1950s. His rejection  of the current forms of the novel, Ll him to search
for literary models to cnablc him to cxpress his ideas; the picaresque
pecition wih, it focus on the ‘Rall_outsiCer” protagonist in conftict with
Piw crvhiernont, previced the appropricte vehicle. ‘The reader feels, in
Waing fiction. the struggie for shape, the use of @ conscious and intelligent
ceiipusness by a man of totters to give form to his searching obssrvations
ard pereey tivns about contemporary experience(17). What is ciear is that
Wein bas produced a different sot of literary conventions which cnables
hir to establish himsell as a true artist.
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ond all #'opiical; but he, who differed from the others in nothing clse,
had been deprived of Rissting” (p. 18). Lumley wants to b2 frez of any
sccia! obligation .He can teek and (ind his own identity, his individuality
only by resisting all coliestive 1e lationships. We are toid that thars 3 7a
pretty widespread disentinfaction”  with the way he is going on, and that
Fe dees rot even give his nddiess to his parents (p.11). We know nothing
about his parents o any cther siblings. Paradoxically, the novei civds with
Lumley’s reconciliation with Li3 girl, but Wain treis to dzfuse this cnd by
drawing attention to Moll Flanders wio ‘tums respectable  and  repents,
but yeu knew that fron the baginning, (Moll Flanders is onz of the
famous picaresque Englih novels).

Tle aéceptancc of the love of the girlis seen a3 a dangerous mMovs
for Lumley, one that witl upset the cquilibrium, the neutrality, hs has
achicved: '

17 an anima! who was time, or born in gastivity, went hazk try what

stouid have been its rotural surrounding?, it never survived. Irit wis

«. bird, the other bircs kitled it, but usually it just died. Here was thr

coge, a {inc new one, air conditioned, clean, commanding a good

view, mad cons, maia Services. And she had snappad thy Dok and
was - calling him out into thz waving jungls when hs got thers, he

would die. {p. 241).

The novel ends with the pair stand looking at each other *baflled and ing-
viring’. What this jungle cali of love docs -suggcs't i3 that the nauteality
Lumley has achieved is noi such & moral victory after all (15). Itis not
clear either, just in what way ‘love’ will be anescape  from the ‘cags’ of
society, since the pair, if they do chinosz the dangers of the jungle will
presunibly get married, perhaps have children, and find themselves
living in a dense net of institutionat commitment.

Behind the work of this group of novalists wasa kind of d:flant little
Englandism, a reacticn against the cult of forcign expunimaatatism,
and an assertion-that English ficrional tradition peovided all thz  nourish
ment 1hat was needed to rejuvenate they novel lakiizilzy Amis's [ likelt
Here, Tor example, the hero, on 2 trip to Lisbon, visits the grave of
Hewry Fielding, who could be scen as the exampler of the most healthy
«rd characteristic strand in English fictional tradition (16).

The nicaresque  Structure of Wain's Hurry On Down was a creative
response to the problematic situation whica fuced the new novelits of the
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as a prostitute to furnish him with food and; moncy, Whon Jhari:s
Lumley blames him for that condition, he jastilies himsaif thus:
I have only got to finish this noveland il be fambus; then Tl gv:

Fer it 22 feck witk interest. And aryway, oh, God, b feel sick! Arz

you still kere? Anyway never mind the materiz! aspzast of it Batty's

glad to hoir Art’ (p.33) .

Wein porodies the self —indulzence of modern literature, whan i
makes Froulish read aloud a section from his novelin a literary s:ssiva:

‘A king ringed with slings’... ‘a thing without wings but E)rinjﬁ strings

and sings. Ho, the stow foa! Show me the crow  the Lknow, a beech

root on the beach, fruit of a rich bitch, shoot a witch, wit:h foot?..

Ctout bell. shout well, pell-mell about a tout, got the hell out, About

nawt. Court togwart hag bought a dag’.. "Diep in the grass, a cha1n

farce, glas: weeps for Tom Thumb, a bum’s dumb chum. (9.57).
We are told that the ‘audience returned to fife” and “d-02in3 beads came
upright” because they are relisvad from this dilemma of istening to such
hallu cination, when some of them try t a3k Frouw iz adou hiz aruste
creativity, he denounces then and redses any questior about his asst'is-
tic assumption or achievemsat. Wain pe2izi Froallsh a3 “porndods
self-aggrandizing elitist whose attituds tovard ge2ative asiiviey or1 b
described as Mandarin” (14). Wain and through such pozizafation
rejects the current form of the novel uszd by Joyoe and Qis ¢xat2mnoraries
and he finds in the picaresque structdrs th: coavenizal vzl
express his ideas well.

