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The central theme of this thesis is the moral attitude represented by the modern
Furopean thriller during the 1960=s. It is the contention of the thesis that the
thriller == a collective term for detective and sv»y novels -~= has taken on itself
to explore complex moral problems at a time when so=called 'legitimate' literature

has abandoned the morally problematic in favour of the esthetically stimulating.

The thesis relates this moral concern and complexity to the social and cultural
phenonena of the times and to the broader context of the dialectics between the

Judeo=~Christian and Greco=Roman concepts of reality.
The structure of the thesis:

After a general defence of popular literature, the early chapters re-trace the
development of the genre through the conventional detective story and the early
spy fiction of the 1930=s. By way of a number of authors, the thesis demonstrates
the emergence of certain key themes and stylistic approaches. After this survey
of the precursors, a chapter is devoted to £he perticular vision of reality

the modern thriller represents in the universal scheme of western culture.

The next several chapters demonstrate, through closer analysis of a representative
group of authors, how the moral thriller reaches its heights in the mid=~sixties

and then begins its mecline towards the end of the decade.

The thesis concludes with a general summary and a brief rationale of its method

and critical approach.
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ERRATUM

The name of Friedrich Durremmatt
has been mistakenly spelled as
Friedrich Duremmatt throughout

the text.



Introduction

The thriller -- or detective and spy novel -- has never been a
favourite subject of literary criticism. Although critics such as
G.K, Chesterton, George Orwell, Edmund Wilson, C. Dgy Lewis, Jacques
Barzun and many others of lesser reputation have given serious
consideration to this genre, it has remained a literary no-man's land
in which the majority of serious scholars either did not care to, or
feared to tread.

The thriller, rightly or wrongly, has been considered by many a
type of sub-literature, together with the nurse romance, the comic book
and pornography.

It is the intention of this thesis to deal seriously with detective
and spy fiction, in particular with the immediate pre-World War II and
post-war developments that have taken place in this genre.

I will attempt to prove that the detective and spy fiction of this
period merits serious literary analysis;that it cannot be classified as
sub-literature; and that this genre has produced works of significant
symbolic content throughout the phase under study.

I shall also attempt to provide a fairly comprehensive survey of
the thrillerts last thirty years, its roots, its relationship to the
social and cultural milieu, and the ebb and flow of certain key themes
within what I consider to be the genre's 'finest hour?!, the period between

the mid-nineteen fifties and 1970.



2

This survey -- and the analysis of phenomena pertaining to it —
will be carried out through the study of selected authors and schools
of authors, with emphasis on patterns perceived, particularly those of
moral and archetypal character.

The scope of this thesis does not extend to the morality of
espionage per se. In fact, I have not included either comment or
reference to the numerous works, memoirs and biographies, of real-life
spies or detectives. The only interest of this thesis is fiction, and
its relevance to universal reality, without regard to the 'real-life?
context this particular genre purports to imitate.

What I am interested in is not the thrillerts gbility to reproduce
a credible facsimile of the enviromment from which it derives its subject
matter, but the vision of reality contained within the thriller, and its
mutations under the influence of cultural changes.

My reasons for excluding the American thriller are primarily
editorial. The genre has produced such a volume of works on both sides
of the ocean that one must, in order to be able to keep the material down
to manageable proportions, restrict the survey to one or the other.

After restricting the scope, the choice is not really difficult.
Two critics, writing about two different facets of the genre, seem to
agree that the American thriller is of only secondary interest when

compared to the European.
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"America has produced many novels of espionage, but no
outstanding cnes. The British have had a corner on this
part of the thriller genre from the beginning. Is it
because so many Englishmen with literary inclinations and
talent have at one time or znother worked for one of the
security services? Or is it rather that the cold war is
more abstract to Americans, and we are satisfied more easily
with stock characters, stock situations and plots, and the
similar rhetoric that we hear from TV?" 1

"On the middlebrow level, the pseudo scientific novel of
detection is nearly dead in the United States, and, indeed,
though invented in America, it has flourished chiefly in the
form of British importations from Conan Doyle and Chesterton
to Agatha Christie and Dorothy Sayers.m"
I have chosen, therefore, to explore the primary creative source
of a unique literary phenomenon, the rise and fall of the modern thriller

as a vehicle of moral concern.

3’Ralph Harper, The World of the Thriller (Cleveland: The Press of
Case Western Reserve University, 1969), p. 19.

2Leslie Fiedler, Love and Death in the American Novel (New York:
Stein and Day, 1966), p. 498.




CHAPTER I

CATN, ABEL AND THE INSPECTOR:
THE CONVENTIONAL DETECTIVE STORY AND ITS
RELATIONSHIP TO THE SOCIAL AND CULTURAL

ENVIRONMENT



L
Human existence is naturally highlighted by birth, sexual union

and death. The act of love, progenitor of life, and the act of

murder, perpetrator of death, are thus the human activities most
causally related to the truly elimactic points of existence. Literature,
with few exceptions, has always been preoccupied with the climactic,

for it is through such acts that humans attain the divine dimension,

and arrogate the powers vested in God -~ the giving and taking away

of life. Sex and murder are at the root of all myth, ritual and
fiction; and even their most one-dimensional literary manifestations
are of central concern.

Ralph Harper, in his recent study, The World of the Thriller,

considers the genre of the thriller as "situational literature® 1 and
feels that "all thrillers are basically concerned about two things:
death and responsibility.n 2 He goes on to say that,

"Thriller literature is situational literature, crisis literature.

In the language of Karl Jaspers! existentialist philosophy it is

the literature of boundary situations. Man is always in situation,
but only occasionally for most men is life reduced to total
questionability by any particular situation. Jaspers, following
Kierkegaard, suggested that there are a few special situations like
those concerning death, fate, guilt, and major choices that bring
individuals to the boundaries (border, frontier) of their lives,

and where they must decide what they want to live by. Paul Tillichts
schema of existential anxieties is a systematic (and more subjective)
working out of Jaspers! suggestion: the anxieties of death and fate,
guilt and condemnation, meaninglessness and emptiness (each pair
containing an absolute and a relative threat). The plots of thrillers,
unlike novels of manners, ideas, romantic love, travel adventures, are
principally designed to illustrate such critical situastions.m

lRalph Harper, The World of the Thriller (Cleveland: The Press of
Case Western Reserve University, 1969), p. 51.

