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CHAPTER I
INTRODUCTION
The 1950's produced a completely new and different
younger generation of British writers who were greatly
influenced by their world and especially by what was
happening to and in Britain.

Innovations in society,

politics, and education were very disturbing to the English,
especially to the lov.er and middle classes, to the extent
that most of the lite-rary works of this period reflected
these disturbances.

No writers illustrated these agitations

of "ocial struggle, political turmoil, and intellectual
frustration with any more clarity than Kingsley Amis
(Lucky Jim, published in 1954), John Wain (Hurry on Down,
published in 1953), and John Braine (Room at the Top,
published in 1957).

A detailed study and comparison of

the three novels will demonstrate not only their close
k-i nship in subject matter but will also reflect Britain's
problems in the 1950's and will explain in more detail
what those problems were to the Englishman.

The similarity

of the social background of these novelists and their
professional endeavors is obvious.
biographical sketches.)

(See Appendix for

Consequently, a thorough examina-

tion of three of the most dominant themes and of their
evident parallelism will fix firmly this literary kinship
in the novels of Amis, Wain, and Braine.
1

Before the specific study of the three authors'
novels can take place, some brief discussion of why British
society came to be as it was in the 1950's must be given
and why these three particular authors so aptly reflect
the society which developed.

The social and political

structure characteristic of British society of the 1950's
is reflected in the three novels.

Many political and

social changes were taking place which affected these
novelists.

The political scene reflected the first change.

After the second World War, despite Churchill's great
personal popularity, the Labor Government came into power.^
This new government, described as "State Socialism"^
by John D. Hurrell, promised equal opportunity to every
man.

Equal opportunity meant that the Welfare State

promised to every young man with sufficient energy and
ability an opportunity for obtaining an education.

Any

person, regardless of his social class, could now "occupy
key positions, join the clubs, and receive the honors"^
which would formerly have been impossible because of his
family origins.
Such a change in educational opportunities, brought
on by the Labor Government, was soon to be observed in
business and in society.

For a government career an Eton

education was helpful, but no longer necessary; for the
chairman of a corporation the rank of knight was good,
but not vital.

In the cities and especially in the provinces

librarians, professors, public servants and many of the
authors and critics were coming from the lower middle
class families of union officials, small merchants, and
government functionaries.

But these positions which had

been held by men in a higher strata of class society forced
the young men of the lower class into almost and sometimes
totally impossible situations.

The Welfare State's

promise of equal education and equal opportunity for all
"failed to destroy privilege and did little for those
state-educated, lower middle-class young men who could
not identify themiselves with any established social
5
category."

The young men of the lower middle class were

ignored by the expensively educated, confident upper
classes, and rejected by the working class.
to neither class.

They belonged

They, therefore, became critical of the

comfortable middle classes which forced them into a
political neutrality, even apathy.

Association with the

upper classes v/as their only hope, but this association
made them cynically accept moral and intellectual standards
they had been trained to reject.

While the labor party's

political gains had won a victory in equal education and
job opportunities, its victory was minimal v/hen weighed
against the social upheaval caused by these ambitious
7
young intellectuals.
The young well-trained and professional Englishman
from the lower class did not know, however, the social

rules and cliches of the new middle class society.

He was

nervous, made mistakes and resented his vulnerability;
he continued to cling all the while to his own cliches
for comfort.

Often graduation and movement to a new

location enabled the young man to hide his social origins,
but he could never hide them from himself.

He might

deceive others, even his girl friend, but never himself.
He knew angrily that he did not belong, and from his
generation came a society of intensely self-conscious
9
young men.

He entered a class society which had been

partially broken, partially democratized; but, at the same
time, he realized that "a corresponding strengthening of
the bureaucracy"

had taken place.

Consequently, a literary rebuttal to these political, social, and intellectual crises was inevitable; and
the rebuttal can never be better illustrated than by the
first novels of Kingsley Amis, John Wain, and John Braine.
"These young writers—Amis. Wain, Braine, and dramatist
John Osborne," said John D. Hurrell, "all write against
the background of the Welfare State, and are constantly
aware of the moral and emotional strain imposed on a not
inconsiderable section of the population by life in a
society undergoing a form of revolution. "•'•^ In their
work consideration was given to class distinction and the
social problems connected with this distinction.

There

was also particular reference to the classless or in-between

class of "professional men and intellectuals newly
graduated, by virtue of state-financed education, from the
12
ranks of the working and lower-middle classes."

Another

critic V. S. Pritchett said Kingsley Amis, John Wain, and
John Braine were novelists who were "the products of a
social revolution in 1940." 13 He went on to describe
these men as novelists who broke away from the war and
14
pre-war decades and "put forth a nev; kind of hero, "
a hero who distinctly had a new outlook on life.

A switch

from the doctrine of idealism to that of self-interest
had now taken place in British literature.
Seeing this self-interest, Kenneth Hamilton called
Amis a "disillusioned Candide who has learned, the hard
way, that the v7orld is as it is, so that the best for
every man is to cultivate his own garden." 15 And yet Amis
kept this attitude out of his books more than John Braine
whose protagonist was clearly on the make; "the best
clothes, flats, drinks, holidays, cars, and girls"
his ideas of success.

were

The possibility of ever becoming a

member of the upper classes was slim, but by acquiring
expensive suits, a sports car, and a club membership, it
was possible to pass in the higher societies.

It was

possible to deceive waiters, taxi drivers, and pub proprietors into giving one the kind of service normally
17
reserved for those "at the top."
But the "price to
be paid for this social promotion, as Braine portrays it.

is loneliness and atrophy of the emotions, since no human
18
contact can be made without considerable wariness."
Finally, the third novelist, John Wain, may be
included in this change from idealism to self-interest to
19
apathy by his hero who stated simply, "I'm neutral."
Wain's hero, Charles Lumley in Hurry on Down, remained
neutral only until he fell in love and needed money and
needed social success to carry on a love affair.

Ironically,

the successful diffusion of socialists or welfare ideas
created a generation of literary protagonists who were
consumed by self-interest and who were committed to
themselves.
The most unifying or parallel theme among the
three books is that of self-interest.

Those young men who

are vitally interested in themselves and in their own
advancement into society are at the same time more than
normally aware of those in society around them.

The

realization that these people are quite often frauds or
fakes is so very disillusioning that they come to a state
of complete despair.

This awareness of the poses of

others is magnified a hundred fold by the realization that
they themselves are called upon to assume poses in order
to succeed.

Wain's hero, Charles Lumley, leaves his

university to wander from one occupation to another and
comments on various follies and postures in British
society while engaged in these adventures and poses

21
himself."^-^

In Kingsley Amis's novel. Lucky Jim, one

wonders if the book itself is not a fake; for "the
university is a fake; the revival of folk art is a fake;
Merrie England was a fake; and Margaret's calling it 'the
22
Middle Age' is a fake."
Even Bertrand is "Sham
23
incarnate,"

to say nothing of Jim Dixon who constantly

forces himself into the acceptable posture required of a
university professor.

While Amis's and Wain's heroes

give comic-satiric accounts of their encounters with fakes
and their own faking, they are meant to be taken seriously
even as one laughs.

However, the reader of Braine's Room

at the Top has little choice but to take seriously the
posturing of his protagonist, Joe Lampton, who fakes his
way to the top of the social and financial ladder.

Then

as he, the protagonist, looks down that ladder, he is
filled with recrimination because he "deserted the fine,
24
honest ideals of his working-class parents."
The heroes
of Wain's and Amis's novels finally escape their postures
and the frauds surrounding them; but not so for Joe
Lampton, Braine's hero who is socially and financially
successful, and yet is hopelessly caught in the throes
of his fakery.
Perhaps one of the most unifying elements, besides
their subject matter, shared by all three of these novelists
was their common use of traditional techniques.

Amis,

Wain, and Braine, all three, reverted to the "eighteenth-

8
century novel and the fiction of the post-Victorian
realists" 25 for their novel form. Amis was known to have
a great affinity for the satirical and humorous writers
of the eighteenth-century, and Wain's exclusion of experimental techniques used in the 1920's and 1930's made his
style plain, his time sequences chronological, his novels
devoid of myth, symbolism, and stream-of-consciousness
inner narratives*
same techniques.

Braine's and Amis's novels employ the
Their "prose is realistic documentary
26

and even journalistic,"

an unusual characteristic since

all three write poetry.
There is also a marked similarity in the novels
of Amis, Wain, and Braine to the nineteenth-century novel.
This influence is shown by "their realistic style, and
27
their concern with social and moral themes."

Also

many of the techniques or idiosyncrasies of style used
by these writers are from nineteenth-century writers whom
they admired.

To conclude this point, John Holloway said,

"In the novel, we are reverting to our well-established
nineteenth-century preoccupations; the detail of our
provincial and local life; our elaborate and multiple
gradations of money, influence, or power; and what has
perhaps always been intimately linked with these, our
28
processes of sexual selection."
Another similarity of the three novels is thematic
and follows the type of theme used in the Edwardian period,

This theme concerns the attempts of a young man to overcome poverty and to break away from the narrowness of
provincial towns.

This theme occurs in many of the novels

of the Edwar(dian period.

Novelists such as Arnold Bennett,

Samuel Butler, and H. G. Wells are noted Edwardian novelists
who share this common theme with Amis, Braine, and Wain.
Bennett especially treats ambition, money and success
as do these contemporaries.

The attitude of Kingsley

Amis's Jim Dixon, the protagonist, toward the social
class recalls the novels of Wells, while both Amis's and
Wain's satire is similar to Butler's The Way of All Flesh.
William Van O'Connor noted that, "The books of John Wain
29
and David Storey are not very different from Bennett's,"
and this statement could also be made about the novels
of Braine and Amis.
The last traditional influence felt by these men
in addition to the nineteenth-century, Victorian, and
Fdwardian influences once again reverts to the eighteenthcentury novel but this time specifically to the picaresque
novelists.

Tlie critic, V. S. Pritchett, among other

critics, compares Amis, Wain, Braine, and Hinde to the
Edwardian novelists; but he also finds ties between this
group and the eighteenth-century writers.

Generally, the

streams of influence divide in the following manner:
"the younger novelists (Sillitoe, Braine) whose settings
were provincial were influenced mainly by the Edv/ardians;

10
while an off-shoot of the last group (Amis, Wain) whose
novels were satirical or picaresque was influenced by the
eighteenth-century as well as the Edwardian group. ""^^
Both Amis and Wain show interest in the eighteenth
century.

For Amis the interest is professional, for his

field of specialization as a university professor is the
eighteenth century.

Moreover, Hurry on Down is directly

in the tradition of the picaresque novel.

The hero holds

half a dozen jobs in as many places before se^.tling down
to a permanent job and place.

While Wain's hero does more

traveling physically, the heroes of Amis and Braine travel
also, both leaving their home towns; but much of their
traveling is mental.

To illustrate Wain's eighteenth-

century interest, mention must be made of his Essays on
Literature and Ideas which contain essays on Pope and
Johnson, and an essay on Restoration Comedy is included
in his Preliminary Essays.

The influence of Fielding and

Richardson can be seen in Amis's novels, and Fielding,
Dickens, and Wells were favorite novelists of Braine.
These novelists show their interest in the eighteenthcentury, Victorian, and Edwardian periods also.

Influences

from all three of these groups were highly important to
this 1950 group of writers in varying degrees.
Finally, the three young heroes of Amis, Wain, and
Braine are seen as they move into a society where the
"code of conduct is alien"^•'- and where the "process of

11
o9

adjustment is likely to be difficult."
As literary
material it nnay be seen as comic or tragic. The comic
novelist fin(^s a rich field if he can detach himself from
his character-; on the other hand the novelist who is
socially involved finds his attempt at assimilation will
lead him to a tragic treatment.

A crisis of conscience

is continualLy forced upon the ambitious and talented
young man who) lacks the necessary connections and who
lacks a distinctive class allegiance.

In his search for

social or for professional success he will compromise and
lower his moral or intellectual standards, and it is this
lowering of standards which brings about the crisis of
conscience thiat is treated as comedy by Kingsley Amis
33
and John Wain and as tragedy by John Braine.

^

CHAPTER II
THE POSTURING SOCIAL PROTESTER AND HIS SOCIETY
Every age and every class of society has had its
fakes—its phonies—since the beginning of time; but no
single individual in any period or on any level of society
has admitted the acceptance of a fake, even a fake himself.
Faking or assuming a posture has always been one of the
unacceptable traits of a man's personality.

Ask any man

if he appreciates or condones a phony, and his negative
answer will come as no surprise.

Yet the very man of

whom this question is asked may assume a pose of righteous
indignation as he gives his answer.

Man is simply expected

to dislike phonies along with liars, cheats, or thieves.
Consequently, since they do exist, the abundance and the
type are determined merely by the pressures of the society
and the times in which they live.
Since literature is a reflection of the lives and
time in which people live, the study of the works of any
particular people or age will reveal the reaction to the
phony and to the posture which he assumes.