The panaromic episodic structure  enable; Waia to maix:  his heeo
aware of the ugly and evit world. Lunley, teyazh his sacnsnbool AV
erent jobs, manages to discover the fals: viiuzs and a3 a7 iy iy
Tn kis icavels, Lumizy moves horizoatally fispasz and yreisaliy taaam
soctety.

. The tiaditional picaro, as meatidaz ! bhsises, a1 il v
is always on bad terms with socicty and the paaple who ¢impasy thit
society, Lumley is presented in [furey O Down as a piriaa wid Lo
intimate friends and relativas. 1 dozinot want t crmatain 2
to any social refationship. Lumiey describes hims:if 13 having 9221 Hthrust
into the jungle of the nincicri-fiflics. The hive was fall o7 w135, 4it ARSI




isno settlement in Lumliey's life, andhis life is likeSat of the traditionat
picaro, isa rambling journey from onc sectora Society to another.
Sometimes, Lumley finds himse!f in critical situatims, when he is rebuked
this old school-master who thinks that Lumley liassgplicd for a stafl’ mem-
ber in the school, but he discovers that Lumley hsapplied for “Window
Cleaning”.On another occasion, Lumiey is pulsy attacked by his okd
colteugues—whom he -had met by chance ina party-for this job:
The sort of work ought to be done by gaple who are
born toit. You . had some sort of edzaiion, some
sort of upbringing thosgh 1 must sy you don’t
bloody well behave Tike it. You ought # have taken
on some  decent Job, the sort of #ing vou were
brought up and cducated to do, ami leave this
bloody slop--emptying to people Who wae brought up
and educated for slop emptying. _
but there are some classes -of societsthat are born
and bred to it; and ours isn't. If mmtake aiob
like that, you' re just’... “ietting thside down”.
And 1 den’t like people who let the sidedwn, (p.165).

“Honest work”, that Is, physical labour, is presesed as morally cdifying
and Charles Luinley rejects the “codified “role tie secioty offers and he
rapidly fills a scries of other social roles in thezarch for some kind of
personal fulfiltment(12).0One aiso notices here the syl and the type of the
language used by Wain; itis the conversationaityle of people making
war upon the assumption of middle-class cultuarelt is a debunking style.
It contains the vulgar, ordinary speaking voice. ¥is ‘a3 weapon made for
forcing away in-in contrast to all educated style v&ch by their very senss
of order, can be cailed contrivances for preservig certain standards and
keeping what is hostile to them out.” (13) .

Wain's 'contcmptuous attitude toward art & rather obvious in
Hurry on Down Modern picaresque fiction_bears thecharacteristic. Charles
Lumley speaks siightingly of the “intolerable proszg of Wordsworth, and
the namby ~pamby dribbling of Sheiiy” {(p. 71). Mireover, and through
the presentation of Edwain Froulish’s character, sfio is supposed to be a
Joycean novelist, Wain presents a comic caristure figure who sum-

marizes his needs by*“1”’m a Novelist. All I need g tabie and chair, pen
and  paper,a woman, food and... ‘drink™” (p. 36).Biving nothing to do to

earn his living, Froulish depends heavily upon higicl friend who works
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relationship with other people (10).

The lack of politicaland social commilment is an important charac-
teristic of twentieth century picaresque nove! .In Hurry en Down, Chavles
Lumley reacts against the political principles and any kind of political
idealism, stating that “the men of the thirtics failed” because of their des-
ire to be one of the “people”, a desire that, if fullilled, “would have made
tkeir lives heil”. Charles Lumicy rejects both Freudian concepts of the
“inner man’ and Marxist ideas about “man in sociefy”,

‘At least, Charles thougid with a sense of  self-
congratulation, he had ahways been right  about
them, right to despise them for their idiotic
attempt to look through two telescopes af the same
e one fashioned of German psychology and
puinted at  themselves, the other of Russian
economics and dirccted  at the English working
class.(p.31)
Lumley seeks instead a completely  persoadd, individualizzd lfc-style
(Fat Lvoics cry taint of what he calls “the corporate life”. Lumley ends
his Fattie with sciiety in the beltel that his role of comcdian is some
sort of ailowable middle ground, like that of the oot at court, which
permils kim to be neutral o far as society is concerned neither aticnated nor
committed (11). o 7
Nevtrality, he had  fourd itat  last. The running
fight between himsetf and  society had ended in a
draw; he was no nearer, fundamentally, to any
iepprochement  or understanding with it than when he
kad been a window-cleancr, a  crook, OF servant; it
had merely decided that he shoutd be paid, and paid
Lancscmely, to capitalize his anomalous position (. 239).
Lemley anrd Iis generation reject any rind of commitment and their
rancours are private Whatis important to Lumley is his self-interest
and not scciety.