2

Tbid., p. 60.

3Ibid., p. 51.
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While his definition is fitting, I would like to study the thriller

on a broader scale, relating it far more closely to the mainstream of
the novel and other archetypal modes of expression than Harper does in
his study. It is my contention that the thriller is a more significant
mimetic vehicle than has been recognized by critics at large. When
Harper compares the thriller to novels of manners, ideas and travel
adventure -- genres which do not deal with critical situations -- he
makes no qualitative judgment. Perhaps subjectively, I consider certain
thrillers on par with tragedy and the epic because they concentrate on
the vital issues of human existence. Again, opposed to Harper, I feel
that novels of romantic love are in fact related to thrillers in a
contrapuntal way. The literary treatment of love-fiction and death-fiction
abound in common characteristics. First, there is a 'norm' established
for both fields of activity: birth, union and death should occur
naturally, and their conflict-free and peaceful processior forms the
basis of a socially and religiously sound universsl order. When the
natural process is disturbed, literature can, at last, make its entrance;
deviation from the norm provides the only true impulse for the dramatic.
The primary motivations for upsetting the nom (and, consequently,
the motivations for fiction) are usually greed and pride: to possess
and to excell motivate all forcible upsets in the system, whether expressed
in the sex-act or the killing-act. The primary methods of these are also
essentially restricted to exercising man's two basic powers, those of his

brawn and of his brain. In oversimplified terms, most love stories are
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about rape or seduction, and most death stories are about violence
or intrigue. In either case, man upsets the natural order of things
by overstepping the socially determined scope of his two resources,
his strength and his mind, briefly attaining a heroic (or villainous)
dimension, and, as a consequence, provoking inte action the hitherto
inert defensive powers of the universal order. This is the cue for
God or his agent, the Inspector, to get moving and restore the status
quo..

Whether we talk about tragedy or penny dreadfuls, these two
essential modes of action, physical or mental, applied in 'excess!
to attain life-giving or death-causing powers, have sustained imaginative
writing throughout history. Whether we consider the fact that thrillers
share many common features a manifestation of a classical pattern or
the stigma of the ?'formula', the fact remains that most literary works
can be classified under one genre or another without loss of critical
respect for either the attitudes or the creative abilities of their
authors. The thriller has not fared as well as the many 'serious?
genres or sub-genres, and I suggest a very human case of snobbery as
the cause. In fact, the thriller started to be taken seriously only
recently, mostly as a consequence of its increasingly moral and problematic
content, Strangely, this new critical attitude coincides with the period in

which morality has been ruled irrelevant as a criterion of esthetic judgment.
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One of the few critics of importance who had taken a positive attitude
towards the thriller is Jacques Barzun who, in 1960, summed it up as
"— the abundant, variegated, illustrious, classical genre — the
detective story.n 1 Barzun makes a good case —— or a good defense,
depending on one's point of view -~ for elevating the thriller to the
level of tlegitimate? literary works:

MA1)l that I have been saying about the genre could be summed up

in one word: the detective story is a tale. (Italics by Barzun)

The pleasure it affords is that of any narrative in which the

ancient riddle of who is who unravels itself to an accompafiment
of wordly wisdom. In the detective tale proper there is a double

satisfaction answering a double curiosity -—- what can the solution

be ? and how was the solution arrivedat ? But to recapture this

innocent pleasure one must be sophisticated enough to abdicate other

sophistications.

The case for the detective story cannot of course stop on this
dogmatic note, for certain merits of the genre and certain
objections to it are yet to be named. Among the objections is
that of sameness -— Mread one and you have read them all." My
description of the form could even be recited in support of the
charge: it would be foolish to deny that detection in literature
submits to very rigid canons. It is an art of symmetry, it seeks

the appearance of logical necessity, like classical tragedy, (Italics
by P.G.) which is why it cherishes the unity of place -- the locked

room, the ship or train in motion. Its successes thus partake
always of the tour de force. As Yeats rightly remarked, "The
technique is supairb.”

But these very limitations, when appreciated, draw our eyes to the

points of differences between one tale and another. Indeed,
superficial sameness is a common attribute of tales, in contrast
with the surface variety we expect of novels and novelistic short

stories, If you read Boccaccio and Margaret of Navarre and Bandello
and the Cent Nouvells Nouvelles and the Contes Drolatiques, you will
find these tales as alike among themselves as any comparable number
of detective stories. In the one group lovers plot against husbands
and are either successful or ridiculous. In the other the detective

is confronted by the inexplicable, and he reasons his way to the
explanation with or without apprehendin§ the culprit. Falry tales
also betray a strong family likeness.®

1Jacques Barzun, '"Detection and Literature", in The Energies of Art,

Vintage Books (New York: Random House, 1962), p. 319.

“Tbid., p. 311.
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The only point that remains debatable in our effort tc tlegitimize?
the thriller, is the question whether popular literature can be evaluated
on the same level with other, thigher! types of literary expression.
Perhaps the answer is all toc obvious: myth, the fairy tale, popular
ballads and stories have been joined, in the twentieth century, by
detective and spy novels to continue the tradition of a basically
simplistic, yet humanly relevant body of literature, formulated in
the archetypal mold. There are other, similarly archetypal types of
expression currently in use. These include proletarian literature with its
political oversimplifications, the various kinds of nurse and business-
girl romances which reduce emotions to the lowest common denominator,
and pornography which does the same to sexmality. When any genre becomes
tpurified! to the extent of the above-mentioned examples, there is a
parallel reduction in multi-dimensionality. When the original archetypal
' formula! of Love, Death, Power and Cunning is sub-divided into only one
of its elements, and applied within the confines of a specific subject, we
are, indeed, confronted with sub-literature.

As far as I am concerned, sub-literature is a term applicable only to
a type of writing which deliberately strips away all t*foreign matter! in
order to concentrate on a restricted set of clichéd ‘'essentialst'. Thus,
a pornographic novel is sub-~literary if it describes an escalating pattern
of intercourse with an increasing number of participants. If, however,
the author adds to this essential formula elements of character, parcdy or

the problematic, the work is no longer sub-literature. Similarly, if a
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detective story proceeds on its formulated course without regard to
these same elements, it is not worth consideration. However, there
exists a sufficient body of detective literature, indeed, the majority
of the surviving output of this genre, which possesses a sophistication
of style, structure, character development and symbolic or problematic
content warranting serious study. The spy or the detective, from
Sherlock Holmes and Richard Hannay, from Inspector Van der Valk to
Alec Leamas is, in fact, a culture hero in the manner of Prometheus,
the Knights of the Round Table, Robin Hood, Dr. Faustus or Hamlet.
These culture heroes may not be 'real! in the naturalistic sense, but
they are spiritually valid:

"The deeds of the culture-heroes also are "impossible®, in that

they are miraculous, incredible, superhuman. However, their

objective and their 'meaning" are not alien to the reality;

on the contrary, they are useful. They promote and strengthen

this reality; they do not explode it."