Modern British

literature is rife with types of the hero as a posturing
social protester.

Britain, as a nation of people, has

always been extremely class conscious; and when the Labor
Government's educational provisions in the 1950's allowed
lower middle-class young men to gain entrance into the
12

13
upper levels of society, socially and professionally,
conflicting ideologies were sure to erupt.

And erupt they

did in the form of essays, poetry, editorials, but most
effectively in the form of the novel.

Furthermore, the

first novels of Kingsley Amis, John Wain, and John Braine
illustrate vividly the perplexities and confusion felt by
the young Englishman when he met phonies in the new social
class in which he found himself.

It is the purpose of

this chapter to examine each of the heroes of these novels
and thei£ relationship to other posturing characters.

<f^

Novelists of this era have "an honest fear of anything
phony or higli falutin" ; for these writers have largely
constructed their novels to be a plea for "the avoidance
2
of pretense or elaborate posture" and therefore share m
3
varying degrees an "opposition to pretense and fraud"
as one of the central themes of their novels.

Each of

the characters, Dixon in Lucky Jim, Lumley in Hurry on Down
and Lampton in Room at the Top, assume postures of those
in the society about them in order for them to deal with
existing circumstances, their frustrations, and, in order
to succeed in what to them is a false society.
In Kingsley Amis's novel. Lucky Jim, the theme of
posturing is focused "upon the shams of academic life at
its worst."

The novel is set against the background of

a provincial university where the protagonist, Jim Dixon,
is serving a probationary, two-year term while he teaches

14
medieval history, a field of study which he selected in
college because it was a "soft option" and because he has
observed that "we all specialise in what we hate most"
anyway.

In tliis •"sham scholastic world of the bourgeois
5

intelligentsia"

Jim "is about as happy as a street-urchin

in an Eaton collar."^

He never feels quite at home

because of bis feelings of class consciousness.

His

basic urge to put his feet on the mantelpiece is too
strong to allow him to relax in the drawing room, and the
frustration lie feels at being thrust into a higher class
of society tlian his own gives him an overpowering urge to
shock the bourgeois v/hich he usually manages to do by
7
means of simple obscenities.
Jim is consequently an
imposter himself and is as "upset and' indignant at his
Q

own lack of authenticity"
posture.

as he is at any one else's

But Jim will move through this genteel world of

academic sham, of amateur antiphonal chants and recorder
concerts before he realizes that the university world he
thought he could enter and register some impact upon is
9
false and shallow.
Final realization and denunciation of
this sham world and of its inhabitants rewards Jim with
the girl and position that he has desired and searched for.
By the close of the novel Jim is able to prove his own
value against the posturing academics.
A fake or one who postures at his very best must
be a miserable individual because few if any fakes are

15
ever good enough to fool themselves.

Consequently, Jim's

misery at being forced to assume an unnatural posture as
a history professor is anything but shocking.

What is

shocking are the retaliating actions caused by Jim's
feelings of frustration.

Amis effectively uses satire

and farce as his means of portraying Jim' s indignation.
One effective use of farce in Amis's novel is the periodic
but quite involved face-making which Jim constructs
through his own ingenious contrivings and as an escape
valve for his feelings.

For example, as Jim and Professor

Welch walk across the campus of the university, the
Professor is, as usual, discussing his favorite subject,
the Middle Ages, by laboriously describing in detail a
concert of medieval music and the newspaper account of
that concert.

The reporter vfho wrote the article has

mistakenly called a recorder, a flute.

Dixon is, as usual,

appearing to be keenly interested in all that his superior
is saying; but his mind is making a mental note of a
different face when he returns to his digs.*

He will "draw

his lower lip in under his top teeth and by degrees
retract his chin as far as possible, all this while dilating
his eyes and nostrils.

By this means he would, he was

confident, cause a deep dangerous flush to suffuse his
face."

Again after Jim had faced Mitchie, his over

*A11 three novelists use the word digs to mean
lodgings.

16
self-confident student, in an inane discussion of the
subject he was to offer in the fall, Jim, "rolled his
eyes together like marble and sucked in his cheeks to
give a consumptive or wasted appearance to his face,
moaning loudly as he crossed the sunlit street to his
front door."

Jim's facial expressions continue in a

comic-tragic manner to reflect Jim's frustration in "his
12
tragic-mask face"-^^ when he catches Bertrand, Welch's
son, kissing Carol Goldsmith, a fellow professor's wife;
in his "crazy-peasant face"

as he runs to hide an end

table which a cigarette had burned; in "his Eskimo face"!^
as Mitchie corners him again; in "his Edith Sitwell face"^
as he fools Bertrand over the phone into thinking he is a
newspaper reporter; in "his Evelyn Waugh face"

as he

prepares to give his Merrie England lecture; and in his
"lemon sucking face" ' as he tries to think of the appropriate things to say to Christine, the girl he really
loves.

Love finally conquers all, even Jim's faces

because his eventual escape from the academic world of
fakes and his unqualified victory in winning Christine
causes Jim to think "what a pity it was that all his
faces were designed to express rage or loathing.

Now that

something had happened which really deserved a face, he'd
none to celebrate it with.

As a kind of token, in con-

clusion to his faces, he made his Sex Life in Ancient
Rome face. 18

17
The lEaces, however, illustrate only one of the many
ways Jim reacts to the frustration of being forced into
the posture of a learned professor, which he is not, among
members of a cultured society which is not real.

He

escapes a disgustedly boring weekend party, where he must
pretend not only to enjoy medieval types of entertainment
but must also take part in them, and goes to a pub where
he drinks so much he later passes out in his bed.

The

description of Jim's reaction to finding he has let a
cigarette bur-n not only through the spread but also through
the blankets and sheets is Amis at his descriptive best.
It is the main comic incident of the novel, and many
later incidents "derive from Jim' s attempt to avoid the
consequences of his action, while not- fully convinced that
19
he has been morally wrong at all."
The final incident in the tragic number of events
occurring during Jim's term as history professor takes
place during liis "Merrie England" lecture.

The lecture is

intended to prove Jim's worth and to test his integrity,
but the nervousness which Jim feels causes him to accept
excessive quantities of liquor not because he dreads the
prospect of giving a speech but because he despises the
subject he has chosen to lecture upon.

When Jim begins

to give his address, he imitates the voice qualities first
of Welch and then the Principal.

In his imitation of

Welch's voice, he eventually destroys completely the

18
historical assumptions advocated by Welch that the Middle
Ages are preferable to any other age.20 In an earlier
incident Jim has already made clear his ideas of the
cultural importance of the Middle Ages.

Jim has said in

a lecture that
those who professed themselves unable to believe
in the reality of human progress ought to cheer
themselves up, as the students under examination
had conceivably been cheered up, by a short
study of the Middle Ages. The Hydrogen bomb,
the Soutn African Government, Chiang Kaishek,
Senator McCarthy himself would then seem a light
price to pay for no longer being in the Middle
Ages. Had people ever been as nasty, as selfindulgent, as dull, as miserable, as cocksure,
as bad at art, as dismally ludicrous or as
wrong as they'd been
/hhen/l
Whether his opinion is valid or not is irrelevant because
in order for Jim to keep his job he must state the opposite
opinion.

But the desire to keep his posture causes him

to deliver tlie speech in a manner which totally invalidates
his address.
He began to infuse his tones with a sarcastic,
wounding bitterness. Nobody outside a madhouse,
he tried to imply, could take as seriously a
single pbrase of this conjectural, negatory,
deluded, tedious rubbish.^^
The stand Jim takes begins unconsciously, and he "could
never understand afterwards"
the Principal.

why he imitates Welch and

But the imitation and the tone of voice

have wrought their destruction on "the home-made pottery
crowd, the organic-husbandry crowd, the recorder-playing
crowd," 24 and Jim knew the consequences. He finally
refuses to compromise himself for the sake of economic

19
security and drops his posture to assume his true self in
entirely comic terms.
The posture Jim wore for the academic world was
necessary to keep his job, but he repudiated the "phoniness
in his heart, "2^ by making faces and drinking too much to
keep his sanity.

Nevertheless, he found in this world of

sham two people with whom he could be the real Jim Dixon.
One of these people was Christine, the girl Jim loved and
finally won; the other was her uncle Gore-Urgubart, a
millionaire businessman.

Christine and her uncle could

have no adverse affect on Jim's job as a professor;
consequently, Jim relaxed his guard in front of them.

Jim' s

true worth and his real personality helped him to escape
from the world of pretenders to be hired by Gore-Urgubart
as a fake detector; and he also escaped with a beautiful
wife.

o

o-

However, Jim's luck in winning the beautiful
Christine as his wife is not evident until the end of the
novel and not until Jim narrowly escapes having as his
wife one of the worst fakes of the entire novel.

The

choice is not just between an unattractive neurotic girl
and an uncomplicated pretty one; it is a "further decision
26
to be made in favor of the real rather than the fake."
Margaret Peel is the woman Jim almost marries.

"Is there

a graduate student anywhere in America who hasn't dated
her?"27 asks Mr. Shapiro.

He refers not only to the
.:f^

20
neurotic female intellect to be found in almost any
university but also to the commonly accepted fact that it
is difficult for a woman scholar to remain down-to-earth.
Margaret is not down-to-earth, and she is not real.

Any

scene in the book in which she is involved becomes a
dramatic interlude.

When Margaret tells Jim of

Mr. Catchpole's desertion, he watches her as she sits
looking away from him; and he notices the cosmetics she
wears while he tries to think of "a means of breaking
into her pose."2°

Later the same evening Margaret asks,

"All the Barriers are down at last aren't they?"^^

And

to this unanswerable, disconcerting question Jim slowly
nods "his head, half expecting a round of applause from
or)

some invisible auditorium." ^

Jim's subconscious feeling

about Margaret's acting continues as he fights "hard to
drive away the opinion that both as actress and script
writer""^-'- she is doing very well.

Again at the Spring

Ball Margaret turns to Jim and exclaims, "I'm getting much
too fond of you. "-^2 She utters this declaration "like a
great actress demonstrating the economical conveyance of
strong emotion. "^-^ But the final scene in the Margaret
production takes place in Jim's room.

Margaret has come

to put on the mistreated act and make Jim feel like a cad
for taking Christine home from the dance and leaving
Margaret to find her own way home, but for once Jim does
not apologize.

He stands up to Margaret and her ridiculous
i^
A'w'V
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accusation; aoid when she bursts out that he is a "shabby
little provincial bore,"-^"^ Jim retaliates by saying, "Don't
be fanatic Mairgaret. Come off the stage for a moment,
do." 35 In reply to this command Margaret puts on such a
splendid show of hysterics that Jim is terrified; and Bill
Atkinson, Jim^s friend storms into the room, takes in the
situation, and vigorously slaps Margaret's face as "a
cinematic treatment"-^^ for her hysterics.

This scene,

however, does nothing to break Jim's relations with Margaret;
in fact, Jim now dumbly accepts Margaret as part of his
future destiny.

And part of his future she might have

been had not the elusive Mr. Catchpole returned to town
and called Jim to inquire after Margaret's health.

When

the two men meet and discuss the fateful day and night
of Margaret's attempted suicide, they discover the attempts
to be Margaret's finest act.

She had intentionally bought

a bottle of sleeping pills with each man at different times
that day and liad extracted promises from both of them to
see her that night.

Thinking to trap either or both men

in their feelings of pity and concern, she v/aited until
ten o'clock, took the supposed overdose of sleeping pills,
and then turned her radio to its loudest volume.

Neither

Catchpole nor Dixon came for Margaret's performance that
night, but the gentleman down stairs came to complain
about the radio's noise and supposedly saved Margaret's
life.

But Catchpole's meeting with Dixon allowed the two

22
men to compare their activities and their conversations
with Margaret before she took the sleeping pills and thereby
set both men free from a guilty conscience and allowed Jim
to pursue his true feelings of love for Christine and forget
the play-acting Margaret.
There are other actors or fakes in Amis's Lucky
Jim, but perliaps Professor Welch and his artist son,
Bertrand, are the two most infamous of the ones which
remain.

Professor Welch is the "comfortable fraud, the

obtusely well meaning fraud as organized and protected by
society" 37 ; and he does not think his contemporary society
is even worthi his consideration.

To Welch the Middle Ages

is a kind of Golden Age, and he "requires the junior staff
to participate wholeheartedly in pretentious cultural
activities designed to reproduce medieval England in the
twentieth century." 38 Thus Jim is forced into an impossible
position; he must pretend knowledge he does not possess,
about a subject whose value he doubts, and at the same time
he must bow and scrape to a man for whom he has no respect.
In order to succeed Jim must never forget to address Welch
as "Professor," pretend to be interested in folk culture,
disguise his northern accent, write learned articles for
historical reviews and, "in short, constantly keep his
sense of proportion in check, lending his approval to
39
statements and situations."
These actions Jim despises
having to do because of his dislike of Welch's posture.
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Jim's dispisal of Professor Welch's intellectual
pose is nothing when compared to the disgust and hatred
which are aroused in Jim by Bertrand, the artist son of
Professor Welch.

