample
shoulders of E. V. Lucas, Lamb’s editor and biographer.
Less wistful and touching than Lamb, Lucas has something
of his master’s gusto and enthusiasm, even though the ob-
jects that inspire his feelings are necessarily different. Lucas
is a far more widely experienced person than Lamb; he has
traveled widely and delightedly; he is a connoisseur of various
fine arts. His humor is less delicate, more robust. Like Lamb,
he is a devotee of London and its literary and picturesque
personalities. His style is lucid and apparently effortless;
his manner, at its most ingratiating, is that of the perfectly
cultivated monologist. Whether he writes of flowers or
pigeons, of dogs or cricket, one listens as unweariedly as
Coleridge’s wedding guest. In the same tradition but with a
somewhat narrower range of interest are Robert Lynd’s
less indefatigable essays. His friendly approach to animals,
his sensitive response to natural beauty, and his flair for
odd and submerged characters are pleasantly but not fatally
reminiscent of the stock informal essay. He is equally di-
verting on the subjects of children, parties, sly fathers,
afternoon teas, bed knobs, and new cats.

The most hearty survivor of the elegant mode of the
nineties is the perennially youthful Max Beerbohm. Among
the swarm of gentlemen who write with ease, Beerbohm,
from his first word to his latest, has been satisfied with
nothing short of perfection, and the regularity of his success
is the measure of his excellence. Suave, fastidious, elegant,
assured, his style is the man, and, although in his earlier
essays, there are traces of self-conscious triviality and an
almost perverse avoidance of bourgeois seriousness, his later
writings display a deepening feeling and a broadening human
sympathy. Beerbohm’s imperturbable elegance has stood
unshaken amid the cataclysms of the time, and, although
his dandyism may seem an affront to the solemn-eyed, his
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chiseled prose must ever be a delight to the searcher for
perfection in trifles. In the tradition of gentlemanly elegance
is the less fastidious craftsmanship of Maurice Baring’s es-
says, whose records of the theatrical enthusiasms of his young
manhood belong alike to the history of the theater and to
literature. Akin to Beerbohm in exquisite artistry, if not
in temper, was the work of Alice Meynell, whose serious
disposition, deep womanliness, and sympathies with literature
and artists, found beautiful expression in subtle and haunt-
ing essays. Here are delicate perception of natural beauty,
refined and restrained feeling, and an utter remoteness from
vulgarity and coarseness of texture.

Artistry such as we have been considering we are not
likely to find among the other conspicuous practitioners of
the informal essay. Chesterton’s concern has ever been with
ideas and creeds rather than with the fascinating phenomena
of unordered experience, and for the expression of his ideas,
Chesterton early evolved an almost mechanical technique of
paradox and verbal perversity which dazzled, until it dulled,
one’s powers of perception. His ingenuity in bending almost
any subject to the service of his fundamentalist creed is
extraordinary, but familiarity with that creed gives his re-
actions to whatever subject he chooses an automatic quality
that is the very antithesis of the true essayist’s spontaneous
responses. His co-worker in propaganda for Catholicism,
Hilaire Belloc, showed, in his earlier less controversial period,
a very much more real flair for the informal essay. He re-
sembles Lucas in his enthusiasm for travel and in his ability
to make bricks without straw, but his temperamental con-
tempt for the form he found it profitable to use is apparent
in the trifling titles of his numerous collections of essays.
An absolutist creed is not the best foundation for an activity
so subjective and relativistic as the writing of informal essays.

The essays of Philip Guedalla are in the mode of unflagging
brilliance established by Chesterton. But Guedalla’s taste
for the momentary explosiveness of the epigram unfits him
for the subtle modulations of the essay form. His triumphs
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are those of isolated sentences, the deft manipulation of
literary allusions, and elaborate witticism in the manner of
a minor Beerbohm. Less verbally brilliant but intellectually
more serious are the ventures into essay writing of Aldous
Huxley, whose intellectual plasticity and skill in stating a
variety of attitudes toward the modern world combine to
make him a minor prophet of contemporary disillusionment.
Here, rather than in his novels, Huxley allows his own un-
qualified enthusiasms for art and literature direct expression.
His essays show rather more distinctly and directly than his
novels what he happens to be thinking and what, in a
generally unsatisfactory world, he can find to his liking.
Though a sensitive response to the extraordinary beauties
of the English countryside—comfortable and well-groomed,
moist and variously green—is a part of the equipment of
many a poet or novelist of importance—from Thomas Hardy
to Edmund Blunden, from Robert Bridges to Sheila Kaye-
Smith—the treatment of nature in descriptive and expository
literature is singularly infrequent. In most writers the treat-
ment of nature is incidental to the presentation of the emo-
tions associated with nature and stimulated by it, or to the
depiction of characters conditioned, sometimes fundamentally
and tragically, by the natural setting. Only one major writer
of this period, W. H. Hudson, has devoted himself primarily
to the literature of nature. A childhood and youth spent
on the South American pampas explain in part his interests
and his powers. For it was there that he developed his un-
canny powers of patient observation of the animate and in-
animate world; it was there that he attained, through close
contact with life and death in their most striking forms, his
hostility to urban civilization and to man divorced from
the influence of nature, a passionate love for all forms of
life, and a kind of radiant pantheism that lends significance
to every flower that blows. In his intense enthusiasm for
birds, there is something symbolical of his rarefied soaring
spirit, that yet remains faithful to the last morsel of observed
fact. And the scientific precision of his cbservation, the
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refinement of his spirit, the amplitude of his vision found
supreme expression in a style that is meticulous, colorful, and
luminous.

H. M. Tomlinson shares with Hudson a hostility for the
horrors of urban noise and filth, and escapes whenever pos-
sible from the routine and drab existence of the modern
white-collar worker. His acquaintance from youth with the
life of the East London wharves, his sense of exciting secret
lives hidden away in mean streets, the nostalgically romantic
love for the old, disappearing sailing vessels—all these find
winning expression in his atmospheric prose. Less individual,
more typical of a somewhat tiresome middle-aged liberalism
are his fondness for animals, his laments for youth massacred
in battle, his anti-commercialism, and his habit of arriving
at enlightened attitudes a decade after they have occurred
to the intellectual vanguard. But his is a not unimpressive
exposition of the usually repressed urge to escape the machine-
mastodon of modern industrialism.

The circumstances surrounding contemporary journalism
have made it almost obligatory for a budding novelist to
travel on commission, as Stevenson and Hearn once did, to
send home a series of travel letters, and ultimately to gather
them in a substantial or insubstantial volume. Since the
motivation is usually merely economic, and the activity,
incidental to the writer’s real work, the results are not likely
to be of permanent interest. Nevertheless, writers are per-
haps the best of travelers, since their sharpened senses seize
and note impressions that the tourist, deep in his guidebook,
will surely miss, and a professional technique triumphs over
the inexpressive mortal’s impulse to keep a diary to inflict
on his incurious friends.

It is not surprising, then, that writers like Kipling in
From sea to sea and Arnold Bennett in Those United States
should bring a modicum of their powers to bear on their
experience as travelers and create sharply etched pictures
and vigorously stated opinions of places and persons visited.
Bennett’s insatiable appetite for fact, his lack of provincial-
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ity, and his good humor make his reactions less British and
supercilious than Kipling’s. In much the same genre are
Rupert Brooke’s Letters from America, his single journalistic
venture. On a slightly lower level of journalistic enterprise
are the shrewd and malicious travel sketches of Stella Benson
in Worlds within worlds, and the semi-romantic, semi-cynical
reactions of the sprightly brothers Waugh to the twentieth-
century grand tour. More important record of more impor-
tant personalities are the accounts of Padraic Colum’s travels
in the South Seas and in his native Ireland and the scalpel
work of Aldous Huxley and D. H. Lawrence. The latter’s
feverish quest for a place where he might find himself temper-
amentally at home resulted in a series of volumes on Italy,
Sardinia, and Mexico, which are guides to the spiritual ad-
ventures of the author and intuitive appraisals of the coun-
tries in question rather than witty or reliable Baedekers
of desultory observation. A less violent and controversial
personality, the cosmopolite Norman Douglas, has found
congenial subjects for leisurely and richly cultured studies
and observations in the byways of southern Italy.