Having established the 'credentials' of the thriller as a subject
of serious literary criticism, we shall now turn to the genre and its

heroes to explore the significance of what they do, and of how they do

it, in a human, social, moral and esthetic sense.

1
Herbert Marcuse, Eros and Civilization, Vintage Books (New York:
Random House, 1961), p. 150.
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I have explained in the introduction why this study concentrates
only on the detective and spy fiction of England and the European
continent; although America has preduced a large velume of works in
the genre, including some outstanding and multi-dimensional works
by Raymond Chandler and Dashiel Hammett,American thrillers place

xcessive emphasis on the brutal and violent aspects of crime and
espionage. This in itself would not prohibit inclusion in this study.
However, the coherence of the development of the Zuropean thriller
provides us with a complete and self-contained case history, while the
radically different American thriller and its own unique development
rate separate analysis. R.G. Collingwood points cut cne of the major
differences between Burcpean and American treatments of the genre:

The detective story, the most popular form of amusement offered

by the profession of letters tc the modern public, is based

partly on appeal to the readerts fear, but partly on a rich
medley of other emotions. In Poe the element of fear was
exceedingly strong, and either because of his influence, or
because of something ingrained in the civilization of the

United States, the present-day American detective story shows

a stronger inclination towards that type than those of any

other nation. American corpses are the bloodiest and most

horribly mangled; American police the most savage in their

treatment of suspects.”

It is precisely this trich medley of other emotions! the European
thriller exploits, emotions relating to political, ethical and moral problems.
It is, indeed, remarkable, that the gory details of murder are rarely exposed

in either the traditional detective story or the spy novel. In contrast

1R.G. Collingwocd, The Principles of Art, A Galaxy Book (New York:

Oxford University Press, 1958), p. 86.
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to American detective fiction, English and European murders are rarely
committed in the reader's presence. The murder is usually discovered

and then reconstructed after the fact. The narrative technique developed
for these novels may be either the cause or the result of this shying
away from explicit violence. The traditional detective story has no
omniscient author, but is usually presented thrcugh the persona of a
witness., A witness to the detection, not the crime! According to
Jacques Barzun:

", ..by virtue of Doyle's almost unique success in giving a soul

to the detective's partner —-— the common man — we have in the

two a companion pair to Don Quixote and Sancho Panza, a contrast

and concert capable of occupying. our imagination apart from the

tales in which the two figure." -

The presence of the hero's involved and partisan chronicler is
characteristic of most post-Doyle novels. Holmes has his Dr. Watson,
Poirot his Colonel Hastings, lLord Peter Whimsey his Harriet Vane. This
versona provides the common benchmark as well as the common perception, so
that through his eyes we both understand and appreciate the hero's unique
feat.

The plot, of course, also begins after the crime has been committed.
The victim is discovered and the detective is either summoned or had been
actidentally present. Usuglly, on his holiday, the potential solver of the

crime displays some reluctance to get involved. As we shall see later in our

discussion of the spy thriller, this initial reluctance to enter the fray

lJa.cques Barzun, "Detection and Literature™, in The Energies of Art
(Vintage Books, New York: Random House, 1962), p. 317.
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is a common and significant theme of the thriller.

As he begins to unravel the crime, additional complications arise;
these are usually additional murders, committed mostly to cover up the
identity of the murderer. Those killed in the course of the investigation
are also persons whom the detective initially suspectsof being the
murderer. The subsidiary murders, as well as the inevitable red-herrings,
finally lead to the last and most significant clue which, of course, is
not at all understood by the narrator. This important but incomprehensible
clue then necessitates the gathering of the main characters. The detective
then proceeds to give a condensed review of the case, while the narrator
registers the central characters! reaction as they are confronted with the
facts. The final, so far mysterious clue is then revealed, and the guilty
character gives himself awsy either because he is trapped into revealing his
identity or is helpless against the incontrdvertible logic of the detective's
reconstruction of the case.

"le know that the culprit is the smocth sclicitor with the pince-nez,
but we still cannot see how he could have been in London and

Buenos Aires at the same time. The final lecturette which leads

up to this disclosure, far from being a rehash, is an illumination

which is also an emotional peak, because it releases the tension

of intelligent curiosity we have laboured under from the beginning.® 1

After narrative technique and plot, the most important aspect of the
detective story is the person of the victim. The very nickname of the
genre, 'whodunit! gives us a clue here: the victim is the titt —

significantly, the most insignificant ingredient of the whole scheme. The

first victim, done in by the original crime, either dies before the novel

lrpid., p. 310.
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begins, or is eliminated in the first few chapters. He has no identity,
no emotional hold cover the reader. He is usually wealthy, eccentric,
and, significantly, mate or childless:

"7 always take a look at the bock first to see if there's a
chapter headed, "Finding of the Body."™ And I know that
everything is all right when it says, The body was that of an
elderly gentleman, well dressed but upside down. Always, you
notice, an Melderly gentleman™. What they have against us I
don't know. DBut you see if it said that the body was that of

a woman — that's a tragedy. The body was that of a child! -
that?!s a horror. DBut the body was that of an elderly gentleman
-~ oh, pshaw! that!s all right. Anyway, he's had his life —-
he's had a good time ( It says he's well dressed.) —- probably
been out on a hoot. ( He's found ypside down.) That's all right.
Het's worth more dead than alive,™ ™

Stephen Leacock has put his finger on the essential fact; the
unattached and abstracted figure of the victim indicates that the solving
of the crime is never motivated by revenge for the victim., It is ™the
variation from the norm which invites inquiry.? 2 What is at stake is not
retribution, but the setting right of the universal order. The violator
must be discovered not because he killed a perscn of significance, of
heroic magnitude or someone inspiring love. He must be apprehended in
order to protect the mechanical functioning of the system based on
individualism and private property.