When Jim meets Bertrand at the Welch's

arty weekend party, Bertrand explains that he is a painter
"Not, alas a<gain of pictures of trade unionists or town
halls or naked women"

; yet when Jim poses over the tele-

phone as an Bvenjnq Post reporter, Bertrand delightedly
claims to have recently executed "a rather splendid nude."^l
Even Carol Gc^ldsmith, Bertrand's mistress, tells Jim that
Bertrand puts on a pompous act because "he knows he isn't
great really''42 ; and therefore he must camouflage himself
with the outward shows of artistic greatness, being
surrounded by "a lot of women"
sensitive."

and thinking "you're

The last barb against Bertrand's sensitivity

is injected bsy Jim to Bertrand's face as the latter is
paying Jim a warning visit to keep away from Christine.
At last Jim refuses to apologize or to take Bertrand's
offenses any longer.

He says to Bertrand:

You think that just because you're tall and can
put paint on canvas you're a sort of demigod.
It wouldn't be so bad if you really were. But
you're not; you're a twister and a snob and a
bull and a fool. You think you're sensitive,
but you're not: your sensitivity only works
for things that people do to you. Touchy and
vain, yes, but not sensitive." . . . And
you're so dishonest that you can tell me how
important Christine is to you without it entering
your head that you're carrying on with some other
chap's wife all the time. It's not just that
that I object to; it's the way you never seem to
reflect bow insincere. . . . ""^^
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Needless to say a fight ensues with Jim Dixon emerging
the unscathed victor, except for a black eye; and Bertrand
receives a just reward for his artistic and moral posture.
At the end of Lucky Jim, Dixon receives his reward
by being hired as the private secretary of Gore-Urgubart,
a successful businessman and yet sincere and well-mannered.
"Despite the pretentions of the university group, they do
not stand when a lady enters the room, Gore-Urgubart does."^^
He is also a very perceptive man where the true worth of
an individual is concerned, but he does not have enough
time in his busy schedule to divide the sincere people
from the fake people before he has interviews with them.
Consequently, this is to be Jim' s job because of the
honesty Gore-Urgubart found in him.

Gore-Urgubart says,

"It's not that you've got the qualifications, for this or
any other work, but there are plenty who have.

You

haven't got the disqualifications, though, and that's
much rarer." 47 Jim and Christine know that honesty has
little bearing on any "system of rewards and punishments,"

4fl

for even though Jim affirms the doctrine that "nice things

are nicer than nasty ones," 49 the world he lives in still
metes out rewards to stupid and insensitive people as well
as to the intelligent and to the sensitive.

Also they

realize that in their world they will again discover dishonesty in the guise of posturing individuals; but surely
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the dishonesty they find will not be as gross, and hopefully
Jim will not have to make as many faces.
Jim Dixon made many different faces as he displayed
and escaped the frustration which he felt when forced to
assume postures of people around him; nevertheless, throughout Amis's novel Jim tried to maintain his upper middleclass status, digressing only from time to time through
drink and face-making and violent thoughts.

Not until

the end did Jim throw over completely his endeavors to
remain in the upper middle-class.

This is not the case,

however, for Charles Lumley in John Wain's Hurry on Down.
In an effort to escape the social climbing and posturing
which Charles has found at his university, he has friends
at a party write the names of different cities on pieces
of paper; and then blindfolded Charles sticks a pin into
the pile and from it draws a slip with the name "Stotwell"
on it.

Hoping to find some meaning in his life and some

use for an education which he already realizes has ill
prepared him for any occupation, he makes his way to
Stotwell.

But weeks pass uneventfully, and Charles finds

his small bank account rapidly dwindling.

Charles has

come to Stotwell in order to escape the posturing he found
in his university, but he finds he must assume a posture
himself to fool his landlady.
day pretending to go to a job.

He leaves his room every
When his money runs out,

in desperation he invents the fantastic story of checking
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on the activities of a treasurer for the Jehovah's
Witnesses in Stotwell; and he assumes the posture of a
detective as he informs his landlady that he must live
nearer the treasurer in order to maintain a closer
surveillance.

After hurridly packing, Charles leaves the

suspicious landlady to return to his home and to Sheila,
the home-town girl he left when he went to the university.
At Sheila's home, he hopes to escape having to assume a
posture and to be himself.

When he goes to the home of

the Tharkles, the sister and brother-in-law with whom
Sheila lives, he is treated in such a hostile manner that
he showers them with greasy water.

His hosts act as

though he should assume the posture of his social class
and of one with his education.

He then gets drunk in a

pub, becomes violently ill, and is soon ready for the
succession of professions which he will assume as Jim in
Lucky Jim assumed faces to try to avoid the fakery he
saw in British society.
Yet even in the new professions which he assumes,
Charles makes war upon the falseness of middle-class
50
culture and attempts to refuse to wear its masks.

He is

forced, however, into speaking, acting, and dressing in
the accepted manner of the profession in which he finds
himself employed, since every profession has its unwritten
but strictly enforced rules.

Consequently, Charles is

forced each time into a new set of standards and into a
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new set of frustrations.

He must master the new job and

master the new requirements if he is to survive.
The requirements of Charles's first job are fortunately not very difficult, and for a time he really
thinks that he has escaped a posturing society and found
a realistic type of life.

The necessities of life are to

be provided through Charles's work as a window-washer.
He thinks he will be more successful if he can obtain
some contracts from institutions and businesses who have
large buildings and, therefore, many windows.

Thus with

this in mind he returns to his own grammar school and
enters the red ivy-clad building—"a fake Rugby like so
51
many minor schools of its period."

However, the head-

master, appalled and insulted, thinks that Charles is
trying to show him how unfit his education has been for
training him to do anything useful and has him thrown out.
Disillusioned, Charles returns to his Y.M.C.A. lodging
dejectedly desiring not even companionship.

He recognizes

now companionship as being "the subterfuge of a mind unable
to face the prospect of doing nothing," 52 and he thinks
that talking is "a fake occupation to soothe the confused
53
brain in its dread of vacancy."
Besides, if Charles,
who dresses now as a workman, talks with any of his fellow
artesians, his accent will have given him away54 to be not
a member of the working class but a member in some strata
of the middle-class.
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Not wishing to talk with anyone makes Charles
wander away from the idlers on the streets; and in a park
area, leaning against a tree, he finds a college acquaintance, Edwin Froulish.

After they have a few drinks in a

local pub, Cbarles arrives at the loft over a builder's
shed, which Froulish calls home, just in time to save
Froulish and Betty from eviction by paying their rent
which was past due.

Froulish does not hesitate to explain

that he and Betty are living together unwed and that he
lives off Betty' s allowance from a relative while he
writes "the Novel."*

Charles decides to move in with

Froulish and Betty, for here are two people living in
conditions which suit his needs better than the Y.M.C.A.
Now his only real need is to make enough money; and his
only real problem is his constantly feeling like "an
55
outlaw, on tlie run from an unseen but powerful organization"
that seeks to crush him.

Nevertheless, his desire is to

remain in this classless state and continue his new life,
minding his own business and looking the world in the eyes.
The eyes of June Veeber, however, were rather
difficult to look into because of the feelings which Charles
kept experiencing as he senses her posture.

June Veeber,

once a classmate with a questionable reputation, is now
*Throughout Wain's Hurry on Down the reference to
the novel which Froulish is writing is always referred to
as "the Novel."
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president of the Stotwell Literary Society.

She had climbed

the ladder of: the building shed to ask Froulish to read a
chapter from his "Novel" to her literary society.

The

feelings of nausea surged through Charles because of his
almost immediate sensing of June's pose.

She is a

nymphomaniac posing as a socialite as most of Charles's
classmates soon discovered.

But her manner is one of the

genteel lady as she asks the livid Betty to deliver her
message, and all the while she sends Charles such open "prebedroom signals"

that his spine feels "like a row of

cotton reels strung on wire."^"^

June later becomes

pregnant; and Charles overhears her telling George Hutchins,
her lover, that he must give her the required seventy-five
pounds for an abortion in a manner which shows her to be
"the fishwife under the skin."^°
June's lover, George Hutchins, is another in the
succession of fakes.

He was also a classmate of Charles;

but unlike Cbarles he has become what his education prepared him for, a professor and member of the elite middleclass.

At the Stotwell Literary Societies' meeting

Hutchins feels he must ask Froulish rather pretentious
questions in order to make a good show before June, and yet
he needs "a pipe for the successful acting of his part."^^
A year later when Hutchins stepped off a train to tutor
the millionaire, Mr. Braceweight•s son, Charles noted at
first glance "that the act /of faking/ had grown richer
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and more professional"
don.

60

during Hutchins' year as a college

Charles "sat on the bench appreciatively watching

the performance,"^-^ knowing well that Hutchins' Achilles
heel in the form of June Veeber could be "disastrous to
him sooner or later, especially in view of the profession
62
he had chosen."

Charles openly accuses Hutchins of

social climbing and of trying to find a quick way to the
top of successes' ladder by accepting the tutoring position.
Then he concludes by observing, "Of course, you're a
believer in acting the part, aren't you?

Well, get that

pipe out and rehearse some of your better opening moves
63
while I get your suitcase.""

Needless to say Hutchins

is not very successful in teaching Latin to Mr. Braceweight's
mechanically-inclined son.
If Charles had not been inclined to add some
variety to his routine of existance, he might have remained
in the posture of a window-washer for the rest of his life.
But at Froulish's insistance he assumes the posture of the
middle-class and dresses in the best clothes he still
possessed and walks to the Oak Lounge to have a few drinks
and to eat dinner.

When Veronica Rodrick entered the bar

on the arm of her "uncle," Charles's view of life's
necessities make a complete reversal.

No longer was money

for life's simple necessities enough for Charles; he now
wants enough to be a part of the middle-class because of
Veronica.

Charles thinks, "Whoever she was, she clearly
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moved in circles that demanded money as a condition of
entry—money, good clothes, social position."^^

Charles

begins to think more and more about money as "the poison"
does its work.

Also Charles is forced from his posture

as a window-washer because of his discovery that Betty's
weekly visit to her generous relative is actually her
pose for a day with Robert Tarkles, his first love's
brother-in-law.
Money and position eventually came to Charles in
the form of a job as a driver of cars for an Export Express
company.

And for the next several weeks Charles busily

learned his new pose of export car driver and relearned
the vernacular of Britain's middle-class.

Finally, Charles

knew he was on top of the job; circumstances had forced
him to learn one more skill, and he acknowledged, even in
his aching emptiness, the tonic effect of that mastery.
Charles, however, tried to appear classless at all times;
this was his primary aim—to have no class level—no pose
whatsoever, only the appearance of enough position to be
welcomed by Veronica.

His endeavor to be classless was

successful to a great extent.

Arthur Blearny, whose name

should have been spelled Blarney, tried to classify Charles
while they rode a train toward Stotwell.

Blearny says,

"You didn't fit into any type I knew, and now it turns
out you've got a job I'd never even heard of. . . . It's
66
all upside-down these days."
Arthur Blearny is one of
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the few postureless characters in Wain's novel.

His

accent is a mixture of American, Cockney, Scottish and
67
Birmingham; and he has the "hearty manner"
and "genuine
6R
self-confidence""° of a successfully unpretentious gentleman.
Through Blearny, Charles meets Veronica at the Oak Lounge
where he wishes desperately that his posture could be one
of suaveness and richness.
Along with meeting Veronica, Charles is introduced
to her "uncle, " who is supposed to be Bernard Roderick.
Meeting Roderick is another experience in his middle-class
posture.

Bernard Roderick is a very successful businessman

who travels over the countryside taking care of his business
interests while Veronica accompanies him.

Charles instantly

dislikes the naan even though he tries desperately to like
him as Veronica's "uncle" and tries to make a good impression
upon him.

But "irrationally, a slight tremor of physical

revulsion""
hand.

goes through Charles as he shakes Roderick's

Perhaps it is merely the man's smoothness, his

sleek groomed appearance that Charles dislikes; for his
attention is drawn to Veronica.

There is never any pose

between Charles and Veronica as they meet, talk, meet
again, and finally become lovers.

At least there is no

pose on Charles's part; he simply protects Veronica by not
telling her that he becomes involved in dope smuggling
as he drives the export cars to the docks and carries
the license plates with fake backs into the interior of

33
Britain.

The dope smuggling provides Charles with enough

money to be with Veronica in the elegant fashion which he
thinks is appropriate.