The personality of Cunninghame Graham is eminently
suited for the production of distinguished travel literature.
In him survives, as rarely in our time, the adventuresomeness
of Renaissance travel and exploration; he is a kind of aristo-
cratic buccaneer, resourceful, genuinely and not mawkishly
humane, and vigilant as a hawk for strange and characteristic
detail. Whether he writes of Morocco or old Spain, of South
America or Northern Africa, his vision, as keen and sunlit
as Conrad’s, never fails; independence and integrity are
never lost or impaired; the sense of values is never unsure.
His passion for accurate and complete observation is scientific;
his flair for the exotic, unfailing.

Two travel books of our time tower above their kind by
reason of the strange subject matter, the unique individual-
ities of the writers, and the distinction of their styles. These
books are Charles M. Doughty’s Travels in Arabia deserta
and T. E. Lawrence’s Revolt in the desert. Not merely the
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matter but the manner of the first is strange and forbidding.
The style is replete with conscious archaisms and neologisms,
and a strong infusion of usages, phrases, and figures from
the languages of Arabia. But, once allowance has been made
for Doughty’s high-handed treatment of English style, the
book is seen to be a modern prose epic, a modern Odyssey
touched with the imagination of the Arabian Nights Enter-
tainment. Lawrence’s account of his adventures in Arabia
during the World War is less colorful, less esoteric in its
stylistic appeal, but the material is almost equally rich and
rare, and the personality behind the book is as recalcitrant
and resourceful, as exotic and orientalized as that of Doughty
himself. Beside these masterpieces of contemporary ad-
venture, all the other travel literature of our time seems
suburban and uneventful.



VII. BIOGRAPHY

For an explanation of the outburst of biographical writing
that has been one of the most amazing features of contem-
porary literature, it is necessary to go farther afield than
the far-reaching and dangerous influence of Lytton Strachey.
The ““new’ biography was a conscious reaction to Victorian
biography, which seemed to hostile observers to be inartistic,
hypocritical, self-deceptive, and warped by moral earnestness
and prudery. Strachey and his followers desired to introduce
into biographical writing elements of artistry rare in it for a
hundred years, to display in it those qualities of discrimina-
tion, intelligence, and vigor characteristic of the better con-
temporary fiction. But there were other than purely artistic
motives. The contemporary period feels more strongly than
less self-conscious periods the necessity of reevaluating the
figures of earlier centuries, but of the nineteenth century in
particular. All history and, incidentally, all biography needs
to be reviewed by each generation of scholars and readers,
and the need seemed especially acute in a period that felt
itself cut off from the Victorian age by the catastrophic ex-
perience of the War and the revolutions in ethical and phil-
osophical values caused by the cumulative influence of the
modern industrial order. Moreover, the “new” biographer
recognized in the findings of analytic psychology a method of
interpretation which, however unsubstantiated, he hastened
to apply to heroic and unheroic figures in the past. That
the theories associated with analytical psychology were tenta-
tive and mutually contradictory did not prevent the rasher
and more sensational of the new biographers from applying
them as though they were the laws of the Medes and the
Persians. The ‘“‘new” biography was stimulated finally by
the marked secularization and relativism of the modern
spirit. The collapse of the holding-power of the Hebraic-
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Christian synthesis made possible a humanizing of biography
inadvisable (except perhaps in the eighteenth century) in
periods when divine sanctions and promptings seem easy
assumptions for the biographical hagiographer. Moreover,
as Harold Nicolson suggests in The development of English
biography, a loss of interest in spiritual values enhances an
interest in human values, and curiosity uninhibited can feed
at will among the tombs of the great and near-great.

The aims of the new biography were the aims of truth and
of art. Now, for the first time, biographers felt free to tell
the truth and nothing but the truth about historical figures
concerning whom hero-worship, prudishness, or common de-
cency had hitherto concealed the less admirable aspects.
Furthermore, the new biographers, under the standard of
Lytton Strachey, set themselves to transform biography
from the commemorative monument to the sprightly dra-
matic portrait. The new biography followed closely the tech-
nique of contemporary fiction in the selection of material
so as to create an effect of singular unity, in the elimination
of irrelevancies and dullnesses, in the creation or recreation
of character by all the devices known to the novelist, and
in the achievement of a rapid, colorful, spirited, and at best
urbane and witty style.

Lytton Strachey was eminently suited to be a standard
bearer for the new biography. By both temperament and
culture, he was prepared to lead a reaction against Victorian-
ism. His temperament was cool and ironical, elegant and
urbane. He preferred the characteristically French qualities
of classicism, realism, and skepticism to what he regarded as
the characteristically English qualities of romanticism, rhe-
toricism, and mysticism. Moreover, his prolonged critical
studies had individualized his style and refined his powers of
human analysis to such a degree that, when he came to his
major work, the biographical, his weapons were sharp, and
his manipulation of them was skillful.

But Strachey’s detachment was not so perfect, nor his
technique so impeccable as one would wish. Under an ap-
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pearance of impartiality, his Eminent Victorians was as bi-
ased by hostility as earlier accounts of his victims had been
biased by favor. His Queen Victoria was a much more suc-
cessful fulfillment of his avowed aims, for it deftly synthe-
sized the great period through its focus on the evolution of
the Queen’s personality, and revealed an attitude toward
his subject, not strictly impartial, but more generous, not
to say admiring, than that of his earlier book. In this book,
besides, he came near to perfecting an elegant style that is
at once picturesque and ironical, that handles the clichés of
the Gibbonian style with a touch of insincerity that gives
his canvas the grandiose unreality of Winterhalter’s historical
paintings. In Elizabeth and Essex he was far less happy.
The period was one in which his spirit was least at home; in
the presence of Elizabethan vitality and extravagance he lost
his cool and classical restraint. Here the thinness of his
historical research is more noticeable; manner becomes man-
nerism, and the addiction to epithets like preposterous and
ambiguous suggests weariness, and the clichés untouched by
irony lapse into banality. Moreover, Strachey’s incautious
use of the interior monologue to indicate motivation or to
analyze character is as unhistorical as the orotund speeches
of the Roman historians. But his biographical writing pro-
ceeded from a consistent though complex point of view, and
a revival of interest in Victorianism has, paradoxically, fol-
lowed the brilliance of his recreation and the violence of his
abuse of it. Unfortunately, it has been less easy for the
younger writers to imitate Strachey’s unobtrusive virtues
than his more conspicuous vices. His flippancy and sexual
innuendo, his dependence upon a modicum of information
and research, the novelistic heightening of climax and scene
were more easily imitable than his irony and elegance, his
urbanity and civilization.

Apart from the work of Strachey, perhaps the most bril-
liant biographical work of the period has come from the pen of
Philip Guedalla. His special field of interest, like Strachey’s,
is the nineteenth century, but his attitude toward it is more
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sympathetic and understanding than Strachey’s, and his
historical research is far more thorough and dependable.
He carries on the Macaulayan tradition in his flair for the
historically allusive panorama, his weakness for the grand
style, and the amplitude of his information. His famed
epigrammatism is more formal than Strachey’s insidious
irony, and owes not a little to Macaulay’s terse rhythms,
though it has a modern flippancy that the latter would hardly
countenance. More closely under the influence of Strachey
is the altogether too scanty work of Harold Nicolson, who
belongs, however, to the biographical critics rather than
with the critical biographers.