The victim is a mere token, a minor sacrificial animal, a mere
exxcuse to perform exorcism on the body of ailing society; this society
is based on the value of individual life and property. The act of murder

negates the values; it is an act of sabotage that must be solved so that

lStephen Leacock, "{urder at $2.50 a Crime," in The Art of the Mystery
Story, ed. by Howard Haycraft (New York: Simon and Schuster, 1946), p. 327.

2Jacques Barzun, "Detection and Literature™, in The Energies of Art,
Vintage Books (New York: Random House, 1962), p. 309.
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it won't occur again. Edmund Wilson, in his 1944 essgy, "Why do

People Read Detective Stories?" interpreted the popularity of the
genre as a result of its cathartic effect on the reader. Wilson's
interpretation, although somewhat dated by now, provides scme pertinent

comnients:

",.. the detective story has kept its hold; had even, in the two
decades between the great wars, become more popular than ever
before; and there is, I believe, a deep reason for this. The

world during those years was ridden by an all-pervasive feeling

of guilt and by a fear of impending disaster which it seemed
hopeless to try to avert because it never seemed conclusively
possible to pin down the responsibility. Who had committed the
original crime and who was going to commit the next one ? ...
Everybody is suspected in turn, and the streets are full of

lurking agents whose allegiances we cannot know. Nobody seems
guiltless, nobody seems safe; and then, suddenly, the murderer

is spotted, and —- relieft -- he is not, after all, a person like
you or me., He is a villain — known to the trade as George Gruesome
-~ and he has been caught by an infallible Power, the supercilious
and omniscient detective, who knows exactly where to fix the guilt."

Unfortunately, 'fixing the guilt! is only a partial answer, because
contrary to Wilson, the murderers are among us -~ they are not the easily
dissociable Gruesome Georges. The murderer is, very much like the enemy
spy, a built-in subversive, who violates the system from within. His
motive is gain -~ social, economic or other -—- and he wants to acquire it
out of turn. He wants to gain not by the slow and arduous 'naturalt
process, but by short-circuiting this process through an act of murder.
He is, therefore, twice the offender: he offends against social values
as well as against the laws of nature. His deviation from the tnorm!

throws a monkey-wrench into the universe. And the detectivets motivation

1Edmund Wilson, "Why do People Read Detective Stories, " in A Literary
Chronicle: 1920-1950, Doubleday Anchor Book (Garden City: Doubleday &
Co. Inc., 1952), p. 328.
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is nct really revenge, even if he so protests, but the readjustment
of the great universal clock, Time, symbol of the orderly procession
of things. (In many detective stories the clock or watch that stops
on the murdererts blow is used not only tec fix the time of the crime
but also to fix the guilt.) And when Hamlet says:

"The time is out of joint: .0 cursed spite, That ever I
was born to set it right."

he expresses not only the traditional reluctance of the detective to get
involved, but also his main motivation. His sentiment is forever echoed

by all sleuths and spies, trouble-shooters on behalf of the universal order,
and its most powerful symbol, Time. When Macduff enters the scene with
Macbetht's severed head in the play that must be one of the models of modern
detective stories, he reiterates the time-crime motif in very explicit
terms:

"MMacduff, Hail, King! for so thou art: behold where stands
Th' usurpert's cursed head. The time is free."

I would like tc consider some further historical proof towards
establishing both the archetypal validity of the detective story and its
prime significance as a vehicle dedicated tc the maintenance of the universal
Law-and-Order. The first archetypal murder story in the Judeo-Christian

culture is, of course, the story of Cain and Abel. It is a most revealing

example.

lWilliam Shakespeare, Hamlet, I.5.

2yilliam Shakespeare, Macbeth, V.8.
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First, the victim's character is totally indifferent. It is true
that God ®had respect unto Abel and his offering:" + but no reason is
given for this respect. On the cther hand, Cain's motivation is plausible
cnough., Then comes the murder, which is given such short shrift in the
narrative, that even Illery Queen notes:

"Chapter 4 of Genesis merely remarks: 'Cain rose up against

Abel his brother, and slew him!, we may assume the instrument

to have beer a forked-stick plow, or a primitive hoe, since it

came to pass 'when they were in the field.' and %ain, as

cveryone lmows, was a 'tiller cf the ground.t "

The very vagueness in the description of the act of murder and how
it is committed is an indication of the Judaic tradition of underplaying
the physical aspects cf violence. In this respect, toc, the story of Cain
and Abel can be considered a precursor of the Luropean detective stery, just
as the meral thriller of the post-war pericd is a direct descendant of the
traditional genre. The difference bectween the moral thriller —— bhe it a
detective or a spy novel - and the traditional detective story, is basically
a matter of the respective cultural milieu: the traditional detective
defends the moral system against violators, while the modern detective or
spy attacks the amoral system becaguse it violates his sense of humanity.
But in essence, from Cain and Abel to Friedrich Durenmatt and John le
Carrd, the polarities are established along moralistic lines, and the

concept of good and evil is based on Judeo-Christian thought. (Perhaps,

one nay conjecture that the American thriller, considered by Collingwocd

1
Genesis IV, 4.

gEllery Queen, "The Detective Short Gtory: The First Hundred Years," in
The Art of the Mystery Story, ed. by Howard Haycraft (New York: Simon and
Schuster, 1946), p. 476.
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to be strongly inclined to present bloody detail, is more akin to the
Greco-Roman tradition and its tendency for externalization.)

Ellery Queen also finds the story of Cain and Abel wanting in one
crucial aspect as a detective story:

"This historic fratricide nevertheless cannot be said te have

initiated the literature of detection for the profound reascn

that the case lacked the essential element -— a detective.?

Ellery Queen may be right from a technical point of view., However,
the more we delve into the essential aspects of the detective story and
its particular vision of reality, the more we see that detection, just
as revenge, is merely incidental. Whether it is Hercule Poirot or God
himself, the basic role is to restore the status quo of society or the
world. God's interest in the case is merely to remove the offender and
place him at the periphery of his system., He is not concerned with
revenge, because although he threatens Cain that "a fugitive and a
vagabond shalt thou be in the ecarth® 2 he also gives him protection:

"Therefore, whoever,slayeth Cain vengeance shall be taken

on him sevenfold.® 3
Once Bast of Eden, Cain is allowed to prosper, multiply, build a city and,
in fact, become one of the precursors of all mankind.