But a daring car race with Bunder,

the head dope smuggler, ends Charles's posture as a car
driver when he is thrust out of the car at high speed and
crushed into the curbing and pavement.

The accident

finishes Charles's job as export car driver and also
exposes the poses of Bernard Roderick and Veronica.
When Roderick reads of the accident in the newspaper, he has Charles placed in a private room with a radio
and flowers and provides him with the best of care.

Charles

still is deceived into believing that Roderick is Veronica's
uncle.

As soon as Charles can have visitors, Roderick

comes to see him; and, as usual, Charles feels inferior
to the rich man.
understand why.

He confusedly hates him and does not
Coming into the room, Roderick gave a

"first-rate performance in the role of himself being
sm.ooth.

He padded towards the bed, mimicking with his

great skill his own softfooted manner of progression.
. . . ""^

He "gave a brilliant, rather impressionistic

imitation of himself being slightly pained and at the same
time touched and pleased. . . . "'^•'- "Charles watched
fascinated as the performance became richer and richer;
72
compassion tempered with a certain robust cheerfulness."
At the conclusion of the visit Roderick asks if Charles
has any messages to send; but since Veronica and Charles
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had always hidden their relationship from Roderick, Charles
does not mention her and says, "no, no messages." 73
However, Roderick has a message for Charles in the form
of a letter from Veronica.

The message is very simple:

It is true what Bernard tells you.
for it. I am sorry. V. 74

There is nothing

What is true is the circumstance, the posing of Veronica
as Roderick's niece, which Charles felt in his bones, felt
in his puzzled hate for Roderick; for she is Bernard
Roderick's mistress.

Now Charles realizes that both

Roderick and Veronica are fakes.

This experience with

Roderick and Veronica makes Charles refuse to go back into
the type of world he hates after his recovery.
Consequently, his next pose as an orderly in the
hospital is almost an automatic position, since he had
begun to help out to some degree even before his final
release by the doctors.

While in the hospital, Charles

comes in contact with two minor fakes. One is Burge, a
senior medical student, who attended the university with
Charles.

He has assumed the posture of a know-it-all elite

who has condescended to enter the medical field.

The

other fraud is Stan, the brother of Rosa, a simple British
girl whom Charles thought for a time he could love and wed.
Stan has immersed himself "in learning the technique of
cheap smartness. "'^^ He assumes a different language, "a
demotic English of the mid-twentieth century, rapid,
slurred, essentially a city dialect and, in origin.
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essentially American."'

Burge and Stan represent typical

postures assuimed by men in the middle-class and in the
working-class of British society.
When Charles can no longer make himself ignore his
lingering love for Veronica or ignore his not loving Rosa,
he looks for a completely isolated pose to assume; and the
right one is close at hand.

Mr. Braceweight, the millionaire

chocolate king, who likes Charles, has already offered him
a job as his chauffeur.

Therefore, chauffcuring Mr. and

Mrs. Braceweight around the Sussex countryside becomes the
next pose of Charles Lumley.

The lonely life he leads

living above the Braceweight's garage becomes distasteful
to Charles; and he even longs for those who are "ill,
disgusting, unsuccessful, comic, but still alive, still
generating some kind of human force.

This expensive
bucolic setting had offered nothing," 77 and Charles's
desire to escape life completely was not the answer to his
predicament of place and function in British society.
Consequently, he returns to the city life; and through
Mr. Blearny he takes on the posture of a "chucker-out
in a dive*."

Here finally, Charles meets, once again,

Edwin Froulish who helps him obtain the permanent job of
comic radio script writer, the first position Charles has
which is not a pose after his university training.

*A chucker-out is a bouncer in a bar.

Charles
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is quite successful as a script writer and the only one in
a team of seven who is offered a contract.
The position of radio script writer represented
what Charles had looked for in every one of his postures,
and that was complete neutrality from the levels of British
society.

"He had tried manual work, he had tried crime,

he had tried being a servant. . . . ""^^ All the while he
was trying desperately to break out of British society
because he considered it to be a "prison of Social and
80
Economic Maladjustment."
he asks Mr. Blearny.

"What do you think I want?"

"Neutrality," answers Mr. Blearny

calmly; for Charles is the type who "doesn't want to take
sides in all the silly pettiness that goes on.

Doesn't

want to spend his time scratching and being scratched.
81
Wants to live his own life."
Charles realized that
Mr. Blearny understood him perfectly.
A perfect world which would be free from frauds
has never been the desire of Charles Lumley or of Jim Dixon.
Both men have endeavored to find merely their own rightful
place in a society and in a profession.

Because these men

did not care for class prestige and were particularly
sensitive to the falseness of people around them, their
search for friends and for jobs and for wives is extremely
difficult and is constantly hampered by the postures of
people with whom they come in contact.

Consequently, one

critic, James Gindin, noted that Wain and Amis both use
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their "heroes' adventures as a means for commenting on
82
various follies and postures in British society"

;

and they create characters who assume "poses, people who
fit themselves and their lives into some role or some
generalized abstractions."83 Fitting themselves into a
role is what William Van O'Connor, another critic, means
when he says that "there is in Hurry on Down a wideranging
satire on various English types."84 The "English types"
are those people from, varied sections of life that not
only John Wain but also Kingsley Amis have selected for
their heroes to describe and to satirize in their own
individual comic fashions.
The satiric treatment of Jim Dixon and Charles
Lumley and of the fraud and pretense found in their society
is handled comically by Kingsley Amis and John Wain, for
"the posture, when seen from the comic point of view,
85
carries within it the possibility of its own destruction."
In this manner comedy can be a valuable technique creating
a cloak, "porous enough to allow the writer to make his
R6
point, yet thick enough to prevent the point"
becoming sentimental or vulnerable to ridicule.

from
At the

same time these comic writers can place their values in
contemporary terms, while they emphasize follies in
contemporary society.

However, John Braine in Room at the

Top has chosen to treat completely differently the same
problems that a young man faces in a class conscious society,
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Braine treats as tragedy a young man's desire to
control his own destiny and the poses he must assume in
order to attain his desires.

Joe Lampton, Braine's

protagonist, comes from the "same working-class backn 87
ground"

as Amis's Jim Dixon and Wain's Charles Lumley.

All three protagonists wish to attain financial success,
marry women above their own class, and show their protest
against the middle-class society into which they hope to
gain entrance.

Joe Lampton, however, did not go to a

provincial university; but he did qualify as an accountant
while he was a prisoner of war in Germany.

This profession

brings him to the social level of the middle-class in
which he finds himself.

Joe Lampton finds the same type

of fraudulent culture that Jim Dixon found in Lucky Jim
and Charles Lumley found in Hurry on Down, but Joe finds
his fakes among the amateur actors who are members of the
Warley Thespians.

Taking part in the local dramatics

becomes a necessary element in the scheme of job-getting
for Joe just as Jim takes part in the Medieval entertainments and Charles takes part in the drama of social climbing.
Moreover, all three young men must assume postures in
order to be successful in their jobs and in order to be
accepted by the societies into which their jobs have thrust
them.

They not only must endure their own posturing, but

they must also endure the posturing of the society with
whom they come in contact.

Therefore, the three protagonists
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in this stud^ have much in common while the differences
which exist ;are slight.

There is one chief difference.

Amis and Wain allow their heroes to achieve success without
losing their sense of proportion.

They may take the

easy way out at times as Jim did by specializing in the
study of the Middle Ages, an easy subject at his university,
and as Charleys did by working as an un-skilled laborer;
but they bothi finally escape their frustrations and their
posturing andl their deep sense of insult at the posturing
of others.

CToe Lampton, on the other hand, will never

escape his posture or his constant awareness and disgust
in the postur-ing of those around him.

This makes himi a

far more pathetic and tragic character than either Jim
Dixon or Chax~les Lumley.
88
Joe L«ampton used "culture and sexual attractiveness"
as his pose and as his means for achieving what he considered
to be success; and success to Joe was represented by Sulka*
dressing gowns, girls with Riviera suntans, adventures in
sports cars, and the money it took to buy these items.
Joe's ambitions and greed are seen in an experience he had
as he walked do\^ni Warley streets the afternoon of his
arrival.

He saw an Aston-Martin parked by the curb; and

as he stood looking, the owner and a young girl came out
of a store and got into the car.

"The ownership of the

*The brand of an exclusive dressing gown.
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Aston-Martin," thought Joe, "automatically placed the young
QQ

man in a social class far above"

his class; but "the

ownership was simply a question of money."

Joe wanted

an Aston-Martin, a three-guinea linen shirt, a girl with
a Riviera suntan; and he felt that these were his rights,
91
"a signed and sealed legacy."
He made up his mind to
have all the luxuries which that young man was enjoying
regardless of what he must do in order to obtain them.
Joe decided that he would move into the attacl-: and would
not be stopped until he collected that legacy.
Lampton had opened hostilities.

Joe

The society's attack

against Joe's posture as a sexually attractive young man
who always says and does the socially acceptable thing is
quite successful as the following study proves.

And yet

it will also show that Joe, unlike Amis's Jim Dixon or
wain's Charles Lumley, is trapped for a lifetime in his
posture and is to be surrounded always by others who have
postures as equally disgusting as his own.
At the beginning of Braine's novel, Joe Lampton
and his friend Charles were so disgusted with the phonies
they found around themselves that they numbered the types
until their numbering got so high they became confused
and had to use a new system.

The new system of cataloging

was quite unique and very descriptive.

Anyone they did

not approve of was called a Zombie, and the description of
his posture preceded the word Zombie.

"The Fat Zombie's
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been watering the beer again,"^^ joe remarked to Charles
as he described this minor fake.

Then there was the

"Washable Zombie, the grocery manager, who was always
talking about baths; the Smiling Zombie, who ran a clothing
club and a moneylender's /club/"^^; and "the Adulterous
Zombie and the Childloving Zombie,"^^ who posed as two
of the town's most prominent citizens.

When Joe left

Dufton to take his new job as an accountant in Warley's
City Hall, he thought there would be no more Zombies.
Jim Dixon escaped his faces, but Joe Lampton would never
escape his Zombies.

When Joe left Dufton to take his new

job as an accountant in Warley's City Hall, he thought,
indeed, that there would be no more Zombies in his life.
He does not, however, succeed in escaping the Zombies or
fakes by coming to Warley; he becomes, in a manner of
speaking, a Zombie himself.

Joe could be called the

Charming Zombie, for charm was a favorite topic of discussion between Joe and his friend.

They believed that

if only they could learn how to use charm and to possess
it their success would be guaranteed; and thus Joe wears
charm as an actor wears make-up to project the character
he wishes to portray.
Standing on the streets of Warley, Joe even felt
like an actor watching himself "take part in a documentary
film

a really well-produced one, accurate, sharp, with

none of the more obvious camera tricks."^^

Consequently,
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it is natural that along with Joe's real life act of the
charming, debonair young accountant, he actually does take
part in the plays of the Warley Thespians.

Eva Storr,

who is a Thespian and his landlady's friend, asks him if
he acts.

She takes him to the theatre where in time he

tries out for a play and enjoys notable success as an
amateur actor on the stage.
Braine's novel.

Eva is one of the fakes in

She pretends to be a flirt and puts on

inviting airs and gestures around men; but when a man
reciprocates and tries to make a pass at Eva, she puts
on an insulted, sanctimonious pose.

Joe is one of the men

Eva attracts and then angrily repels.

Nevertheless, one

night following the rehersal of Meadowes Farm, Joe attains
success with a different woman in a different setting from
the stage upon which he has been acting.
In Meadowes Farm Alice Asgill plays the part of
Joe's mistress, and to become better acquainted Joe and
Alice go out together several times.

An almost inevitable

course of events follows the meetings between Joe and Alice.
Alice, who was Joe's mistress on stage, becomes his mistress
in real life.

However, the pose which Joe assumes in

order to succeed in becoming Alice's lover is soon dropped;
and his relationship with Alice Asgill becomes the only
real unposed relationship Joe will ever enjoy with anyone.
He is not afraid to tell Alice anything about himself no
manner how small or insignificant.

He comes to believe
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that his love for Alice is something he stumbled upon
which was more significant than himself, and it becomes
something "uncompromisingly real"^^ to him.

She admits

to Joe that she was sent to a finishing school to "learn
to speak and move properly there and acquire a sort of
97
polish and a little glamour"
in order to assume a pose
which would ^''hook a rich young man and retrieve the
98
family fortunes."

With Joe Lampton though Alice assumes

no pose of any sort; she is ten years older than Joe and
freely admits it.

With Alice Joe feels free from the

tension and worry that are otherwise his companions as he
lives from day to day in the pose of the suave, handsome
young man trying desperately to make a success of his
life.

He realizes that with Alice he- has all the love he

will ever have; and foolish notion or not she is the only
woman who will ever suit him.99 He admits to himself that
whenever he makes love now to Susan, his wife, he feels
as if he is "one of the characters in a magazine advertisement."