From a point of view utterly antithetical to Strachey’s
come the multitudinous historical and biographical writings
of Hilaire Belloc. From the standpoint of an aggressive
controversial Catholicism, and out of a deep hereditary sym-
pathy with the Continental view of English history and
temperament, Belloc has rewritten the history and the biogra-
phy, especially of the Reformation and the Renaissance, with
vigor and vividness rather than with complete persuasiveness.

Other writers have attempted, with varying success, to
introduce into biographical writing the new psychology and
the new artistry. Of these may be mentioned the psycho-
biographical studies of Hugh I’Anson Fausset and Edgell
Rickword’s astute and persuasive study of Rimbaud. A
blend of the traditional and conventional methods is appar-
ent in the books of Osbert Burdett and John Drinkwater,
whose biography of the American film magnate, Carl Laemmle,
established a new low in the commercialization of biographical
writing.

Less experimental and less conspicuous perhaps is a con-
siderable body of biographical writing in which kindlier feel-
ings and less sensational methods are employed. Here must
be mentioned Barrie’s tasteful and deeply moving portrait
of his mother, Margaret Ogilvy, Viola Meynell’s subtle
evocation of the personality of her mother, Alice Meynell,
Percy Lubbock’s sensitive portrait of Mary Cholmondeley,
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Robert Bridges’ decorously reminiscent Three friends, and
Max Beerbohm’s tenderly fraternal Herbert Beerbohm Tree.
Cunninghame Graham’s historical and biographical studies
of the Spanish conquistadors have the qualities of independ-
ence, gusto, and deep intimate knowledge of exotic subjects
that we associate with the work of this writer in other
genres.

Contemporary autobiography has been less ample in
amount (although its amount is portentous) and higher in
quality than much of the biographical writing we have just
considered. Many of the forces that have encouraged the
writing of biography have operated equally upon autobio-
graphical writing. The scalpel of analytical psychology could
be turned upon oneself and one’s contemporaries as well as
upon figures of history. The dropping of reticences, the frank
acknowledgment of weaknesses and delinquencies, the viola-
tion of inhibitions have produced in autobiography an hon-
esty rare since the eighteenth century. Moreover, the urge
to set down one’s experience and to attempt an estimate of
its significance has been strengthened by the widespread
conviction that persons in this age have seen one world pass
and another world struggle toward birth. The remoteness
and almost idyllic quality of the prewar world, its optimism
and ingenuousness, seen from the point of disadvantage of
the postwar world, softened by the idealizing power of time,
and made poignant by nostalgia, seemed to demand recording
lest it slip forever beneath the threshold of memory. In
addition, the nightmares and magnificent exaltations of the
war years, the vanished sense of a wide commonalty in devo-
tion and experience, the postwar collapse into disillusionment
and futility became subjects de rigueur for the contemporary
autobiographer.

To the recording of the men and events he had seen, the
contemporary autobiographer applied something of the new
artistry of biography. He was no longer content to record
his experience in shapeless memoirs or fragmentary and in-
coherent diaries. On him, as upon the biographer, was
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forced the need for selectivity, shapeliness, grace and ele-
gance, vigor and beauty of style. It is not surprising then
that contemporary autobiography should have taken over
many of the technical devices of fiction or that, in instances
like Sassoon’s Memoirs of a fox-humting man and Harold
Nicolson’s Some people, autobiography should have assumed
a transparent guise as fiction.

Distinction in autobiographical writing depends, however,
not on the artistry borrowed from the novelist or sensational
and extraordinary events or elevation of birth, but upon
the quality of the autobiographical personality. Even if
we grant unusual experience in travel or in personal or pro-
fessional contacts, we shall not find real distinction in auto-
biographical writing except in an approximation to the ideal
nature of the autobiographer. He must be honest or com-
municate an impression of honesty; he must be frank about
the foibles and deficiencies not merely of others but of him-
self. He must be, not only alert in his observation of persons
and places, but endowed with an unusual capacity for pen-
etrating the motives of himself and others, and for analyzing
his own and others’ natures and personalities. The richnesses
proffered by his attentive memory may very well be spiced
with a little malice or seasoned with egoism.

Perhaps the most perfect autobiographer of our time was
the confessional George Moore. His early ventures in this
form, Memoirs of my dead life and Confessions of a young man,
are dated by their overt intention of horrifying the bourgeois
with tales of artists’ life on the Continent, but Moore’s really
magnificent autobiographical work was done at a later period
when his touch had become more subtle, his manner less
conspicuously controversial, and his style modulated to long-
sought perfection. In Hail and farewell, Moore had an ideal
subject in his relations with the major figures of the Irish
literary renaissance, and, although his account of that move-
ment is by no means complete, systematic, or unbiased, the
digressions into discussions of music, painting, literature, and
Continental architecture are wonderfully rich and valuable.
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After a prologue in which Moore paints a tender but shrewdly
analytical picture of the Ireland he had known as a young
man, he goes on to create a series of portraits, rendered not
photographically but with the revealing analysis of an artist,
of Yeats and Lady Gregory, A. E. and Edward Martyn,
and many a minor figure of Moore’s life in London and Ireland
and on the Continent. But Moore is naturally adroit, not
merely in the creation and interpretation of character but in
his evocation of setting and the play of mood, feeling, and
thought over places and persons that have stirred him. The
style has the quality of wonderfully subtle monologue, the
monologue of an immensely cultivated, always witty, occa-
sionally malicious and indecent, uncannily observant man,
who is at the same time a supreme artist in words.

But Moore is not the only writer who has found in the
Irish literary renaissance material for autobiographical treat-
ment. Yeats with little enough of malice and with more
generosity has written of his own share in the revival, his
earlier days in London, his dabblings in the esoteric, his
contacts with Synge, in prose almost as elusive and unprosaic
as his most unearthly lyrics. Lady Gregory offered in Our
Irisk theatre a personal, pleasantly unsystematic account of
her relationship with the national drama, and in Coole de-
scribed with wonderful charm and tenderness the home in
which she had nourished and encouraged so much literary
production. Katherine Tynan Hinkson also drew from her
long experience material for many volumes of reminis-
cences, rich in tolerance but stabilized by an ardent Cathol-
icism.

The prewar world had, of course, a thousand shapes and
forms, but contemporary biographers agree in their nostalgic
feeling for its evanescent stability. So Maurice Baring re-
creates its diplomatic and cosmopolitan spheres in The puppet
show of memory, and Norman Douglas reveals cosmopolitan-
ism and sophistication of a less conventional sort in the
whimsically incoherent plan of Looking back. Narrower in
experience and outlook is Percy Lubbock, who invokes with
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amazing detail the leisurely, unproblematical life centering
in Earlham, the country estate that gives its name to his
most distinguished book.

More alien scenes viewed nostalgically or passionately
furnish the subject matter of several other pieces of distin-
guished autobiographical writing. Conrad was perhaps the
least temperamentally suited of novelists for autobiographicai
writing, but Some reminiscences, with all the seeming per-
versity of his most mannered novels, produces a wayward
but illuminating account of the alien background of his
early experience. W. H. Hudson’s training in microscopic
observation of wild life and exotic settings stood him in good
stead in his account of his South American boyhood in
Far away and long ago and in the semi-fictitious Little boy lost.
On his experiences in quest of health in Africa, Llewelyn
Powys was able to draw, in his painfully naturalistic sketches,
Ebony and ivory and Black laughter, where the sense of his
own personal fragility is set starkly and almost tragically
over against the superabundant life and imminent death of
the African wilds.