Indeed, the threats and accusations heaped on Cain's head are sheer
rhetoric, unsupported by action. Similarly, in most detective stories, the

murderer is far more feared and respected than hated. He is a figure of

fascination and power, just as Cain is.

 vid., p. 477.
2Genesis, v., 12.

3Tbid., V., 15.
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Thus, in spite of Ellery Queen's objection, we can safely accept
the story of Cain and Abel as the first archetypal detective story.
Firstly, the victim is of no importance. Secondly, restoration of
order, and not revenge, is the mainspring of the action. Thirdly, the
agent of restoration -— in this case God -- is not personally involved
in the story. The murdering act violates the system represented by
God or the Detective, but they are not themselves targets of the act.

The agent of restoration is detached from both the victim and the
criminal.

There can be, of course, valid interpretations which associate Cain
not with an act of negation but with the first act of rebellion against
an unjust status quo. A debate on this would be pointless, since onets
attitude depends entirely on whether one supports the established order
or is against it. Gilbert Keith Chesterton is, of course, on the side of

the angels, and his essay, A Defence of Detective Stories, is one of the

finest conservative articulations on the subject:

"There is ... another gocd work done by detective stories. While
it is the constant tendency of the 0ld Adam to rebel against so
universal and automatic a thing as civilization, to preach
departure and rebellion, the romance of police activity keeps in
some sense before the mind the fact that civilization itself is the
most sensational of departures and the most romantic of rebellions.
By dealing with the unsleeping sentinels who guard the outposts of
society, it tends to remind us that we live in an armed camp, making
war with a chaotic world, and that the criminals, the children of
chaos, are nothing but the traitors within our gates. When the
detective in a police romance stands alone, and somewhat fatuously
fearless amid the knives and fists of a thieves! kitchen, it does
certainly serve to make us remember that it is the agent of social
Justice who is the original and poetic figure, while the burglars
and footpads are merely placid old cosmic conservatives, happy in
the immemorial respectability of apes and wolves. The romance of
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the police force is thus the whole romance of man. It is based

on the fact that morality is the most dark and daring of

conspiracies. It reminds us that the whole noiseless and

unnoticeable police management by which we are ruled and

protected is only a successful Knight-errantry.m

As we shall see later, the tragic dimension of the moral thriller
of the post-war era springs from the fact that the 'noiseless and
unnoticeable police management™ becomes a manipulative, anti-human
and gmoral force. And, consequently, the typical hero of such novels
becomes a foe of this kind of system. His knight-errantry results, of
course, in practical failure, and moral victory.

As we have woven our way through those aspects of the detective story
which have a relevance to this particular study, from narrative technique
to symbolic action, one other point should now be included. This concerns
the ultimate beneficiary of the plot. We know, that according teo the
traditional rules of moral justice, the criminagl is barred from enjoying
the fruit of his labours. The agent of adjustment, the investigator, is
also disinherited: an interest in the stakes would eliminate his
detachment and integrity. It is always someone inconsequential, innocent
and uninvolved whe reaps the benefits. In Hamlet it is Foritinbras. In
Caints case it is probably us, the heirs of Cain. And in most detective
stories it is cousin Freddy, the hamless tennis-bum.

There is only one qualification: the inheritor shall have to be capable

of upholding the nomm.

lG.K. Chesterton, "A Defence of Detective Stories,™ in The Art of
the liystery Story, ed. by Howard Haycraft (New York: Simon and Schuster,
1946), p. 6.
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The brief survey of the traditional detective story provided
in the previous chapter is, of necessity, an incomplete one. Its
sole purpose is to be a point of departure for a detailed and intensive
study of the spy fiction of the 1960's. Therefore, I have dealt with
only those aspects of the detective story which, in my Jjudgment, are
relevant to what is to follow. These are mainly aspects of the detective
story's social stance, the universal implicationSof its structure,
method of characterization and its moral position.

The traditional detective story is important mainly as one of the
two major tributaries of the spy thriller of the 1960's, the other being
the spy fiction of the late 1930t's and of the Second World War. These
two are the direct precursors of the moralistic detective fiction of post-
war years, which has a history closely related to the major subject of this
study, the spy fiction which developed, declined and fell between the years
1960 and 1970.

For our purposes, the most important characteristic of the traditional
detective story is its main concept; it is a ritualistic treatment of a
recurring theme, of the individual violating theé universal order through an
offence against human life or property or both, and the subsequent correcticn
of this moral wrong by an agent of superior mind, integrity and detachment
on behall of the aforementioned order. As we shall see further on in this
study, the modern spy novel rests on a diametrically opposite concept. In
the latter type it is a generally superior individual whose integrity, mind
and existence is violated by the universal order. Another significant
feature of the modern spy novel is the questioning of the validity of this

universal order on behalf of the individual.



CHAPTER II

FROM tWHODUNIT* TO tWHYDUNIT?:
THE BEGINNINGS OF MORAL CONCERN
IN DETECTIVE AND SPY FICTION - THE

POLITICIZATION OF THE THRILLER
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In historical perspective, the social and cultural background that
gave rise to two such diametrically opposed themes had to go through
radical changes. It would be out of place here to describe the changes
that occurred between 1930 and 1970. Suffice it to say that they have
been the most sudden and drastic in recorded history. If one went looking
for another period in history that would provide an appropriate parallel,
the early 17th century might be the best bet. It is the period in which
a previously accepted and static world view is suddenly and radically
challenged. It is also a period of political and social turmoil, a time
in which morality, ethics and religious beliefs are suddenly overthrown.
The difference between early Elizabethan and late Jaccbean drama, if closely
analyzed, would reveal differences of the same type and extent existing
between the traditional 'whodunit! and the modern spy story.

I have given the 17th century example tc emphasize how major changes

in belief and Weltanschauung create parallel changes in literary expression.

In the beginning, we have literature that accepts and serves as an

expression of the status guo. Say, Kyd's Spanish Tragedy and Agatha Christiet's

The Murder of Roger Ackroyd. As the sccial and cultural changes begin to

make themselves felt, we can witness the creation of works which are
intellectually aware of these changes, but emotionally deplore them.