The characters in the advertisements always

appear too clean, too young, too unreal.

Joe and his

wife are not facsimiles of the advertisement couples, but
they "belong to the same world." 101 With Alice there was
"no restraint, no shame, no normal or abnormal" feelings,
just the real love of a man and a woman.
Nevertheless, Joe sacrificed the world of reality
with Alice in order to achieve the financial and social
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success which had become his obsession.

Alice Asgill was

not the only woman whom Joe met at the meetings and
performance of the Warley Thespians.

One of the most

beautiful and certainly the most eligible young woman in
Warley was Susan Brown who became his wife.

She was the

daughter of one of the town's wealthiest men.

It is with

Susan that Joe assumes his charming pose, and it is the
successful winning of Susan as his wife that forces Joe
to maintain a posture for the rest of his life.

Even the

language that Joe user when he thinks of himself and
Susan is unreal.

He says, "Susan was a princess and I was

the equivalent of a swineherd.
acting out a fairy story.

I was, you might say,

The trouble was that there were

more difficult obstacles than dragons and enchanters to
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overcome, and I could see no sign of a fairy godmother."
Joe had no need for a fairy godmother though because he
was himself the charming Prince.

He noted himself that

"I was maneuvering for position all the time, noting the
effect of each word";-^^^ and his maneuvering devalued
everything he said especially to himself.

The Charming

Zombie was his '*own draughtsman. ""'•^'^ "Somewhere along the
assembly line"-*-^^ he became a different person, Joe thought
to himself. He continues to think:
What has happened to my emotions is as fantastic
as what happens to steel in an American car;
steel should always be true to its own nature,
always have a certain angularity and heaviness
and not be plastic and lacquered; and the basic
feelings should be angular and heavy tool.
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I suppose that I had my chance to be a real
person. "You're always in contact," Alice
said to nie once. "You're there as a person,
you're w^rm and human. It's as though everyone
else were wearing rubber gloves." She
couldn't say that now.^^^
Joe loved Susan, but his desire for money never let him
love only her;; consequently, even his love was a pose. He
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transformed "mimself "into a different person for her."
Joe concludeci to himself, "She had, I felt instinctively
a conception of Joe Lampton which I'd never depart from in
the smallest detail. . . . "108 n , , . she was taking me
as the perfect lover and delightful companion, passionate
109
and tender amd exciting and infinitely wise."

When

Susan asked CToe how much he loved her, he replied, "A
hundred thousand pounds' worth, " •^-'-0 continuing his operation
according to plan and thinking of Mr. Brown's bank balance
in terms of that amount.
Howewer, Joe's plan of operation is not wholly
without counterattack.

Mr. Hoylake, who is Joe's super-

visor in the To\Nni Hall, is one of the socialite fakes in
Joe's society.

He warns that if Joe is to succeed in

his job as an accountant and continue to receive promotions
he must leave the daughter of Councillor Brown alone.
Another blow to Joe's plans comes at the Civic Ball when
Mr. and Mrs. Brown along with Jack Wales, Susan's long-time
boyfriend, play the game of "Do You Know So and So, its
object being the humiliation of those with less money"
than they.

After verbally battling with these social
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phonies, Joe, in a feeling of defeat, tries to face facts
and says "goodbye Susan, goodbye a big car, goodbye a
big house, goodbye power, goodbye the silly handsome
112
dreams,"

but he does not realize the power that a

charming Prince has.

Susan's father sends her on a

holiday to forget Joe; and to break up Joe's and Susan's
relationship she is told about Alice.

Nevertheless, while

she is gone, Joe writes a letter which unites Susan and
Joe in spite of all opposition to them and in spite of
Susan's knowledge of Alice as Joe's mistress.

Joe agrees

to tell Alice that their relationship is over to satisfy
Susan's jealousy, but the clinching circumstance in
v/hether or not Susan and Joe are to wed comes with Susan's
pregnancy.

Mr. Brown gives, dropping his Yorkshire accent

and posture, and offers Joe a job in his business as an
efficiency expert.

Leaving his meeting with Mr. Brown,

Joe imagines, "I'd just finished furnishing a house in
St. Clair Road, and was driving to the Civic Ball in a
New Riley, Susan by my side in a scarlet dress that would
make all the other men sick with lust for her and murderous
1 13
with envy of me."

"Here is the centre of the country,"

Joe thinks, "I'd so long tried to conquer; here magic
worked, here the smelly swineherd became the prince who
wore a clean shirt every day."-^-'-'^ These pleasant thoughts
were drifting through Joe's mind when Teddy Soames interrupted
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them and gave the information which made of Joe a phony
for all time.
Soames reports Alice's death:

"She was crawling

round the road when a farm labourer found her.
scalped and the steering-column

.nHS

She was

JQQ stood outside

himself and thought, "I didn't like Joe Lampton.

He was

a sensible young accountant with a neatly dressed blue
suit and a stiff white collar.

He always said and did the

correct thing and never embarrassed anyone with an unseemly
display of emotion." •^•'•^ Upon hearing of Alice's death,
Joe leaves his office and takes a bus to Leddersford where
he alternately poses as a Methodist minister from Warley
and as Jack V7ales, Susan's past boyfriend, while he drinks,
becomes sick, drinks again, takes a young prostitute to
bed, and then sick and nearly unconscious is picked up by
Bob and Eva Storr.
their car.

Crying hysterically, Joe is helped into
"I murdered Alice," 117 he cries; but the Storrs

do not agree and declare that nobody blames him.

He pulls

himself away from Eva's shoulder and says, "Oh my God, that's
the trouble."-'-

Joe knows that his pose has won him the

money and position that he wanted; but, at the same time,
it has killed the woman that he really loved.

Joe intends

to set "out to take by force and guile the bastions of
brass and respectability that dominate the hill.

In the

process he mains a few people . . . "1^^, but he knows
that he and his friend Charles would name Joe Lampton the
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Successful Zombie.

Braine writes of Joe:

"Faced with the

crises of conscience he has succumbed to the lure of
success, and his tragedy is that of any man who discovers
too late that he has exchanged his humanity for a set of
social symbols. "•'•^^
The outward symbols of success meant much to Amis's
Jim Dixon, Wain's Charles Lumley, and Braine's Joe Lampton.
While each young man struggled in a different set of circumstances and among different people, their aims for
financial and professional success were the same. Likewise,
the three protagonists found that they had to assume
postures in order to gain their idea of success; and, at
the same time, they had to endure the posturing of people
around them.

Vfhile Amis and Wain treated these problems

in a comic-satiric manner, Braine used a tragic treatment;
but the effect was the same.

The only difference was that

Jim and Charles escaped their personal poses and found
a measure of happiness with the girls they loved and in
jobs that they could perform with a clear conscience.

Joe

Lampton, however, whether he wills it or not, continues
to live his performance as the Successful Zombie for the
remainder of his life.

CHAPTER III
PICARESQUE CHARACTERISTICS IN THE
HEROES AS SOCIAL PROTESTERS
The picaresque novel is an autobiographical account
which presents the life story of a "rascal of low degree"-^
as he is engaged in menial tasks that provide his living,
usually throTiigh the use of his wits rather than his industry.

Structureless in organization, the picaresque novel

is episodic; and it is based upon the picaro, or central
character, who affords the author the means by which he
may treat social classes in a satiric fashion through the
various predicaments and pranks in which the picaro becomes
2
involved.

The involvement of the protagonist, at the

same time, allows him to become intimately aware of the
foibles and frailities of the society in which he lives
and are the weaknesses which receive the satiric treatment
of the author.

As the hero of the novel moves from one

social group to another or from one part of the world to
another, he provides a running commentary on all that he
sees.

Sometimes the picaro is a naieve observer as was

Mark Twain's Huck Finn; and sometimes he is a scheming
fellow, a rogue.
The heroes of Kingsley Amis's Lucky Jim, John
Wain's Hurry on Down, and John Braine's Room at the Top
are not picaros of the popular eighteenth-century
49
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picaresque novels; but they are very similar in many
respects to their earlier forebearers.

Rubin Rabinovitz,

discussing the stylistic characteristics of the novels
of the 1950«s, says that in addition to similar characteristics of the Victorians and Edwardians the writers of
the 1950's can also be compared to "the eighteenth-century
picaresque novelists."^

Jim Dixon is the naieve picaroon

whose outlandish pranks provide Amis with the means to
treat satirically the falseness and weaknesses which he
finds in the middle-class society.

Charles Lumley is a

protagonist whose pleasant mixture of the naivte and the
rogue promote a comic satire upon v/hich Wain may construct
the follies of man that he observes.

However, Joe Lampton,

the picaro of John Braine is the scheming fellow, the true
rogue; and the portrayal of his predicaments in society
is given a tragic treatment.

Consequently, Braine's

satire upon society and upon Joe Lampton is tragic; and
this tragic satire is the most outstanding difference
between the picaresque characteristics of Amis and of Wain
and those of John Braine.

The purpose of this chapter is

to discuss the picaresque qualities found in the novels
of Amis, Wain, and Braine and to illustrate the basic
differences in the portrayal of the three picaros and their
protests against the social injustices found in the middleclass.
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The picaro of Kingsley Amis is Jim Dixon, a provincial university professor, who tries to enter a higher
class of society from that in which he has always lived.
Following the autobiographical picaresque characteristic.
Lucky Jim chronicles the period of time and the numerous
experiences which Jim encounters while teaching at the
university, a job which follows the picaresque characteristic of earning a living by the use of the hero's wits.
The novel is also an excellent example of the satiric
treatment of the foibles of society which is a main
picaresque characteristic and the hero's reaction to the
foibles he finds.

As Jim associates with the professors

and the small town officials who make up the middle-class
society of the little university town, he becomes involved
in several episodes which show Kingsley Amis's perceptive
ability to satirize the frailities of Jim's society in a
comic manner.

One of the most outstanding faults Jim '

finds in the middle-class is the posturing which has been
discussed at length in the previous chapter; and the
adventures and predicaments of Jim connected with posturing,
which have been recounted in Chapter II, are all in the
picaresque tradition and part of Jim's social protest.
However, a lack of consideration of others is another
characteristic which Amis satirizes in his very effective
comic fashion as he recounts the Welch's weekend party,
replete with eighteenth-century entertainment.
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When Jim was involved in reading a group of French
plays and participating in choral groups, he wondered as
he viewed the "lines of black dots, which seemed to go up
and down a good deal"

why the Welches had not "had the

decency to ask him if he'd like to join in, instead of
driving him uip on to this platform arrangement and forcing
sheets of paper into his hand?"

Unfortunately, Jim

cannot read a single note of music; and yet the Welches
had very inconsiderately placed him in the position where
he must pretend to sing or be terribly embarrassed.
Pretention was therefore forced upon Jim; and Amis described
Jim' s "bad setback twenty minutes ago in some Brahams
rubbish which began with some ten seconds of unsupported
7
tenor—more accurately, of unsupported Goldsmith.

..."

The other tenor in the group had "twice dried up in face
of a tricky interval and left him opening and shutting
his mouth in silence."

The singing died; and Professor
.
9

Welch began, "Oh tenors, I didn't seem to hear. . . . "^
What Professor Welch needed to-hear were the silent exclamations of rage going through Jim' s mind because he was
inconsiderately forced into such an embarrassing position.
Being forced to pretend to sing is only one of the several
predicaments in which Jim becomes involved and is forced
to react against because of the weakness of character
which he finds in his new middle-class society.

Conse-

quently, Amis has ample opportunity to comment in his
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satiric way upon these weaknesses by showing the weaknesses
and showing Jim's reaction to them.
The frustration which Jim feels during his encounters
with the middle-class society and their frailities cause
him to wish desperately that he could be anywhere, doing
anything except teaching at the small, English university.
While wandering about the countryside is a typical characteristic of the picaresque hero, most of Jim' s wanderings
are flights of the mind, although he does actually travel
to some degree.

William Van O'Connor thinks that Jim is

quite definitely a picaro "on the loose, and it is the
academic community that he happens to find himself wandering
about in."-'-^ However, Jim is often characterized in the
process of wishing he were somewhere else; London is a
favorite place when he v/ished to escape.

In the small

town where the Welches lived, Jim once walked into the
Oak Lounge, one of the town's pubs, to meet Margaret and
experienced his usual frustration with her when she forced
him to behave in an acceptable manner toward her and toward
the middle-class.

He thought about "his ordinary desire

to leave the provinces for London"^^; and he often visualized
himself going there.

He imagined his packing a few clothes

and getting on the ten-forty for London.

Again Jim imagines

a journey to London when he lets a cigarette burn not only
a night stand but also the sheets and blankets on his bed.
"What was going on in London now?""'-"^ he thought.

Jim
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pictured the wide streets and squares which would be deserted
at that time, except for a few lonely, hurrying figures; he
could see it all from remembering a week-end leave from
the army during the war.