For slightly younger writers, the War has proved the climax
of their own experience and that of their generation, and
probably the finest expression of the British experience under
arms is to be found in autobiographical accounts from liter-
ary or unliterary men. Siegfried Sassoon was old and sensi-
tive enough to distill the quality of county fox-hunting life
in his Memoirs of a fox-hunting man. His delicacy of sensibil-
ity makes his accounts of cricket, fox hunting, and horse
racing not merely physically but spiritually evocative. The
conflicts of spirit induced by his military experience are
faithfully and poignantly revealed in his Memoirs of an in-
fantry officer. His friend, Robert Graves, temperamentally
more controversial and individualistic, in Good-bye to ail that,
drew an arresting, if not altogether winning, self-portrait,
and wrote an acrid and contrary account of his prewar and
wartime experiences. A more balanced version of what the
War meant to another spirit, more subdued and convention-
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ally British than either Sassoon or Graves, is to be found in
Edmund Blunden’s Undertones of war.

Finally, the Journals of Arnold Bennett must be com-
mended for their voluminousness, their frank account of his
interests and enthusiasms, his sturdy robust materialism and
coarse-grained vitality. They constitute a fuller record of
the activities and preoccupations, the tastes and multitudi-
nous contacts of a modern professional man of letters than
any others that have achieved print in our time.



VIII. CRITICISM

The fact that no attempt has hitherto been made to survey
contemporary British criticism since Orlo Williams’ sketchy
Contemporary criticism of literature (1924) is profoundly indic-
ative of the lack of English interest in a phase of literary
expression as significant as the creative. This singular defi-
ciency, unparalleled in any other country in Western Europe
or in the United States, is, in all probability, due to the
British distrust of general ideas regarding the arts, their lack
of curiosity about them, their easy habit of mistaking chatter
about books for significant analysis, description, or evalua-
tion. In consequence, most British critics are themselves
unaware of the critical creed that is the foundation of their
activity, and their readers are even more unconscious of
the ethical or aesthetic implications of the casual utterances
of their favorites. Contemporary British critics are unaware,
not only of their own critical aesthetic creeds, but of the
category to which their work belongs or the colleagues who
spiritually or temperamentally are their fellows. As a result,
one finds nothing of that lively polemical controversy be-
tween schools and creeds that has cleared the atmosphere
in contemporary American criticism.

One looks in vain in English criticism for such strenu-
ous combats as the humanist-naturalist or the aesthetic-
sociological controversies. To be sure, the reviewing of
scholarly publications, led by the authoritative T'imes literary
supplement and imitated successfully by such organs as The
Manchester guardian and The London observer, contrasts
sharply with the situation in America, where the reviewing
of scholarly publications is confined to highly specialized
journals. But, when one looks for equally authoritative
pronouncements on creative publications, his expectation is
bound to be disappointed.

100
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Yet, despite the individualistic and impressionistic nature
of most English literary criticism, it is interesting to attempt
some sort of classification of the most prominent or produc-
tive critics; and with no intention of imitating a critical
Procrustes, we shall consider the most conspicuous critics as
allied, even though vaguely or unconsciously, to one or an-
other of the following types of criticism: aesthetic, historical,
biographical, or sociological.

In view of the English critics’ lack of interest in abstract
ideas or in the philosophy of art and literature, it is not sur-
prising that the contribution of contemporary criticism to
theoretical aesthetics has been disappointingly slight. Numer-
ous critics, to be sure, have emitted theoretical obiter dicta,
but these can hardly be taken seriously or systematically.
Possibly the most active critic in this direction is Lascelles
Abercrombie. The philosophical bent of his creative activity
in poetry furnishes an excellent background for his essentially
professorial utterances in An essay towards a theory of art
and Romanticism. Contemporary British criticism has been
much more fecund in the closely allied field of aesthetic tech-
nique, to which, indeed, Abercrombie has contributed Te
principles of English prosody. It has made much more vital
progress in the study of technique than in any other form of
critical activity. To this field belong Robert Bridges’ studies
of classical and English prosody, his championship of Gerard
Manley Hopkins, and his absorbed interest in refinements of
rhythm and language. In this category we also find Percy
Lubbock’s study of the point of view in fiction in The craft
of fiction, E. M. Forster’s individualistic but professionally
authoritative Aspects of the novel, and George Moore’s incisive
and disillusioned comments, particularly in Conversations in
Ebury Street, on the technical deficiencies of novelists, con-
temporary and otherwise. More theoretical than technical
are his comments on pure poetry, in the Anthology of pure
poetry which he fastidiously selected. A companion to Moore
in contemptuousness, if not in discrimination, is Robert
Graves, whose own evolution in poetic technique has been
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accompanied by a series of technical-theoretical discussions
of the nature of poetry and poetic craftsmanship. Despite
their astringencies and egotistical insolence, his collaborations
with Laura Riding, 4 pamphlet against anthologies and A
survey of modernist poetry, furnish valuable guides to the
radical point of view in the criticism of poetry.

On the uncertain margin between aesthetics and psychology
is the tremendously influential work that is being done by
critics concerned primarily with an analysis of the experiences
stimulated by art. A pioneer of this type of critical observa-
tion and analysis is Vernon Lee, whose studies of the doctrine
of empathy and the significance of physiological rhythm
have not had the influence they deserve. The contemporary
leader in this type of work is I. A. Richards, who is, with
the possible exception of T. S. Eliot, the most influential and
fructifying of current critics. Richards is primarily concerned
with the study of the processes of comprehension and evalua-
tion. On the first process, he has thrown an amazing light
by distinguishing the obstacles, whether sensory, emotional,
or intellectual, to comprehension, and in his consideration of
evaluation he has protested against the isolation of the value
commonly known as aesthetic, and argued for the integration
of all values, aesthetic and moral, technical and intellectual,
as they are or are not compellingly embodied in the work
under scrutiny. Richards’ value-theory of the arts not merely
corrects inadequacies common to most critical processes,
but, if widely understood and accepted, will harmonize the
conflict between aesthetes and moralists, and redeem con-
temporary criticism from the trivial and doctrinaire. Work
somewhat similar to Richards’ has come from the skilled
hand of Herbert Read, but his influence is most apparent in
such less urbane analysts as William Empson and F. R.
Leavis. Leavis’ New bearings in English poetry applies
Richards’ critical technique to the defense of a somewhat
arrogantly advanced point of view.