Chakespeare's King Lear and Durenmatt's The Judge and His Hangman would be

the relevant examples. The next stage brings works conceived according to
the new mode of thought, showing up the old order as corrupt, evil and without

redeeming features. Webster's The Duchess of Malfi represents a developmental




stage similar to John le Carré's The Spy Who Came in from the Cold.

After a messure of success, the new mode declines into the ludicrous or
into conscious parody, as the criginally effective devices have to ke
carried to the extremc and beyond, in corder to maintzin the interest of

the audience. Fordt!s 'Tis DPity She's a lWhore and Adam Dimentt's The Great

Spy_Race,for example.

I offer these seceningly incongruous juxtapositions to point cut that
literary expression appeers to change in cyclic patterns, that these patterns
recur at various times in history and are always correlatedwith intellectual
discovery and social change.

When we look at the traditional detective story, we see it at its
historic heights in the early 1930ts. It is the type of story that is kased
on respect for the individuzl, the main component of the universal order.

The detective is the protector of the individual and his role in the system.
Life if sacred, and all are equal before the law. Today we know that

de facto, all are not equal before the law, that this concept is in essence
a myth of the liberal-capitalist scciety. We alsc know that the detective
story, dedicated to uphold this society, is also devoted to uphold the myth.
It is interesting to note that the famous cliché, "The butler did itt" is one
of the traditional red herrings of the detective story. In the course of
the investigation, one cr mcre lower-class characters -- butler, chauffeur,
maid, gardener -- invariably become suspected of the crime. Yet, in the end,
it is always a member of the ruling class or cne who wishes tc become part

of it (poor cousin, ambitiocus secretary, retired officer) who had commitied



23

the murder. Which goes to show that even if often snobbish in tone,
the detective story is basically a liberal-democratic genre, and
essentially anti-elite. There may be an 'opiate-of-the-masses?
comotation to this liberalism, it may be an idyllic ruse to dupe the
plebs, but, as William Empson puts it;

"The essential trick of the old pasteral ... was felt to
imply a beautiful relation between rich and poor ..."

Genuine or nct, the essential attitudes of the detective story were
based on the value of the individual, rich or poor, and his equality before
the law (or God). This attitude, as far as humanity was concerned, was
substantially qualitative. One man's death, no matter who he had been,
was worth investigating, worth the risk and the fuss.

And then came the Second World War and the millions killed through
combat, bombing and extermination. The universal order which had been
violated every time murder or theft were committed, died of a massive
haemorrhage.

Even in a form of fiction unconcerned with naturalistic reality, it
was difficult to maintain the pretense that one human life, rich or poor,
really mattered much after the war. After witnessing death and destruction
on a scale never before experienced, no one could really get excited about a
poisoned spinster or a bludgeoned peer. What occurred was a kind of emotional

inflation. The small change of individual lives has lost its significance,

]William Impson, Some Versions of Pastoral, New Directions
(Norfolk: James Laughlin, 1960), p. 1.




when millions had been and would be at stake, particularly after the
introduction of the various technologies of mass murder. The morality
that had centered on the individual, on the sanctity of life and property,
the respect of eccentricities, the morality so ably underpinned by the
detective story, had also been lost., In fact, the detective story in its
traditional sense, has never been secen since. In its place came the
thriller, concerned with bigger stakes, a different set of ethics, written
in a form and structure far less defined than that of the traditional
detective story.

The detective novel, essentially an exercise in technique within a
moral -culture, began its gradual transformation into a commitment to morality
within a technological cul*ure. But, before this transformation is completed
in the late 1960's, the genre had gone through many phases.

As the previously qualitatively-oriented world crder was being taken
over by quantity, as the change from hand-made to mass-preduced occurred in
all spheres, from consumer goods tc murder, death in single doses, as treated
by the traditional detective story, became irrelevant. Clearly, the ante
had to be raised in some way to renew flagging reader interest and involvement;
a new relevance had to be sought.

There were actually three ways to tescalate! thrills. The first, and
most obvious of these was to provide a more vivid, sensory picture of violence,
shifting the emphasis from *who done it' to how it was done?

In his 1944 essay, "Raffles and Miss Blandish," George Orwell provides
perhaps the mest comprehensive analysis on the type of thriller which
concentrates on sex and violence, and the reasons of its success during the

war years.



The book in question, James Hadley Chase's No Orchids for Miss

Blandish, written in 1939, is, in many ways, a milestone in thrillers.
It signals a change in moral attitude:
"The detective ... is almost as great a rogue as the gangsters,
and actuated by nearly the same motives. Like them, he is in
pursuit of "five hundred grand.' -
It also goes a long way in its presentation of physical violence, a
feature always underplayed in traditional detective fiction:
"The book contains eight full-dress murders, an unassessable number
of casual killings and woundings, an exhumation (with a careful
reminder of the stench), the flogging of Miss Blandish, the torture
of another woman with red-hot cigarette ends, a strip-tease act,
a third—degrge scene of unheard—-of cruelty and much else of the
same kind."
In Orwell's view, the theme of this novel is "the struggle for power

and the triuaph of the strong over the weak" 3 another significant departure

from the liberal-equalitarian stance of the traditional detective story.

Orwcll goes on to analyze the reasons for the great success Miss Blandish
enjoyed in Ingland during the Blitz, an interesting fact, considering that
this book has, indeed, been conceived in the spirit of the fascist power

instinct. As such, it is a valuable document of its times. Having read

1
George Orwell, "Raffles and Miss Blandish," in A Collection of Essays,
A Doubleday Anchor Book (Garden City: Doubleday & Co. Inc., 1954), p. 145,

2Tbid.

3Ibid.
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!iiss Blandish after a nusber of James Bond novels, it still stands out in
rny memory for its unredeemed and powerful brutality

Orwell explains the paradoxical success of lliss Blandish in the
Tngland of 1940 by way of a cartoon:

"Early in the war the New Yorker had a picture of a 1little man
approaching a news-stall Tittered with papers w1th such headlines
as 'Great Tank Battles in Northern France,! tBig Naval Battle in

the North Seca,' 'Huge Air Battles over the Channel t etc. etc.
The little man is saying, 'Action Stories, please.' That little
man stood for all the drugged millions tc whom the world of the
gangsters and the p*ﬂze—rlng is more 'recal?, more 'tought, than
such things as _wars, revoluticns, earthquakes, famines and
pestilences.®

We can thus see that the type of 'escalation! that results in an
exphasis on the thow!, means a departure from realily as well as frem
morality. It signifies an essentially pagan treatment of the genre which,
in many of its manifestations, is very much involved with a religiocus or

ethical approach tc reality.

lThe spirit of liss Blandish is tcday alive and well in Nerth America,
on the eve of another radical social and moral change, which I expect

to be not unlike the one Europe has undergone in the years of the war.