"He sighed; he might as well be

thinking of Monte Carlo or Chinese Turkestan. . . . "^^
Jim thought to himself during these terrible predicaments
that "positive change was good; standing still, growing to
the spot, was always bad."-'-^ Consequently, when Jim
realized that Mrs. Welch was after his blood for burning
the sheets and blankets, Mr. Welch was asking whether he
had published an article; and when Jim thought about the
Merrie England lecture he still had to prepare, he wished
to escape to London again.

He thought about Welch's

younger son Michel who had an apartment in London.

"Why

hadn't he himself had parents whose money so far exceeded
their sense as to install their son in London, "•'•" he mused.
Jim constantly wanted to escape to London or somewhere,
but he had to admit to Christine, the girl he loves and
who works in London, that he hardly ever went there.

He

traveled to London often in his day dreams; but until
Gore-Urguhart offered Jim a job in London as his secretary,
reaching London had been only a dream and a reaction to
his social pressures.

Consequently, in addition to the

dream wishes of traveling to London or anywhere away from
his problems, Jim actually wanders from episode to episode
and also in the picaresque tradition from prank to prank
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in his university life as he comments upon the people with
whom he associates.
Becoming involved in pranks was also one of the
personality traits of Kingsley Amis's picaro, Jim Dixon;
and the object of most of the pranks was a fellow apartmenthouse roomer named Evan Johns.

Although Johns was timid

but at the same time arrogant amateur oboist who was an
office worker at the university, he thinks of himself as
being better and more worthy of a middle-class status than
Jim.

As Jim entered the rooming house where he lived one

day, he noticed some magazines on the entry table where
the mail was placed.

One of the magazines, bearing the

picture of a well-known composer, belonged to Johns.
An idea came into Jim' s mind as he stood looking at the
magazine's cover:
Working quickly but carefully, he began altering
the composer's face with a soft black pencil.
The lower lip he turned into a set of discoloured
snaggleteeth, adding another lower lip, thicker
and looser than the original, underneath.
Dueling scars appeared on the cheeks, hairs as
thick as tooth picks sprang from the widened
nostrils, the eyes, enlarged and converging,
spilled out on to the nose. After crenellating
the jawline and hiding the forehead in a luxuriant
fringe, he added a Chinese moustache and pirate's
earrings. . . . 17
Johns was terribly insulted at the sacrilege committed
to his magazine, but perhaps the most mischievous
prank that Jim plays on Johns is a letter which Jim
composes and mails.

Jim had noticed that Johns was

attracted to a young typist in the office where Johns
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worked, but he had not h^d the nerve to do more than look
at her timidly.

The temptation to write a threatening

letter to Johns from an imaginary boyfriend was too much;
and to make matters worse the letter came to him at the
breakfast table where he read it, flushing brightly in
front of the other three male roomers who were aware of
the prank.

The last prank Jim played on Johns was a

revengeful one because Johns had maliciously told the
Welches that Jim had escaped the weekend party to go drink
in a pub and that Jim had had a date with Bertrand Welch's
girlfriend.

While Jim was on his date with Christine,

Bertrand's girlfriend, he imagined himself a picaro as he
walked out of the bar with Christine at his side.

He

imagined saying to himself that he "felt like a special
agent, a picaroon, a Chicago war lord, a hidalgo, an oil
baron, a Mohock. "1°

Jim thought that perhaps winning

Christine would end his social frustration in the middleclass, but Bertrand threatens Jim who then knows it had
to be Johns who told the Welches about his date with
Christine as Johns tried to befriend the Welches at all
times.

As Jim passed by John's desk at the university

one day, he noticed several life insurance policies lying
open.

Picking them up, Jim hurried down into the boiler

room in the basement of the building and threw the policies
into one of the furnaces.

This is the most vendictive

prank which Amis allows Jim to play.
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However, pranks are a part of Jim' s picaresque
character just as is his ability to get into a terrible
predicament.

The pranks and predicaments lend to the

episodic nature of the novel and provide Amis with a means
to comment upon society and its foibles in his satiric
manner.

Amis's Jim Dixon is the naieve observer whose desire

to fit into a society above his and to make a living at the
same time often forces him into unbearable situations from
which he would like to escape because of the falseness
which he finds in the middle-class.

Nevertheless, by

forcing himself to stay, Jim meets Gore-Urguhart and is
offered a job which allows Jim to end his picaresque
escapades in a happily-ever-after manner instead of barely
escaping with his life as many of the picaros in the
eighteenth-century novels were just fortunate enough to
do.

Hov/ever, Kingsley Amis's Lucky Jim is obviously a

picaresque novel, and Jim Dixon is Amis's protesting
picaroon.
Another picaroon of the 1950's is found in Charles
Lumley, the protagonist in John Wain's Hurry on Down.
Elgin W. Mellown calls Hurry on Down "a picaresque
adventure story" "'•^ which holds the reader "by its
verisimilitude and is artfully contrived through seemingly
unposed candid-camera shots of English life in the late
1940's and early 1950's."^^ Mellown continues to say that
Hurry on Down is "essentially a story proceeding from
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event to event, and it is (like Kingsley Amis's Lucky
Jim which appeared a few months later and with which it
has justly been compared) a pastiche. "^-^* William Van
O'Connor agrees with Mellown in describing Hurry on Down
as essentially "a series of loosely strung together
22
adventures"
written in the picaresque tradition.
There are five adventures loosely tied together
in Charles Lumley's life before he finally finds and settles
down to the permanent job of a radio script writer, and in
the picaresque tradition the novel is autobiographical
just as Lucky Jim is.

After graduating from college,

Charles travels to Stotwell to try to decide what he will
do with his college degree; but the degree has prepared
him for no particular profession.

However, it has given

him the credentials necessary to fit into a middle-class
society and not a working-class society.

This predicament

allows Wain to satirize the English system of education
and allows Lumley to play the harmless prank on his landlady
of pretending to be a detective.

Lumley is forced by his

struggle to find a job that he can perform and with which
he can be satisfied and to follow a series of occupations
which include being a window-washer in Stotwell, a driver
of export cars all over England, a chauffer in the Sessex
countryside, a professional bum in London, a hospital

*^ pastiche is the imitating or satirizing of the
style of other works of art or artists.
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orderly in a large city hospital, and finally a bouncer in
a London bar.

Each adventure is episodic in that it has

very little connection to the other.

Charles leaves a

job because he becomes tired of it, is frightened away
from it, or is disgusted with it because none of the jobs
offer the neutrality of social position which is the real
object of Charles's search.

Mr. Blearny, Charles's

friend, tells him he is the type who does not "want to
23
take sides in all the silly pettiness"
in the struggle of social classes.

that takes place

The struggles and

follies of the middle-class society are the object of John
Wain's satire as his picaroon travels from adventure to
adventure while he searchs for a place in a society which
causes him to protest against it at the same time.

The

falseness and the follies which Wain satirizes have been
discussed in detail in Chapter II of this work.

However,

the posturing of people, their greedy desire for money and
prestige, and their intellectual superiority are in general
the weaknesses of society which John Wain satirizes and
which Charles Lumley despises and protests against through
his travels and predicaments.
John Wain's picaroon was a bit more of the rogue
than Kingsley Amis's Jim Dixon.

While the most terrible

thing that Jim Dixon did was to burn some insurance policy
papers which would be some trouble to replace, Charles
Lumely became involved in an adventure of a much more
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dangerous nature.

Because of Charles's desire to make

enough money to take Veronica to restaurants and to scenic
places in her society, he asked Bunder, a fellow export
car driver, to count him in on whatever the money-making
activities were.

He knew from the manner in which Bunder

and his friends dressed that money was coming from somewhere besides car-export driver salaries.

The money-

making activity turned out to be the smuggling of dope in
packets hidden between license plates and fake backs on
the plates.

When Charles found out what he had to do, he

was appalled to realize that he was helping to have the
narcotics "hawked about and sold, finding its way into the
systems of miserable creatures who were half-crazy, lonely,
ill, neurotic, or just very young." 24 Yet Charles "knew
that he would commit any crime, that he would steal, kill,
maim, or ruin the lives of people v/ho had never done him
harm, for the sake, not of possessing her, but of giving
himself even a remote chance of possessing her."^^
Perhaps the foreshadowing found in these desperate thoughts
will help the reader of Wain's picaresque novel to understand better why Charles Lumley could ignore seeing Harry
Dogson come into a restroom.

Dogson v/as a newspaper

reporter who in searching for a means of making known his
name as a reporter had decided there must be some good
inside story on dope to be written.

He accidently and

very unfortunately stumbled into Charles Lumley, a college
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acquaintance who was working as an export-car driver.
Thinking the cars were a good means of entering the docks,
where the dope had to come into Britain, and where he
could do some newspaperman spying, he followed Lumley's
cavalcade of cars to the wharf.

However, when he dis-

covered the mien and their reason for being in the restroom
where Bunder inserted the packets of dope between the
license plates, Charles knew, in order to protect himself,
he must escape hurridly from the restroom and the docks;
and he leaves Harry Dogson to meet his death.

He did not

kill Dogson, but he did not raise a hand to protect him.
Consequently, Charles Lumley was much more the picaresque
rogue than Jim Dixon and "stopped just short of being an
26
actual criminal"

as the picaresque hero usually became;

and he narrowly escaped the law and being caught just as
the picaresque hero also did.

The heroes of Amis and Wain

are thus forced to be picaresque heroes in order to show
their protest and in order to survive in their middle-class
society.
In the conclusion of Hurry on Down Charles Lumley
succeeds, just as did Jim Dixon, in obtaining a job through
the use of his wits, which is another trait of the
picaresque hero.

Charles obtains his job as he goes to

a radio script-writing session with Edwin Froulish, a
former college acquaintance with whom Charles lived while
he was a window-washer.

Since the head of the script-writing
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team shares the common belief that seven is a perfect
number, he tells Froulish to find a seventh member for
the team.

Charles turns out to be the best on the team

and the only one who is assured a permanent job by means
of a contract.

"I'm permanent."^'^ he cries; "he's sent
og

me a contract to sign."^°
of menial

JOIDS

Consequently, Charles's series

as window-washer, hospital orderly, chauffeur,

and bouncer end successfully in his obtaining a high paying
job as a radio script-writer; and thus John Wain concludes
his picaresque novel and his satire on middle-class
follies.

Veronica even comes back to Charles in the end

of the novel, telling the janitor to announce herself to
Charles as Miss Flanders; and when she walks into Charles's
room, she tells him she just gave the janitor "the first
name that entered my head.
reading about her,"

Moll Flanders.

Veronica says.

I've just been

Moll Flanders is

another picaresque novel, but the protagonist is a woman
who finally ends her travels in a sort of happiness.
Therefore, Charles Lumley himself is able to attain some
measure of happiness living in the middle-class society,
being married to Veronica, and working at the job he has
finally found satisfactory at the end of his travels and
at the end of his social protest.
John Braine's picaresque protagonist, Joe Lampton
in Room at the Top will not, however, attain a very large
measure of happiness in the success which he will also find.
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Joe's conception of success is the same as that of Jim
Dixon and Charles Lumley.

They have in common their

desire for plenty of money, a good social position, and
a wife from the middle-class strata of society.

All three

picaroons manage to fulfill their yearning for success and,
at the same time, comment in a satiric manner through the
eyes of their authors on the frailities which they observe
in their new social level.

The comment is usually explosive

and expresses their social protest in some form of a prank
or maliciously-planned and well-executed action.

Thus

the main difference in the three picaroons of this study
is the overall treatment by the author, the extent to which
the protagonist protests, and the final outcome of the
heroes' lives.
Amis and Wain have written a comic satire upon
society and upon their heroes while Braine has written a
tragic one; Amis and Wain allow their hero some measure
of happiness or a chance to obtain happiness in the end
whereas Braine's hero is almost completely destined to an
unhappy life.

Joe Lampton's unhappiness is due to his

being a complete rogue and conforming to his society
physically but not mentally.

John D. Hurrell says that

Joe "is corrupt, in the fullest sense of the word, and
there can be no return to innocence. ""^^ He has believed
that happiness would come to him automatically when he
31
has eradicated envy by raising his social status.
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Consequently, he successfully manages to crash the barriers
of society, lout he trades a clear conscience in the bargaining; and he will never escape a mental protest to what
he does.

One of the compromises concerns Alice Asgill,

for Joe Lampton sincerely loved Alice, the wife of a
wealthy businessman in Warley.

He gave her up though

because she would have had no money of her own after she
divorced her husband.

Joe decided that his wife must be

Susan Brown, the daughter of the most wealthy businessman
in Warley, and also the most beautiful young woman in town.
When Joe tells Alice he has given her up completely and
is going to marry Susan, Alice gets drunk and kills herself
in a car wreck.

The words are spoken, the actions are

completed, and Joe knows he is to blame.