The aesthetic critic who is something more than a psycholo-
gist is concerned with the work of art primarily as a work of
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art and not as a sociological or psychological document. His
purpose is, on the one hand, appreciation, and on the other,
evaluation or appraisal. But to the aesthetic fold belong a
variety of critics, from the austere classicist to the exuberant
romanticist and delicate impressionist. The classical critic
of the aesthetic variety, as the American Irving Babbitt
wrote, ‘“‘must rate creation with reference to some standard
set above his own temperament and that of the creator. . . .
He will begin to have taste only when he refers the creative
expression and his impression of it to some standard that is
set above both.” That standard he finds in the great works
in the past, preferably in the Greek and Roman classics, but
also in the admittedly great works in the English or Conti-
nental tradition. The leader in aesthetic criticism of the classic
sort is the Anglo-American T. S. Eliot, who has moved crit-
ically from the absolutist position he maintained in The
sacred wood to that of the conventional critical classicist.
His growing political and religious conservatism has paralleled
his aesthetic conservatism. His function in criticism, like
that of Matthew Arnold, whose pontifical manner he affects,
is that of redefining the values of such great figures of the
past as Dante, Donne, and Shakespeare, to their own age,
but more particularly to our own. He is thus on the very
verge of historical criticism, though his scholarly equipment
is too meager, and his attitude toward literature too doctrin-
aire, to make him the perfect historical critic. But his capacity
for subtle analysis, his adroit, not to say sophistical, handling
of ideas, and the widely admired lucidity and severity of his
prose style combine to make him one of the most distinguished
of contemporary critics. Temperamental rather than phil-
osophical conservatism is apparent in a number of minor
critical works of the period, such as Clemence Dane’s Tradi-
tion and Hugh Walpole, Rose Macaulay’s The novel and
Myr. Robinson, Hugh Walpole’s The English novel, and the
feeble Victorianism of Alfred Noyes’ Aspects of English po-
etry. But no disciple worthy of Eliot’s influence has as yet
appeared, although something of his severity without his
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impeccable taste appears among the contributors to the
critical symposia, Scrutinies, edited by Edgell Rickword.
Still within the aesthetic fold but at the opposite extreme
to the traditionalists and the classicists are the impressionistic
critics. Like the classical critic, primarily concerned with the
artistic value of the work under inspection, the impressionistic
critic finds the standard of judgment within himself, in either
his sensations or his exquisite personal taste. ‘“To have
sensations in the presence of a work of art and to express
them, that is the function of Criticism for the impressionistic
critic”’—such is J. E. Spingarn’s statement of the creed.
Unlike classicism, which is absolutist in tendency and sympa-
thy, impressionism is relativistic in theory and practice, and
is allied historically with the romantic decadence of the later
nineteenth century. Its chief living exponent in contempo-
rary British criticism, Arthur Symons, took over the main
tenets of his critical creed from his master, Walter Pater,
substituting for the ““powers,” which the former found various
works of literature to express, “forces,” which it is the con-
cern of criticism to distinguish. Actually, Symons is con-
cerned with the description of the sensations and emotions
that works of art induce in him rather than with evaluation
and judgment. The experiences he is open to are conditioned
directly by his temperamental sympathy with the decadent,
the macabre, and sinister (in contrast to the decorous in-
hibited temperament of Pater). Consequently, Symons is
at his best when his subject is a temperamentally appealing
city or painting, artist or actress, an ambiguous figure like
Wilde or Baudelaire, and at his weakest, when he ventures
upon specific judgments in most of which time has proved
him wrong. The measure of the impressionistic critic’s
achievement is, after all, his temperament, and Symons’ is
too ninetyish not to seem distinctly anachronistic nowadays.
Among dozens of writers less temperamentally distinct
than Symons, less titillated by the decadent identification of
ecstasy and sin, impressionism flourishes, because it is not
only personal but aesthetically irresponsible. The result is
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that, unless the personality behind the criticism takes on
some definiteness, the critical activity itself seems to pro-
ceed in the complete absence of principles. Contemporary
book reviewing, as illustrated by such writers as Sir John
Squire and Gerald Gould, serves for little more than to
exhibit such writers’ safe and sane mediocrity of taste and
the tiresome cheerfulness of the hearty Briton.

Certain personalities, however, emerge, if precariously,
from the welter of impressionism in contemporary English
criticism. The personal essayist, Robert Lynd, has managed
to carry over into the field of criticism some of the qualities
of enthusiasm and charm that mark his essays, and Sir Arthur
Quiller-Couch holds forth on literature of any period with a
gusto and vigor that leave no doubt as to his hearty manli-
ness, even though a shortage of facts makes his scholarship
suspect. But as long as English critics agree that to take
criticism seriously is not quite sporting, English criticism is
likely to remain on the level of cultivated chatter.

As one passes from the field of aesthetic criticism to the
field of historical criticism, one becomes aware of even greater
poverty. It is not easy, to be sure, to apply historical methods
to contemporary literary phenomena, but the English show
themselves vastly less courageous than French, or German,
or American critics in their attempts to survey the field of
contemporary literature, and to lay the foundation for crit-
ical work to be done when time has given a perspective on
current literary activity. For the historical presentation of
contemporary literature one must turn to such foreign critics
as René Lalou, Friedrich Wild, or the Anglo-American J. W.
Cunliffe.

In contrast to such excellent attempts at critical pioneering,
the English efforts are slight and timorous. Harold Williams’
Modern English writers is not so much a pageant as a proces-
sion of pen sketches of innumerable writers, closing with 1914.
A. C. Ward has made a valiant attempt to clear paths
through the jungle of contemporary literature in his Twen-
tieth century literature and The nineteen-twenties, but the
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elementary audience to which his lectures were addressed dis-
couraged intellectual range and inhibited his judgments. The
best work of a historical-critical sort appears in such studies
of special phases of contemporary literary history as Holbrook
Jackson’s The eighteen-nineties, A. E. Morgan’s The Irish
renaissance, and the Hiberno-American Ernest Boyd’s The
Irish literary renaissance. ‘But the vogue of critical impression-
ism and the absence of any vigorous interest in general
aesthetic ideas have combined to frustrate any satisfactory
attempt at a synthesis of contemporary literature.

Historical criticism is only slightly richer in the more
restricted fields of the literary genres; here, too, much work
remains to be done. Despite a number of collections of critical
essays on contemporary British novelists, some of them of
very high quality, the British have left the task of writing
the history of the contemporary English novel to French,
German, and American critics. English critics, apparently,
find it less laborious to gather a sheaf of trivial papers, like
Gerald Gould’s The English novel of today or Elizabeth Drew’s
The modern novel, than to construct a systematic historical-
critical narrative.

The same situation obtains in the criticism of contemporary
British poetry. There have been slight and inconsequential
collections of essays on contemporary poets, like Harold
Munro’s Some contemporary poets, Mary S. Sturgeon’s pedes-
trian Studies of conmtemporary poets, or Charles Williams’
sensitive if somewhat perfunctory Poetry at present. But the
history of contemporary British poetry is yet to be written.

In the field of the drama, there is a plethora of volumes of
reviews inevitably unsystematic and impressionistic. Alto-
gether too often, as in such collections of reviews as those
of Ashley Dukes and James Agate, the pretentious titles
conceal journalism of a transitory and fugitive nature. Occa-
sionally, as in Shaw’s Dramatic essays and opinions, such
criticism becomes historically and critically important, be-
cause it is written from a definite and conscious, though
wrong-headed, point of view. The value of a point of view}
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in dramatic criticism is further illustrated in Storm Jameson’s
astonishingly invigorating if exasperating Modern drama in
Europe. Hostile as Miss Jameson is to the naturalism of
a mean-spirited age, arrogant as her youthful judgments
inevitably are, she has treated her subject with both light
and heat. More academic, and therefore more trustworthy
are such narrower surveys as A. E. Morgan’s Tendenctes of
modern English drama, and J. W. Cunliffe’'s Modern English
Playwrights.

Historical criticism of earlier periods of English literature
suffers, in England as in America, from the unhappy sever-
ance of the scholar and the man of letters. In Britain, per~
haps, the abyss is somewhat less wide than in the United
States. But the critical activity of men like George Saintsbury
and Sir Edmund Gosse tends to take on a purely aesthetic
interest as the years bring to light the deficiencies of their
scholarship. Saintsbury took all literature for his province,
and wrote of all, or most of it, with tremendous gusto and
enthusiasm, in an atrociously mannered and tiresomely play-
ful style. Sir Edmund Gosse, with more trepidation, limited
the field of his interests, and disported himself there with
greater grace if less vitality. But these figures of an older
generation serve but to mark the definite break between
scholarly historical criticism and literary historical criticism.
Scholars like W. W. Greg, Sir Edmund Chambers, and
R. B. McKerrow do not so much write as lay facts end to
end, while a scholarly amateur like Virginia Woolf writes
historical criticism that is imaginatively evocative and im-
perfectly reliable. It has remained for the Frenchmen Emile
Legouis and Louis Cazamian to produce the only readable
and scholarly history of English literature within our time.