I% is ironic that we seem to have come full circle in thirty years
in 1939, it was detective fiction that needed a tshot in the am' to

make it relevant to an age concerned with the massive and the powerful.

In 1969, it was the new spy thriller, the culmination of the changes
that begzan in the late 1930?5, whicb according tc Time Magazine, has
come to the same phase of its developnent- "By now, jaded readers of

international spy fiction expect to get two books in one: a perversely

complicated thriller and a perverted sado-sexual romp at least as
inventive as the wares on the pornography shelf.m
"Fadeout and Flagellation," Time Magazine, November 28, 1969, p. 86.

2Ceorﬁe Orwell, "Raffles and Miss Blandish,” in A Collection of Essays,

A WoubledaJ Anchor Sook (Garden City: Doubleday . Co. Inc., 1954), p. 147.



The second type of tescalation!, perhaps predictably, turns the
twhodunit! into the 'whattsheingdone!. Here, the emphasis 1s on increasing
the stakes. The villain does not merely kill one man, and will neot usually
relish elaborately torturing anyone. He may even be a fairly unassuming
type, the representative of an organization or a conspiracy. What he has
is a weapon or a formula that could destroy a whole nation, a continent or
even all mankind. This type of plot, although it had its roots in the
pre-war Fu Man Chu stories, has been resurrected with a vengeance after
the war, no doubt because, in this instance, reality was catching up with
fiction through the development of nuclear and bacterial weapons and
the Laser Beam. What gave this approach a relevance was the underlying
fear that a criminal conspiracy, a madman or megalcmaniac could, indeed,
get hold of a potent weapon causing mega-deaths in the process. While this
type of thriller may border on science-fiction, it rightfully belongs
in the suspense category, for the mechanics of destruction, unlike in
science-fiction novels, are rarely elaborated on. These novels usually
have a discovery-of-danger, pursue-and-destroy-the-villain kind of plot,
treated in a relatively orthodox manner, and Alfred Hitchcock'!s recipe for
suspense stories in general is perfectly applicable to its techniques:

"This difference (between the pure suspense story and the element of

suspense necessary to all narration) lies in the fact that Suspense

is here accompanied by Danger -- danger mysterious and unknown, if

possible. Or, if the danger is known —- then as inexorable or as
insurmountable peril as may be imagined.®

lAlfred Hitchcock, "Introduction to Suspense Stories," quoted in

Anthony Boucher, "Trojan Herse Opera,™ in The Art of the Mystery Story,
ed. by Howard Haycraft (New York: Simon and Schuster, 1946), p. 248.
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Qur interest in this type of story is limited to its universal and
political attitudes. Flourishing in the 1950's, it had been an instrument
of political propaganda, capitalizing on the very real fears of people.

The bogeymen in these novels were usually German, Russian and Chinese,

or people of indeterminate nationality bearing German-Russian-or
Chinese-sounding names. They were either in the pay of one of these
countries or were backed by some vague, Mafia-type syndicate with the

aim of destroying or threatening and blackmailing the country of their
choice. The morality of this kind of story is purely quantitative:
anything is permissible to the hero, because he is out to save the lives
of millions of threatened people. 3o much for the complexity of the moral
problem as portrayed in such novels.

The most interesting example of the high~stakes type of suspense
novel is Ian Fleming's James Bond series. As we shall return to Bond later,
at this stage I would like te limit the discussion to those aspects of Bond
which are relevant tc the historical development of the modern thriller.

In many ways, the Bond stories are a link between traditional suspense
fiction and the modern, morally concerned thriller, while belonging to neither
category. Bond is still knee~deep in old values. He is a former WW II
officer, in Her Majesty's Service, and, while he displays the traditional
reluctance before every assignment, he is basically loyal to the cause, never
questioning the purpose or the method of the operations he is involved in.
While he thus shows 3 morally conservative streak (as well as a socially
sncbbish attitude) his sexual attitudes and activities reveal a highly

-y

'progressive!, amoral bent. In Bond, the element of detection has all but
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disappeared, replaced by the thrills of chase. At the same time, Bond

is both pursued and pursuer (like Richard Hannay in John Buchan's The

30 Steps) but alsc a prcfessional spy (unlike Hannay). Dondts adveniures
are all played for very high stakes, from preventing the diversion of a

nuclear rocket that could destroy Ingland in Thunderball tc saving the

world?s agricultural output in Cn ller Majest's Secret Service. At the

same time, however, he is by neo means a knight-errant, he is vindictive,
ignoble and deadly. He obviously relishes having his famous 'license to
kill'. Perhaps as a concession to realism, Bond is on the receiving end
of a lot of torture and suffering, and, according to a review I rezd in
the early 1960's, he makes so many operational errors that only the

LY

Deus ex lachina keeps him alive.

Ir spite of both its popular success and voluminous output, Fleming's
series fails to achieve literary significance. 3ond is a comic-strip hero,
predictable and without any character development or human complexity. In
terms of this study, the only importance of the Bond novels lies in the fact
that they attracted a popular readership to spy fiction, and, by their
excesses of unreality, may have prcvoked the popularity of spy fiction as
a vehicle for serious moral thcught. In other words, it is conceivable that
in any genre, an excess of invention and irrelevance to reality may trigger
a reaction that converts the genre into a vehicle for a viable vision of
reality.

After this brief outline of the successors to the twhodunit! -- the
thow! and the 'what'! oriented suspense novel —-— we can now enter into a
discussicn of the third and to cur purposes most interesting scheel in which

the 'who', the thow! and the 'what'! bccome mere subsidiaries of the 'why!':
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this is the most complex question literature can attempt to answer, and

the use of the thriller as a vehicle for such questioning, is one of the
most interesting developments in the literature of our time. It indicates
a genuine attempt by the writer to procure a mass audience for his personal
vision. This attempt is obviously a significant departure from literary
norm; writers have always tended either to serve the mass audience with
trash or to withdraw from it and cultivate a not highly communicable
private code.