In fact, it is only work which aspires to social status —work in the
provirce of the cstablished society Charles Lumley wishes to avoid-that
is cevalued in this novel. Lumicy takes a real pleasure in maaual work.
Though Le is a university graduate, yet he finds his solace in manual lab-
our; for that reason he takes on a variety of jobs-window-cleaner, dope-
runner, hospital orderly, chauffer, and bouncer. One can notice that there
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tion or slang phrase or image  to axoid the literary expression of feeling,
so soaked in the associatious of bezrgecis romance” (6). They rejected

the gentee! Bloomsbury traditions of fine writing and cultivated a delibe-
ately “stap dash” style of writing.

The social and political situatisn of post-war England  was similar
i that of the cighteenth century in that it was in a state of very rapid of
change; Picaresque literature usuailyflourishes when a society is in a state
fo flux: the picaresque character is arcflection of a society undergoing soc-
ial changes{7).These new novelsts, meluding Wain, discerned that the old

.picaresque  novelists were products of revolution that they were cngaged

in adventure, and the modern adveature was a rambling journey {rom one
concepiion of society to anciher. Therefore, this panoramic cpisodic
structure is the most convenicnt oneto express their id=as fully.

Giaudio Guitlen describes thepicaro as an individual in a “tangle”,
“an economic and social predicament of most pressing nature”. The pic-
aresque novel presents a conlrontstion between the individual and his
environment. That individuat can neither join nor actually reject his socicty
or feflowmen and he functions asa “hatf~outsider”(8). Charles Lumley
the protagonist of Wain's Hurry on Down is such a “hatf-outsider” who i3
both in and out of society. A graduate “with a medicore degree in his-
tory”, Lumley wants to discern his way in tife far away from any relative
or acquaintance, for that reason ke decides to scitle in “a place where he

~ {has] no sctatives”. He does not want any kind of social commitment,

i

because he israther fed up witkthose who “tried to help him” and he
wants to be left alone to make hi life without “guidance” (9

Charles Lumiey is in flight fram society and its rigid classes. He feels
the heavy burden of class upon hisshoulders in the way people treat him.
When he visits Sheila, hi3 girlfricnd, he is received coldly by her family,
and he befieves that “their objection to him was that he did not wear a
cniform. If he had worn the unifonn of a prosperous middle-ciass trad-
esman, like Robert, they would have approved of him™ (p.9). Charles
Lumley trics his best to be “outside the class structure” as a wholg, for
that reason ke refuses to join the Union in order not to have an “official,
involvement as a member of the wacking class'(p,44). Charles Lumley des-
cribes himself as a “Tugitive’” who is travelling “without passport” (p.64).
He has chosen o inhabit a musginal pesition in regard to | society
a position which determines his response to politics, work, art aad




Picaresqus  Structure
In
John Wain's
Hurry On Down
Ra’ad A. Salch
College Of Arts. Mosut University

After the Second World War there appearcd in England a new group
of English novelists. They have put forward a new kind of hero and narr-
ative structure and they have a distinctly new attitude to life. It would

be risky to say that there is a self-conscious or organized movemant John
here: but the novels of Kingsley Amis., Thomus Hinde, John Wain and
Braine— are very different from those of their predecessors (1) . They
break sharply with war and pre-war decades. As people  these
novelists are products of the social revolution of the 1940s. They regard
the welfare Statc with cyn- ical detachement, and they direct their “anger”
tewarcs its bleakness. Mostly, they helong to the working-ciass or lower
middle—class. An aris- tocratic socicty like the English can only survive
if it contite usiv draws fiom below and is continuatly broadening(2). The
novelists who come from below manage to rejuvenate the English novel.
Threre has been a switch from “idealism” to the doctrine of *“'setf-int-
erest” in their work. Uncommitted to the world outside themselves, these
novelists are intimately committed to a new England which had not up to
now been written from within (3). The England of the new novelists is the
direct product of the Industrial Revolution, the ugly England of the induss
trial suburbs.Moreover, they have preseafed a new type of hero whe i3
¥ a rather a scedy youngman, suspicious of all pretensions.He spends alot of
time in pubs; and heisalwaysin trouble withhislandladyand boss. There
is nothing heroic about him except his refusal to be taken in by humbug(4,
John Wain presents preciscly that hero in Hurry on Dow.

As it is known, experimentation was characteristic of pre-war Eng-
tish fiction. There was Joyce's impersonal mode and  Lawrence’s charac-
ters attracting or repclling each other. There was the effaced narrator, the
novel of ideas, stream of consciousness, and the novel seen as a poem(3).
The new group of novelists rejected alf the current forms of the noveland
adoptcd the traditional lose picaresque structure as  Symptomatic rejection
of the old Jamesian concept of the form in the novel. Furthermore, these
novelists wrote in “desultory vernacular, using every popular circumlocu-
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