A subdivision of historical criticism, biographical criticism,
has received some attention in these days. Some of the forces
operative in stimulating a revival of biography have carried
over into the field of biographical criticism. In both fields,
there have been the urge to reconsider and to reévaluate the
status and the significance of notable figures in earlier periods,
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and the temptation to apply to these same figures the scalpel
of psychoanalysis. Perhaps the most brilliant work on the
borders of biography and criticism is that done on Tennyson
and Byron by Harold Nicolson under the stimulating influ-
ence of Lytton Strachey. Here, too, belongs J. Middleton
Murry’s most important critical work, since his study of the
relationship between Keats and Shakespeare is after all an
attempt to lay bare the processes of Keats’s mind and im-
agination, and his interpretation of D. H. Lawrence in Soxn of
woman, however vitiated by his own unhappy personal rela-
tionship with his subject, is psychobiographical in nature.
Hugh Fausset’s critical studies of Keats and Tennyson,
Donne and Wordsworth, though less acute perhaps than
those of Nicolson and Murry, attempt biographical rein-
terpretations of these figures in the light of modern psychol-
ogy. Fausset, to be sure, carries over from the older mode of
criticism not a little of the idealistic attitude toward literature
that is one of the stigmata of the romantic critical tradition.
Rebecca West, stylistically more brilliant than Fausset, is
equally concerned with literature as a sort of secretion of
personality.

The common factor in the attitudes of the sociological
critics of literature is their conviction that literature is to
be judged in relation to life and as a representation of life.
The object of their criticism is to estimate and interpret the
work as a more or less perfect representation of what the
critic believes life is or should be. The concern is obviously
not with literature as art, but with literature as mirrored
experience. It is inevitable, therefore, that the most impor-
tant element in the activity of a sociological critic is the
particular conception he holds of what life is or should be.
It is on the basis of these varying conceptions that critics
of this variety can best be discussed.

The liveliest critical representative of the conservative
attitude toward life and literature is G. K. Chesterton. Like
the true sociological critic, Chesterton is rarely concerned
with the merely aesthetic aspect of his subject, although as
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an indefatigable journalist, he indulges in incidental aesthetic
judgments that have their own professional interest. What
he is concerned with is whether or not an author’s reading
of life is, according to his views, sound. Consequently in
Heretics, he considers not the artistries of Kipling or Pater,
Moore or Wilde, but the soundness or unsoundness of his
subjects’ interpretations of life. From the point of view of
his staunch theological and ethical fundamentalism, he is
able, with the glittering lance of his paradoxes, to pierce many
a weak point in the modernist armor. But Chesterton is at
his best in his treatment of a writer like Dickens, with whom
he is temperamentally rather than theologically sympathetic.
He is acutest of all perhaps in his study of Bernard Shaw,
with whose Protestant and Puritan tradition he is thoroughly
familiar if unsympathetic. But criticism in Chesterton is
capable of few surprises that are other than verbal, since his
absolutism does not make for flexibility of judgment.

Wyndham Lewis’ reading of life is by no means easy to
disentangle from the verbiage which obscures it, but certain
features of that view of life imply an aesthetic toryism some-
what akin to Chesterton’s conservatism. Like Chesterton,
he is hostile to the vagaries of romanticism and sentimental-
ism. He is anti-democratic, anti-humanitarian, and anti-
primitive. With tiresome rhetoric, he expounds his devotion
to the eternal rather than the merely timely, his conviction as
to the supreme importance of art, and his arrogant contempt
for poetasters and literary bohemians.

The absolutist nature of Chesterton’s conservatism is ut-
terly alien to Havelock Ellis’ eclectic liberalism. Ellis, in all
the phases of his literary and scientific work, has been con-
cerned with freeing the spirit of mankind from intellectual
and social bondage to obscurantism. His ideal of controlled
and rhythmic life involves a preliminary liberation from the
bonds of superstition and prejudice. Critically, therefore, he
has been attracted toward spirits, like Casanova or Whitman,
who have liberated themselves from the master-inhibitions
of their contemporaries; or angry prophets, like Ibsen or
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Nietzsche, denouncing the snares of conventional and sterile
morality; or men, like Tolstoi or St. Francis, who have carried
out their vision of life in startlingly direct action.

Critical radicalism is observable in the scattered critical
writings of Bernard Shaw. As artist and thinker, Shaw has
held that literature should serve some moral or social end,
and in his espousal of Brieux and in his campaign in The
Saturday review against the moribund drama of the late
nineteenth century, he shows his eagerness for socially useful
literature. Though Shaw’s wit and his tactical ingenuity
make his enthusiasms for really dead issues still inspiring,
his impatience with merely aesthetic considerations relegates
his critical work to one of the bypaths of literary critical
history.

The final impression left by contemporary British criticism
is of brilliant and individual achievements in a morass of
impressionism, on the verge of a dead sea of indifference to
general aesthetic considerations. There is little or no aware-
ness of schools or the significance of creeds; instead, critical
individualism, occasionally of a very high, but more fre-
quently of a low and trivial order, flourishes. Contemporary
England needs great critics; it has not yet been able to
produce one.
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Lascelles Abercrombie, 1881-1938

Born at Ashton-on-Mersey, Cheshire. Educated at Malvern
College and Victoria University, Manchester, where he received
a strongly scientific training. At the beginning of his career, he
worked for a Liverpool newspaper writing leaders for a year. With
Wilfrid Gibson and Walter de la Mare, he was a beneficiary of
the literary estate of Rupert Brooke (gg.r.). During 1919-22
he was Lecturer in Poetry, University of Liverpool; 1922-29, Pro-
fessor of English Literature, University of Leeds; 1931-32, Lec-
turer in Fine Arts (poetry) at Queen’s University, Belfast. Since
1929 he has been Hildred Carlile Professor of English Literature,
University of London.

His most important recent work has been in constructive criti-
cism, developing a theory of literary art. His Romanticism is based
on a series of lectures delivered at Birkbeck College; Progress in
Literature was the Leslie Stephen Lecture at Cambridge, 1929. In
1931, he edited New English poems, a miscellany of verse never
before published. He is the only poet to be included in the “Oxford
Poets”’ series during his life time. He died on October 27, 1938.

For critical comment, see the Poetry and Criticism sections ot
the Survey.

BIBLIOGRAPHY
Poems
Interludes and poems, 1908; Mary and the bramble, 1910; Em-
blems of love, designed in several discourses, 1912; Twelve idyls and
other poems, 1928; * The poems of Lascelles Abercrombie, 1930.!

Plays

The sale of Saint Thomas, 1911; Deborah, a play in three acts,
1013; Four short plays, 1922 (The adder; The staircase; The
deserter; The end of the world); Phoenix, tragicomedy in three
acts, 1923; * The sale of Saint Thomas, in six acts, 1930 (pub. in
part, 1911).

1 Throughout the Bibliographies, the asterisks preceding titles indicate
works that seem especially worthy of the reader’s attention.
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Prose Dialogues
Speculative dialogues, 1g913.

Studies and Criticism

Thomas Hardy, a critical study, 1912; The epic, 1914; Poetry
and contemporary speech, 1914; * An essay towards a theory of
art, 1922; Communication versus expression in art, 1923; Prin-
mpl& of English prosody, 1923; Stratford-upon-Avon, report on
future development, 1923 (with Patrick Abercrombie); The theory
of poetry, 1924; * The idea of great poetry, 1925; * Romanticism,
1926; Drowsie frighted steeds, 1928; Progress in literature, 1929;
A plea for the liberty of interpreting, 1930, Colloquial language in
literature, 1931; Revaluations, studies in biography, 1931 (with
others); Poetry, its music and meaning, 1932; Principles of literary
criticism, 1932.