Therefore, Braine's

picaresque hero is the total and complete rogue.
treats Joe Lampton as a social protester.

Braine

The middle-class

society in which Joe lives is treated tragically in contrast
to Amis's and Wain's comic treatment of Jim Dixon and
Charles Lumley.

The specific follies of Joe Lampton's

society and of his protest against that society, as with
Jim Dixon and Charles Lumley, have been treated in greater
detail within Chapter II.
Joe Lampton told the autobiographical account of
his life in first person which was a typical but not
necessary characteristic of the eighteenth-century
picaresque novel; Joe also traveled about the English
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countryside in much the same manner as the older picaros
did.

However, Joe has, more or less, a combination of the

dream travels that Jim Dixon took and the actual travels
which Charles Lumley took.

Arriving in Warley by train

from his hometown of Dufton, Joe Lampton began his episodes
and his life as a picaresque hero; but Joe's actual travel
was often interspersed with dreams of travel.

In his

mind he often skidded a car "wildly round fantastic bends
in a country /\vhich vjas/ a mixture of Lincolnshire and
Prussia, "-^2 or he took Susan for a holiday "at Biarritz
or Monte Carlo." 33 In addition to the imaginary travels
in Charles's mind, there were numerous trips to towns
near and far from Warley.

Leddersford, a town not far from

Warley is where Joe went to meet Alice in her friend's
apartment during their love affair.

Later he traveled to

Gilden, another town near Warley, to the birthday party of
Sally Carstairs, a rich young woman in the Thespian
Society to which Joe belonged.

Most of Joe's trips are

part of his determination to fit into the middle-class and
be a part of it; therefore, they are an expression of his
social protest and make him a type of picaroon.

Traveling

occupied a good portion of the free time Joe had; however,
the long trip Joe planned to Camley where he spent four
days with Alice was the highlight of all the trips Joe
took in Braine's novel.

Joe met Alice at Waterloo, a town

safely away from Warley; and they rode in a taxi together
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standards of money and success.

Because Joe wished to be

an acceptable member of this society, he sacrificed his
peace of mind; he protested too much.
Being accepted into a social class, becoming
financially successful, and having peace of mind are the
basic desires of Joe Lampton in John Braine's Room at the
Top, of Jim Dixon in Kingsley Amis's Lucky Jim, and of
Charles Lumley in John Wain's Hurry on Down.

The heroes

of these three novels are true picaroons in the picaresque
manner of the eighteenth-century novel, but their problems
are twentieth-century; and likewise their reactions are
twentieth-century.

The picaro was always a character from

a lower level of society who tried to survive by his wits
in an upper level.

Consequently, there were indeed many

problems to be faced by a character who did not know all
of the rules of a new social level and by one who was not
readily accepted into a new social level.

The reactions

to the heroes' desires to be accepted and the frustrations
at the problems found in the middle-class were handled by
Amis and Wain as comic-satire.

However, the same desires

and protests against falseness found in the British middleclass, were treated in as effective a manner by John Braine
but as tragic-satire.

All three picaroons were protestors

against the frailties which they found in a society which
they nevertheless joined.

Life in the middle-class for

Jim Dixon and Charles Lumley was bearable because they

68
did not sacrifice their integrity as an initiation fee;
and they learned how to survive successfully.
longer protesting picaroons.

They were no

However, life for Joe Lampton

was much more successful than for Jim or Charles, as far
as finances were concerned; but Joe never escapes his
protesting and never forgets the means by which he gained
entrance into British middle-class society.
remains an unhappy picaroon.

Joe Lampton

CHAPTER IV
MARITAL AMBITIONS OF THE PROTESTING HEROES
In order to be successful in the British middleclass of the 1950's the protagonists Jim Dixon in Kingley
Amis's Lucky Jim, Charles Lumley in John Wain's Hurry on
Down, and Joe Lampton in John Braine's Room at the Top
thought that they must be financially and professionally
successful.

Financial and professional attainment would

make them socially acceptable and remove the discomforting
feelings of inferiority and the frustrating feelings of
protest which influenced thoughts and generated actions
in the lives of the three heroes.

The most obvious means

by which the protagonists of Amis, Wain, and Braine hoped
to gain successful entrance into the middle-class was by
marrying a woman already firmly established and readily
recognized as one of its members.

They believed that the

peculiar social displacement which they felt, as workingclass graduates newly thrust into the middle-class, could
be cured "by v/hat Geoffrey Gorer once called 'hypergamy, '
where the hero of working-class origin is married to, or
having an affair with, a woman of higher social status."
Consequently, there was an encompassing desire in Jim
Dixon, in Charles Lumley, and in Joe Lampton to marry a
woman in the middle-class; but, at the same time, none of
the men thought that his pursuits of the desired mate
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could end in anything short of complete failure.

Each

man looked enviously upon the woman he desired and knew
only the keen feelings of frustration while feelings of
social protest for the middle-class society and its comfortable members were engendered to a level of rage.

It

is the purpose of this chapter to survey the marital
ambitions of the protesting heroes found in the novels of
Kingsley Amis, John Wain, and John Braine and to point
out parallel similarities in the process of attainment
and in the ultimate success of winning the girls who became
the wives of Jim Dixon, Charles Lumley, and Joe Lampton.
When Jim Dixon first saw Christine Callaghan, he
thought that the sight of her was an attack on his habits,
standards, and ambitions.

She was "something designed to

put him in his place for good, " he thought; and the idea
"that women like this were never on view except as the
2
property of men like Bertrand,"

an accepted member of the

middle-class society, was such a familiar idea to Jim that
it had ceased to appear to be an injustice.

Jim felt that

the "huge class that contained Margaret,""^ a fellow university professor and of working-class origin, would
provide the womenfolk for his own kind.

Margaret and her

kin wore the too-tight skirt and the wrong-colored lipstick
and tried to talk knowingly of the London stage and French
food.^

However, Jim could not help wishing he knew

Christine better and hoping that Margaret's type would not
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which Jim felt as he watched Christine.

She was guilty

herself for looking so pretty he thought; but, nevertheless, he also thought to himself that here was "something
nothing could be done about. "^

On the other hand, Jim's

feelings of hopelessness and anger were somewhat mollified
by the recollection of her minor flaws and by the way she
laughed and helped him remedy the bed-burning incident.
She had not even seemed to mind when he had hurridly
grabbed and eaten a fried egg with his fingers before they
went upstairs to change the bed.

She was a puzzle to him,

for she looked at him severely one moment and laughed
9
uproariously at him the next.
Consequently, Jim decided
not to give up the idea of knowing Christine better; and
amidst the surge of conflicting emotions tried to be
himself.
When Christine called Jim for help in trying to
locate Bertrand in order for him to meet her rich uncle,
Gore-Urguhart, and to apply for a secretarial job, Jim
was most cooperative.

He called the Welches and pretended

to be a newspaper reporter writing an article on Bertrand
and his art in order to discover the needed information
of Bertrand's whereabouts and whether or not he planned
to attend the Summer Ball.

Then he called Christine back

and explained the conspiracy in deceiving Bertrand, who
was at his parents.

Jim pretended to be someone else

because he feared Mrs. Welch after burning the bedclothes.
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and Christine; did not call the house because she did not
seem to get ailong with Mrs. Welch either.

Jim realized

that Christine was not going to be angry with him for
pretending to be a newspaper reporter.!^
thought it was hilarious.

In fact she

Moreover, when they attended

the Summer Ba^ll, she danced with Jim and seemed to enjoy
it; but he fo-und it difficult to believe that she was
really going to let him touch her.

He even thought to

himself that the men near them would intervene and prevent
him from dancing with her.-^-*- Later in the same evening
he danced with Carol Goldsmith, a professor's wife; and
she asked, "Vvhat are you doing about Christine Callaghan?"
"Nothing, of course," he replied, "what can I do?"-'-^
He continued l^y saying to Carol that Christine was a bit
out of his class. 1 3 Carol told Jim that she knew he was
in love with Christine and emphatically declared that Jim
not only should but could take Christine away from Bertrand
because Bertrand was a fake.

Consequently, when Jim

realized that Bertrand was treating Christine shabbily
at the Summer Ball by dancing with Carol Goldsmith and
talking to Gore-Urguhart, Christine's uncle, he told her
he would take her home if she wanted to go; and surprisingly
enough she went.

Jim was av/ed to realize that she not

only acted as though she disliked him to any extent, but
also she trusted him enough to allow him to take her some
miles out of town in a taxi to the Welches' home.

Betting
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on luck for once in his life, Jim continued to talk to
Christine and to become better acquainted with her in
spite of her seeming attachment to Bertrand V7elch.
However, finding out that Jim had taken Christine
home the night of the Summer Ball and had met her in town
for a dinner date caused Bertrand to visit Jim in an
absolute state of fury.

He screamed at Jim, "To think of

a lousy, little Philistine like you coming and monkeying
about in my affairs. . . . Leave my girl alone, you're
wasting your time, you're wasting her time, you're wasting
my time.

You're big enough and old enough and ugly enough

to know better."

Margaret, Jim's girl friend, added

her own comment of surprise and indignation at Jim for
daring to step out of his class, "You don't think she'd
have you, do you? A shabby little provincial bore like
you." 1 5 Nevertheless, in spite of the protest of Bertrand
and of Margaret and in spite of Jim' s own feelings of
inferiority he v/as successful with Christine; and as James
Gindin says, he "wins the mythical girl."l

By protesting

against an unfeeling society in trying to win a girl in
a higher class than his own Jim proved his own worth and
successfully broke down middle-class barriers.

His

action was a means of social protest.
Although Kingsley Amis's Jim Dixon had wanted to
succeed in the middle-class from the first day that he
accepted his job as a university professor and before he
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met Christine, Charles Lumley did not care to succeed or
to become an accepted member of the middle-class until he
saw Veronica, the girl who was to be his love.

Christine

was a means of helping Jim succeed, but Veronica was the
reason Charles wished to succeed.

John Wain's protagonist

in his novel Hurry on Dov/n had ignored any type of class
struggle whatsoever as soon as he graduated from college
because the struggle for acceptance into the middle-class
strata of society had seemed an inane and useless desire.
However, the moment Charles saw Veronica walk through
the Oak Lounge door, his purpose became in a sense the
same as that of Jim Dixon.

Whether it v;as to win Christine

and thus be successful, as was Jim's aim, or whether it
was to be successful in order to win Veronica, as was
Charles's aifn, they both wanted success and acceptance in
the middle-class.

Thus winning the girl who was already

a middle-class member became part of their ambition, but
the difficulties which both heroes had in winning their
girls caused them to behave badly because of their frustrations.

All of their misbehavior was, consequently, a

social protest to the snobbery and falseness which they
discovered within a society which thought it was better
than their own working-class society and yet was fraught
with more obvious weaknesses than those weaknesses that
they saw in their own society.

Even so, the love that Jim

Dixon and Charles Lumley had for their girls was genuine
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even though winning them became a means of attaining class
acceptance.
Thus Charles Lumley knew that he would never again
be happy as a member of the working-class, and he immediately began to formulate plans in order to have himself
accepted into Veronica's middle-class society.
prerequisite for acceptance was money.

The first

Charles thought

to himself as he watched Veronica eating dinner in an
elegant club with her "uncle," Bernard Roderick:

"Whoever

she was, she clearly moved in circles that demanded money
as a condition of entry—money, good clothes, social
17 The thought that "any crawling vermin who
position."-^'
happened to have his pockets well lined could leave him
1R

standing in the race"-^° to win Veronica made him stiffen
in despair, for he feared "he could never gain access to
Mr. Roderick's social sphere." 19 Consequently, desperate
thoughts revolved through Charles's mind as he thought
he might even apply "to Mr. Roderick for a job—work
fantastically hard—become managing director with the
social entree into the Roderick household" 20 and then
carry off the niece in legitimate courtship.

As hopeless

as this thought was and as hopeless as Charles thought
his situation was, he did find a way to make more money;
and it proved to be more desperate than his idea of working
for Bernard Roderick.

He became involved in the dangerous

smuggling of drugs into the interior of Britain; but it
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provided enough money to allow Charles to make appearances
in places where he might meet Veronica if not win her, at
least "to put himself in a better position for taking
stock of his chances"^^ to see the Rodericks.

Consequently,

Charles's crime reflected his protest to the pressures of
the society he wished to enter, but the money which he
made smuggling drugs allowed him to eat in the club where
he had seen Veronica and ultimately allowed him to see her
there again.

The second time Charles saw Veronica he was

introduced to her by Arthur Blearny, who had met Charles
on a train and was a business associate of Bernard
Roderick's.

He sat watching her demure manner and realized

that his wish to know Veronica better or to marry her was
useless, a vain silly dream. However, Mr^ Blearny was giving
a party; and Charles decided to accept his invitation if
only for the purpose of seeing Veronica once more.