STUDIES

Agate (1924) Maynard
Authors Monro
Cumberland (SDM) Morgan
Cunliffe I\ewbolt (NPH)
Cunliffe (TC) Nicoll
Designed Sturgeon
Ellehauge Thouless

t Gawsworth ? Vines
Glaymen Walkley (MP)
Hannam-Clark Williams
Jones Williams (PP)

Lucas
A.E. or E, pseud. Sece George William Russell

Richard Aldington, 18g2-

Born in Hampshire of prosperous middle-class parents. Edu-
cated at Dover College and London University. Began writing
when fifteen and at first rewrote manuscript eight or ten times;
now he composes on a typewriter and finds it necessary to make
but few corrections. Does not write at any fixed time, though
he prefers the morning hours for creative work. He believes he
has read too much to be influenced by the writing of other people.

! Throughout the Bibliographies, a dagger (1) before a critical Study
indicates that the Study contains a bibliography or bibliographical
information.
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His Death of a hero was finished in fifty-two days, the final chapter
being done at one sitting. In 1913, he married the American poet,
“H.D.” He was an editor of The Egnist, 1914-17. Served in the
army during the World War and afterwards became critic of
French literature for the London Times literary supplement. He
has numerous translations to his credit and edited The Broadway
library of eighteenth-century French literature.
For critical comment, see the Poetry section of the Survey.

BIBLIOGRAPHY

Poems

Images (1910-1915), 1915 (Am. ed., Images old and new, 1916);
The love poems of Myrrhine and Konallis, a cycle of prose poems
written after the Greek manner, 1917 (1926 ed., with additions,
The love of Myrrhine and Konallis); Reverie, a little book of
poems for H. D., 1917; Images of war, 1919 (new enlarged ed.,
1919); Images, 1919; Images of desire, 1919; * War and love (1915-
1018), 1919; Exile and other poems, 1923; * A fool i’ the forest, a
phantasmagoria, 1925; Collected poems, 1928; Hark the herald,
1928; The eaten heart, 1929; * A dream in the Luxembourg, 1930
(Am. ed., Love and the Luxembourg); The poems of Richard
Aldington, 1934.

Short Stories

At all costs, 1930; Last straws, 1930; Roads to glory, 1930;
Two stories, 1930 (Deserter; The lads of the village); A war story,
1030; Stepping heavenward, a record, 1931; Soft answers, 1932.

Novels

* Death of a hero, a novel, 1929; The colonel’s daughter, a
novel, 1931; All men are enemies, a romance, 1933; Women must
work, 1034.

Translations

The poems of Anyte of Tegea, 1915; Latin poems of the renais-
sance, 1915; Teternikov, Fedor K. The little demon, by Feodor
Sologub, pseud., 1916 (trans. with John Cournos); Greek songs in
the manner of Anacreon, 1919; The poems of Meleager of Gadara,
1920; Goldoni, Carlo. The good-humoured ladies, a comedy, 1922;
Cyrano de Bergerac. Voyages to the moon and the sun, 1923;
French comedies of the XVIIIth century: Regnard. The residuary
legatee, Lesage. Turcaret . . . Marivaux. The game of love and
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chance, Destouches. The conceited count, 1923; A book of “char-
acters” from Theophrastus, Joseph Hall, Sir Thomas Overbury,
Nicolas Breton, John Earle, Thomas Fuller, and other English
authors, Jean de La Bruyére, Vauvenargues, and other French
authors, 1924; Custot, Pierre. Sturly, 1924; Laclos, Pierre A. F.
Choderlos de. Dangerous acquaintances (Les liaisons dangéreuses),
1924; The mystery of the nativity, translated from the Liégeois of
the XVth century, 1924; The fifteen joys of marriage, 1926; Vol-
taire, Frangois M. A. de. Candide and other romances, 1927;
Voltaire, Frangois M. A. de. Letters of Voltaire and Frederick the
Great, 1927; Benda, Julien. The great betrayal (La trahison des
clercs), 1928 (Am. ed., The treason of the intellectuals); Fifty
Romance lyric poems, 1928; Remy de Gourmont, selections from
all his works, 1928; The Decameron of Giovanni Boccaccio, 1930;
Euripides. Alcestis, 1930; Gérard de Nerval. Aurelia, 1930; Medal-
lions from Anyte of Tegea, Meleager of Gadara, the Anacreontea,
Latin poets of the renaissance, 1930 (Am. ed., Medallions in clay,
1921); Gourmont, Rémy de. Letters to the Amazon, 1931.
Criticism

Literary studies and reviews, 1924; Voltaire, 1925; French
studies and reviews, 1926; Remy de Gourmont, a modern man of
letters, 1928; D. H. Lawrence, 1930 (Am. ed., D. H. Lawrence,
an indiscretion, 1927).

Miscellaneous
The poet and his age, 1922; Balls, and another book for sup-

pression, 1930.
STUDIES AND REVIEWS

t Casanova (2d ser.) Monro
Designed Moore
Dilly Tante Morgan (WW)
Fehr Rosenfeld, Paul. By way of
Hughes art, criticisms of music, lit-
Linati erature, painting, sculpture,

McGreevy, Thomas. Richard
Aldington, an Englishman.
1931

Bookm., 75 ('32): 314

Books, Sept. 29, 1929: 28;
June 15, 1930: 4; Apr. 24,

and the dance. 1928
Vines

1932: 3; July 30, 1933: 3;
May 6, 1934: 13
Bost. Trans., Sept. 14, 1929:
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7; Sept. 5, 1031: 1; Aug. 23,

1933: 2; June 30, 1934: I
Crit., 3 ("24-"25): 130, 450
Dial, 66 ('19): 576; 81 (’26):

437

Egoist, 2 ('15): 77, 159 (por-
trait)

Eng. Rev., 32 (21): 397 (May
Sinclair)

Lit. Rev., Dec. 16, 1925: 5

Lond. Times, Aug. 8, 1929:
620; Sept. 19, 1029: 713;
May 22,1030: 428; Sept. 11,
1930: 714; April 21, 1932:
288

Mo. Crit., 5 ('27): 254

Nation, 112 (’21): 884 (Imag-

2c; 129 ("29): 554; 137 ("33
134; 138 (34): 625

New Crit., 4 ("26): 587

New Repub., 43 (’25): 160; 47
(’26): 120; 48 (’26): 200; 60
("29): 356

New Statesman, 23 (’24): 525;
33 (20): 781

New Statesm. and Nat., 5
(’33): 482

N. Y. Times, May 10, 1925:
7; Aug. 25, 1929: 8; Sept. 6,
1931: 5; May 1, 1932: 7; July
30, 1933: 7; May 6, 1934: 2

R. of Rs,, 60 (’19): 446

Sat. Rev., 141 (’26): 233

Sat. Rev. of Lit., 6 ("29): 232;

ists as a group); 120 ('25): 8 (’31): 85; 8 (’32): 803

Spec., 133 ('24): 22

Martin (Donisthorpe) Armstrong, 1882-

Born at Newcastle-on-Tyne. Maternal grandmother was Eliza-
beth Wordsworth, a cousin of the poet. Educated at Charterhouse
and Pembroke College, Cambridge. There, took his degree in
Mechanical Science, which he disliked intensely. Lived for a year
in Italy. Served as a private in the Second Battalion, Artists
Ritles, 1914-15, and, after receiving a commission, in the Eighth
Battalion, Middlesex Regiment, 1915-19. From 1922-24, acted
as associate literary editor of The Spectator. In 1930, married Jessie
McDonald, formerly wife of Conrad Aiken, the American poet
and novelist. They live in Sussex.