The

party acceptance was, consequently, a fortunate decision
because Charles found Veronica alone and managed to talk
to her.

Boldly asking Veronica to go out with him and

immediately admitting his feelings for her was evidently
the right method of approach because she agreed to see him.
However, Charles feared to hope for anything because he
thought his improved finances v/ould just barely give him
"the cashet required to penetrate the Roderick circle,"^2
and he dared not lift his eyes so high as to have Veronica
return even a small portion of his own feelings.

She did.
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however, return his love; and he happily thought to himself
that she even appeared to enjoy their occasions together.^^
They went out at least once a week and within the year
became lovers.

Charles thought to himself that "the

glorious sense of having won, come what may, was entirely
new to him."

When he realized that Veronica really

loved him, he thought to himself that "he had obtained the
one object that he had ever pursued without finding it to
25
be an illusion."

Thus the successful means by which

Charles Lumley managed to gain entrance into the middleclass society was through his ultimate marriage to Veronica,
a woman who was already one of its members.

The desire

for entrance was vital not only to Charles but also to
Jim Dixon as well even though their desire led them to
express their frustration in many different modes of
protest.*
No one of the three protagonists of Amis, Wain, or
Braine protested any more vehemently though than did Joe
Lampton in John Braine's Room at the Top.

Joe felt the

need to succeed and be accepted to such a degree that he
cold bloodly set out to attain his goal.

He felt that

money automatically placed others "in a social class""^^
far above his.

Frank Hilton said that in a larger city

social and financial success were not so obvious because
*See discussion in Chapters II and III.
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people mixed with different levels more; social competition
was not so noticeable because there was no neighborhood
in a provincial sense.

In the provinces, however, one

never forgot his poverty and inferiority; and if a person
was especially sensitive to such social distinctions, he
might at last be forced to do something about it.

Joe

Lampton was that serious, and he did do something about
27
It.

It IS merely unfortunate that what Joe decided he

must do in order to become successful resulted in his own
dissatisfaction with himself as this study will illustrate.
When Joe Lampton arrived in Warley to undertake
his new job as accountant in the City Hall, it was soon
evident that he meant to be successful in the middleclass to which his new job had grudgingly admitted him.
He had been v/alking around the tov/n becoming acquainted
with it, eager to see it, when he stopped outside a
restaurant to stare at a sports car parked by the curb.
He thought to himself as he saw a young man and a girl
come out of an office nearby that "the ownership of the
Aston-Martin automatically placed the young man in a social
class" ^^ far above his, "but that ownership was simply a
question of money." 29 If he could only get enough money,
the girl could be had for the price of the diamond ring
on her left hand.

He decided then that in some way he

would have and enjoy the luxuries which that young man
enjoyed, and nothing and no one would stop him.

When Joe
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first saw Susan Brown the girl he was ultimately to marry,
he immediately fell in love with her.

She was beautiful

and talented; and his first reactions were true and sincere.
He said to himself that "even apart from her money, she
was worth marrying.

she was the princess in the fairy

stories, the girl in old songs, the heroine of musical
comedies.

She naturally belonged to it because she

possessed the necessary face and figure and the right income
30
group."

Joe felt like the swineherd in a fairy story,

but he called and asked Susan to go to a ballet anyway.
Susan accepted Joe's invitation, but she told him she would
rather meet him at the theatre instead of his coming to
her house to pick her up.

Consequently, Joe thought Susan

did not want him to come to her house'where her mother
and father v/ould see him; and he feared that she thought
he was "uncouth and vulgar and working-class—with all the
31
faults of the nouveau riche."

As Joe escorted Susan

to the ballet, he thought about his place in society; and
his mind was full of angry protests against the wellestablished and comfortable middle-class.
enemies.

They were his

From the first date Joe had with Susan until

he married her, he planned every move and word in order to
win her.

He thought she was his passport into the social

level he desired, ^^ and then his next thought would be the
thought of her inaccessibility.

"I could hardly believe
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that I myself had thought of marrying her,"^^ he said to
himself.
Because Susan seemed so inaccessible, Joe gave her
up for a time and engaged himself in an affair with Alice
Asgill, the wife of a wealthy woolman.

In spite of his

determination not to love Alice, Joe soon realized that he
did love her genuinely even though she was on the same
rich side of the fence that Susan was on.

He knew that

with Alice he had drawn all the love he would ever get
and determined no longer to think silly the notion of
there being only one woman to suit a man.

The reasoning,

however, that Joe's friend Charles tried to get across to
Joe directly conflicted with the genuine feelings of love
which Joe had for Alice.

Charles explained:

"A man of twenty-six can marry a girl of sixteen,"
Charles said. "The only reaction will be one of
envy. Look at all these society weddings:
grooms of thirty and thirty-five and brides of
nineteen and under. And all these elderly film
stars buy dewy-eyed young brides, too. Sometimes
a man marries an older woman for her money—
people call him nasty names but as long as he's
got the money why should he care? In our class
we marry women of our own age, which I suppose
is the most decent arrangement. But you want
to make the worst of both worlds. You want to
marry an older woman who hasn't any money. It
would be bad enough if she were unmarried; but
in addition to everything else you'll be dragged
through the midden of the divorce courts."^^
Listening to Charles and not heeding his own truthful heart
made Joe give up Alice.

She, however, sought him even

though he did not have money enough to support them in
Warley.

Moreover, Warley was where Joe felt he had to stay;
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and he was going to marry Susan and work for her father.
Through the long, terrible conversation, Joe was never
completely honest with Alice and let her think that the
reason for breaking up the relationship with her was that
he had discovered a brief affair she had once had with
Jack Wales, Susan's past boy friend.

Alice who loved Joe

dearly, as he loved her, was completely heartbroken; and
after Joe left, drank herself into a drunken stupor,
drove into a brick wall, and killed herself.
Joe might as well have killed himself with Alice
because he became dead inside; but he had gone too far and
continued to carry out his plans to win Susan and her
father's money.

Feeling guilty but maneuvering for a

position with her all the while, Joe noted the effect of
each word, 35 and declared to himself that, "I'll marry her
if I have to put her in the family way to do it.
make her daddy give me a damned good job.
36
count pennies again."

I'll

I'll never

Joe felt that he had to force

the town to grant him the ultimate intimacy, the power and
privilege and luxury which came from v/ealth and a secure
social position. "^ Therefore, Joe's social protest continued in the midst of his confused thinking and deliberate
wounding of those around him, for he deliberately sacrificed
his personal relationships to gain desired material ends.
When Susan actually does become pregnant, her father comes
to Joe and concedes to him entirely.

Mr. Brown offered
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Joe a job in his company and extended his blessings upon
Joe's marriage with Susan.

Joe, however, had debased his

character and made a spontaneous enjoyment of life
impossible.

No one blamed him for the indirect cause of

one woman's death; and he attained all that he desired at
38
the end
as John D. Hurrell suggests: "He is corrupt,
in the fullest sense of the word, and there can be no
return to innocence." 39
^ John Braine implies that Joe
Lampton' s case was that of many young British men who like
Joe had falsely assumed that happiness would come to them
automatically when they eradicated envy by raising their
social status.

Faced with the crisis of conscience, Joe

succumbed to the lure of success; and his tragedy was that
of any man who discovers too late that he has exchanged his
humanity for a set of social symbols.

CHAPTER V
CONCLUSION
This study has shown how three British novels
written in tne 1950's reflect the social protest in the
actions of tne three heroes Jim Dixon, Charles Lumley, and
Joe Lampton.

John Braine's hero as a social protestor

crashes the b>arrier of middle-class structure successfully, but he has received wounds which will prove spiritually fatal to him.

Amis and Wain present the same problems

in comic terras, and yet Jim Dixon's and Charles Lumley's
desire for si^ccess does not destroy them.

Jim is not a

successful umiversity professor while Charles is not a
successful college graduate, but both manage to rise above
their failure>.s and find happiness along with self acceptance
and social acceptance of themselves.

The sharp experience

of failure is; common to the three social protestors, but
Joe Lampton can never escape his sense of failure.

Each

protagonist b)ecomes a social protestor in his own manner
to rail againist a society which does not wish to admit
him.

Jim Dix:on makes faces, becomes drunk, ruins his

speaking enga^gement, and demonstrates his frustrations in
the manner of; a picaresque hero v/ho performs pranks upon
those he dislikes.

For the same reason, Charles Lumley

drifts in the picaresque manner from job to job and from
place to place, lives off a prostitute, smuggles drugs,
84
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and finally reaches the bottom of the social ladder in
begging cigarettes from a drunk on a London street.
Joe Lampton contributes to the death of a woman, causes
another to become pregnant, and eternally sacrifices his
peace of mind while demonstrating his social protest in
order to be admitted into a middle-class society in v/hich
he is instantly miserable.

The three protagonists assume

many masks as they are forced to posture in a society
which will not accept them as they are. Yet they despise
their own masks and the masks of those around them to such
an extent that many of the socially unacceptable actions
of the heroes are caused by their disgust not only with
themselves but with other posturers as well.

Ironically

there was Room at the Top for Joe Lampton, but Jim Dixon
and Charles Lumley were the two social protestors who
reached the top and were happy there.

Jim and Charles

truly become "Lucky Jim's" while Joe Lampton can never
be happy or lucky; Joe will continue to "Hurry on Down"
in his own estimation even though he lives at the top.
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APPENDIX
Kingsley Amis
Kingsley Amis was born, in 1922, into a comfortable
lower middle-class family.
bookish man, was a clerk.

His father, not at all a
Amis attended a large London

day school to which he had won a scholarship.

The school

had an excellent reputation and consisted of a large
cross section of London's social strata.

Amis specialized

in classics until he was sixteen, then changed to English.
Next, he attended St. John's, Oxford, also on a scholarship.
He had a good opinion of Oxford since it had a student body
with backgrounds similar to his.

World War II interrupted

Amis's university work and made him an officer in the army
because of the class system.

The armed forces thought an

Oxford man was enough of a gentleman to be a good officer.
He was in Normandy in late June of 1944 and served in
France, Belgium, and West Germany, finally being demobilised
in October, 1945.

He v/as able to obtain an early release

from military duty because he was a scholarship holder.
Once again at Oxford, Amis worked hard and was awarded a
First, but failed to pass a research degree.
in Oxford devoting his time to writing.

He now lives

If Amis's writings

seem critical of the caste system, they are on legitimate
grounds; for whatever quarrels he is likely to have with
society, they are ones a reasonable man would want to have.
100
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Amis does not like having been associated with a group
of writers during the 1950's known as the "angry young
men."

He does not like being called a "social novelist."

Stating his own opinion about his writings Amis says, "I
have ideas about society, naturally, but human behavior
is what I see myself writing about. "^
John Wain
John Wain was born in 1925 in Stoke-on-Trent.

His

father was a dentist who had little time to read, but
enough time to entertain guests who were local big-wigs.
Wain was also able to see into the working-class through
that part of his family who had not risen in the world
but had, as Wain's name implies, remained artisans. Wain
knew Amis slightly at St. John's, Oxford and has commented
that Amis was a good conversationalist and joker.

Because

Wain was turned down by the army in 1943, he remained
at St. John's as a Fireday Research Fellow in English from
1946-1949, making an excellent record as a student and
taking a First.

Next, Wain became a Lecturer in English

at Reading University, but he resigned in December of 1955,
saying he found it increasingly difficult to keep up his
work and write at the same time.

Wain has the established

reputation of a leading poet, novelist, and critic.

His

novels are often satires on the follies and pretensions
which he sees in man, and this insight gave Wain the same
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label as Amis, that of an "angry young man."

Wain is also

like Amis in thinking that the title was not appropriate.
Wain views literature as the "truth about the universal
human experience."^

Wain says, "If a writer is telling

lies about his material, if he is sentimentalizing or
flattering or impoverishing what he knows about human
life, he is automatically ruling himself out of court; what
he writes may be amusing and beguiling, but it is not
literature."
John Braine
John Braine was born in Bradford in 1922 into a
lower middle-class family.

He attended grammar school

until the age of sixteen and then quit.

Later he finished

his School Certificate by correspondence and then worked
at many different jobs until 1942 when he joined the
Royal Navy where he served until 1943.

Finally, Braine

attended a School of Librarianship; and upon completing
this training, he went to work in Yorkshire as a librarian
and worked from 1956-1957.

After working for an interval

in London as a free-lance writer, he quit and now devotes
his time to writing.

Braine has, along with Amis and Wain,

been classified as one of the "angries"; and once again
he has not been pleased with the title.

He told Kenneth

Allsop that the novelists' responsibility is "to show his
age as it really is. . . . But a writer must be a
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civilized and tolerant human being, possessing, above all,
intellectual integrity. . . . The writer doesn't have to
inhabit a rarified moral or intellectual plane, but he
must always be, no matter how imperfectly, the conscience
of society.

..."
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