Of his interests, he writes: ‘“Of the poets, I prefer the undecor-
ated people such as Donne and Thomas Hardy and Emily Dickin-
son. I am particularly keen on Corneille and Racine. I rather
dislike Shelley and Christina Rossetti and very much dislike
Browning and Tennyson. My unprofessional interests are Music
and Painting. In music I prefer the classics and the unromantic
moderns, such as Sibelius, though I can enjoy the romantics in
small doses. Of painters I like especially those of the Italian
Renaissance and the modern French, and am much interested in
some of the present people, Max Ernst, Joan Miro, and Pau’
Klee.”
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BIBLIOGRAPHY

Poems

Exodus and other poems, 1912; Thirty new poems, 1918; The
buzzards and other poems, 1921; The bird-catcher, 1929; * Col-
lected poems, 1931; 54 conceits, a collection of epigrams and epi-
taphs, serious and comic, 1933.

Short Stories

The puppet show, 1922; The bazaar and other stories, 1924;
Saint Hercules and other stories, 1927; * Sir Pompey and Madame
Juno and other tales, 1927; Portrait of the Misses Harlowe, a
story, 1928; The fiery dive and other stories, 1929; General Bun-
top’s miracle and other stories, 1934.

Novels

The Goat and Compasses, a novel, 1925 (Am. ed., At the sign
of the Goat and Compasses); Desert, a legend, 1926; * The stepson,
a novel, 1927 (Am. ed., The water is wide); * Saint Christopher’s
day, 1928 (Am. ed., All in a day, 1929); The sleeping fury, 1929;
Adrian Glynde, a novel, 1930 (Am. ed., Blind man’s mark, 1031);
The romantic adventures of Mr. Darby and of Sarah his wife,
1931; Lover’s leap, a story in three voices, 1932; The foster-mother,

1033.
Translations
Alarcén, Pedro A. The three-cornered hat, 1927.
Belles Lettres
Lady Hester Stanhope, 1927; Laughing, 1928; The paintbox,
1931.

STUDIES AND REVIEWS

Authors Lond. Times, 20 (’21): 304; 21
t Casanova (2d ser.) (22): 362; 24 (’25): 282;
Mégroz (FNP) June 27, 1929: 512; Aug. 31,

Books, March 17, 1929: 7;
Apr. 6, 1930: 15

Bost. Trans., Jan. 4, 1930: 1;
March 15, 1933: 2

Lit. Rev., Apr. g, 1927: 10

Lond. Merc., 4 ("21): 209

1933: 574

New Repub., 44 ("25): 78

New Statesman, 22 (’24): 633;
33 (29): 372

N. Y. Times, Aug. 3, 1924: 9;
Aug. 23, 1925: 7; Oct. 27,
1929: 6; March 2, 1930: 8;
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Jan. 17, 1932: 7; Feb. 26, 148 (’29): 23; 152 (’31):
1933: 6; Jan. 28, 1934: 6 358

Sat. Rev., 137 ("24): 272; 141 Spec., 120 ('22): 247; 132
(’26): 722; 146 ('28): 334; ("24): 430; 151 ('33): 320

Winifred Ashton. See Clemence Dane, pseud.

W(ystan) H(ugh) Auden, 1907-

Born at York, the youngest son of Dr. G. A. Auden, F. R. C. P.
Educated at St. Edmunds School, Gresham’s School, and Christ
Church, Oxford. Specialized in biology and English literature.
Teaches at the Downs School, Colwall, North Malvern.

BIBLIOGRAPHY

* Poems, 1930 (2d ed., 1933); * The orators, an English study,
1932; The dance of death, 1933.

STUDIES AND REVIEWS

Powell New Repub., 8o (’34): 189
Poetry, 38 ('31): 101; 42 ('33):

Am. Rev., 3 (34): 221 110

Bookm. (Lond.), 85 ("34): 474 Sat. Rev. of Lit., 11 (’34): 274;

Commonweal, 21 (’34): 255 11 (’34): 367; 11 (’34): 380

Nation, 139 (’34): 164
H. B. See Hilaire Belloc
M. B. See Maurice Baring

(Hon.) Maurice Baring, 1874-

Fourth son of the first Lord Revelstoke. Educated at Eton and
Trinity College, Cambridge. In 1898 he entered the diplomatic
service and was successively attached to the embassies at Paris,
Copenhagen, Rome. In the Foreign office, at London, 1903-04;
resigned to become a newspaper correspondent in Manchuria,
1904; Russia, 19o5-08; Constantinople, 190g; the Balkans, 1912.
He was attached to the Royal Flying Corps during the War and
in 1917 was promoted to the rank of major. Made an Officer of
the Order of the British Empire, 1918. He is a member of the
Academic committee and Fellow of the Royal Society of Litera-
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ture; Chevalier, Legion of Honor. In 1925 he received an honorary
commission as Wing Commander.

BIBLIOGRAPHY

Poems

Pastels and other rhymes, 1891 (by M. B.); Northcourt non-
sense, triolets, 1893 (by M. B.); Triolets, second series, 1893 (by
M. B.); A litany for those in the train, 18¢95? (with Edward Marsh);
Poems, 1897 (by M. B.); Poems, 1899 (by M. B.); The black prince
and other poems, 1903; Poems, 1905 (by M. B.); Poems, 1905 (by
M. B.); Sonnets and short poems, 1906; Proserpine, a masque,
1908; The collected poems-of Maurice Baring, 1911; Sonnets, 1914;
Fifty sonnets, 1915; In memoriam Auberon Herbert, Captain Lord
Lucas, Royal flying corps, killed November 3, 1916, 1917; Poems,
1914-1917, 1918; Poems, 1914-1919, 1920; I. M. H., 1923 (by
C. Another ed., 1924); Collected poems, 1925; Cecil Spencer, 1928;
Poems, 1892-1929, 1929; * Selected poems of Maurice Baring, 1930.

Plays

Gaston de Foix and other plays, 1903; Mahasena, a play in three
acts, 1905; Desiderio, a drama in three acts, 1906; * Diminutive
dramas, 1911; The grey stocking and other plays, 1911; Palamon
and Arcite, a play for puppets, 1913; Manfroy, a play in five acts,
1920; His Majesty’s embassy & other plays, 1923.

Burlesques
Hildesheim, quatre pastiches, 1809; Dead letters, 1910; Lost
diaries, 1913; Unreliable history, 1934.

Essays and Studies

With the Russians in Manchuria, 1905; A year in Russia, 1907;
Landmarks in Russian literature, 1910; The Russian people, 1911;
Letters from the Near East, 19og and 1912, 1913; What I saw in
Russia, 1913; The mainsprings of Russia, 1914; An outline of
Russian literature, 1914; A place of peace, “Somewhere in Lon-
don,” 1922; * Punch and Judy & other essays, 1924; French litera-
ture, 1927; In my end is my beginning, 1931; Lost lectures, or,
The fruits of experience, 1932; * Sarah Bernhardt, 1933.

Aulobiography
The puppet show of memory, 1922.
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Novels

Passing by, 1921; Overlooked, 1922; A triangle, passages from
three notebooks, 1923; * C, 1924; Cat’s cradle, 1925; Daphne
Adeane, 1926; Tinker’s leave, 1927; Comfortless memory, 1928;
When they love, 1928; The coat without seam, 1929; Robert
Peckham, 1930; Friday’s business, 1932; The lonely lady of Dul-
wich, 1934.

Short Stories and Sketches

The story of Forget-me-not and Lily of the valley, 1gos; Rus-
sian essays and stories, 1908; Orpheus in Mayfair and other stories
and sketches, 1909; The glassmender and other stories, 1910 (Am.
ed., The blue rose fairy book, 1911); Half a minute’s silence and
other stories, 1925.

Translations

Vinc