When the question 'why' was first asked in the thriller form, this
opened up a rich variety of meaningful opportunities; the thriller could
become a vehicle of causes, of social and political concern, of conflicts
of conscience, or moral, metaphysical and existentiszl debate. And the
reader, too, becomes ready to accept this intrusion of the problematic:

"Like Macleish's Hamlet, they know the answers —- all the answers.,

It is the question thalt they want to know; and that question must

be something urgent, ¥ital —— a matter of life and death to the

protagonist, not merely a pretty puzzle.m =

Perhaps it is all too dramatic to pinpoint a date and name an author
as the originator of all this renewal and change. We have surveyed enough
of the precursors and discussed enough of the background to know that the
moral spy wasn't built in a day; his appearance is vreceded by a combination

of many factcrs., It is a direct result of the Zeitgeist of the 1930's.

lAnthony Boucher, "Trojan Horse Opera,! in The Art of the Mystery Story,
ed. by Howard Haycraft (New York: Simon and Schuster, 1946), p. 248.




But perhaps we can forgive Anthony Boucher'!s eloquence in the 1940's
as he credits the birth of the phenormienon tc the IEnglish mystery

writer, Eric Ambler:

"At last Ambler came; and from his Background to Danger (1937,
originally Uncommon Danger) we may date the transfiguration of

the spy story (though perhaps that transfiguration really began

in another medium, in the film melodramas of Alfred Hitchcock).
Ambler showed that human characterizatinn, good prose, political
intelligence, and abcve all a meticulously detailed realism, far
from getting in the way of intricate i v adventures, can strengthen
them and raise them to a new plane.?”

e can safely accept Bouchert!s timetable. lore so because, in the
subsequent and highly complex development of the various schools of the
thriller, it will be very difficult to maintain a guiding chronology.

But, in 1937, csuch a possibility still existed. It was a time of political
polarization in bourgeois society which (nct unlike the 1970ts) made it
difficult to choose sides, The Spanish Civil War was on; Munich and

the German-Soviet pact were around the corner., Within five years a whole
set of national and political alliances will have tumbled and re-grouped
in most unexpected ways. The political background was fertile for spying
and partisan intrigue. Betrayal was in the air at all levels.

The peoliticization of spy literature is only one way of bringing morality
and the problematic into the genre, and even in the heydays of the politically
committed spy, we should be able to discern the parallel appearance of the
metaphysically and existentially committed agent. But the first plunge inte

the problematic and the relevant is a political move. And Iric Ambler is the

author who made that first move.

1 Tbid., p. 246.
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TO SYMBOLIC ACTION



The contribution of IEric Ambler tc the shaping of the thriller as
a vehicle of problematic content is twofold: first, he brought the topical
into the fiction, thereby increasing its immediacy and relevance, and,
secondly, he had a message. His topical and partisan orientation had set
the tone not only of scores of wartime novels, but alsc influenced all spy
fiction toward taking a historically plausible and nolitically relevant
direction. Since Ambler, both the finest and the run-of-the-mill specimens
of the genre have often been as relevant as yesterday's news —-- at the ever-
present risk of sacrificing their claim for universality of a more enduring
scrt. Ambler himself, in my opinion, has fallen victim to his own virtues.
In spite of Boucher'!s admiration for his thuman characterization, good prose
and political intelligence,! the very factors that made Ambler exciting to
his contemporary readership, make his novels appear dated to the reader of
today. It seems that as the journalistic bases of his novels lost their
actuality, so has the prose lost its interest. Naturally, all fiction
commandeered as a vehicle of g mundane message ties its fate to the burden
it carries. It is also natural that the major part of this burden is rhetoric.
Rhetoric is an excellent propaganda tool, but does not stand the test of time,
Although it keeps the vehicle going over rough terrain while the battle gces
on, it becomes dead weight as scon as the fighting is over. Since in wartime
there's no time and no reason to camouflage this rhetoric by converting it
into symbolic action, imagery, characterization or other sophisticated tactical
weapons, even a soundly built structure and a still powerful vehicle cannot

save the entire machinery from the scrap-heap. That is, until historical
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necessity demands a re-fitting and the old war horse is back in battle
with some minor alterations. This is what's happening to Ambler today,

but for a long time his fiction lay dormant, read only by devotees of

the genre and belated romantic anti-fascists. The only reason for sifting
through this kind of rhetorical burden years after the fact is the pleasure
of verifying a prophecy come through. But yesterday's prophecy, no matter
how apt, has all the excitement of I-told-you-so:

" 'Do you ever read newspapers??

tAs little as possible, these days. Why?!

'Have you ever heard of a little thing called the Rome-Berlin axis?!
*Who hasntt??

tHave you ever looked at what it means on a map?!

'T can't say I have bothered to.!

tYou should. It's interesting. A sSolid strategic unit from the
Frisian Islands in the North to the toe of Italy in the South.

The toe is waiting to kick CGreat Britain in the pants. The head
is there to gobble up what's left. The Rome-Berlin axis is one

of the most effective principles of European power—politics that
has ever been stated. It's given Italy and Gemany a free hand

in Spain. It's cocked the biggest snook yet at the League of
Nations idea. It's deprived France of her Little Entente allies.
Itts frightened the rest of Europe so badly that it lives now in a
vermanent state of jitters. Even the United States have become
uneasy. The world is slowly beginning tc turn on the Rome-Berlin
axis and already the strain is telling. Something's got to snap,
something's going to snap; and if it's not the Rome-Berlin axis,
itts going to be you and me. The statesmen of th€ so-called
democracies,France and England are busting themselves in their
efforts te make it the axis that goes first. And they look like
failing. Things are moving too quickly for them. They try to buy
off Italy and fail. They try again. They can't hit out for fear
of hurting themselves. They're out of their depths and they know
it. They're as mixed as my metaphors. They're confused and
confounded. And meanwhile we drift nearer and neareéer to war.

The Four Horsemen of the Apccalypse are getting ready to go; and,
Marlow, if those boys ride out again across Europe, you can say
good-bye tc all your dreams. Ittll be a war that!ll make the world
safe for everything except mankind. A government will be formed_with
President Typhus at the head of a congress of corpsc-fed rats.m

loric Ambler, Cause for Alarm, Penguin Books (Harmondsworth, 1961), p.97.
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Tt is a pity that such a sincerely felt, well articulated and
timely sentiment reads so pathetically in another era. Yet, when one
has to look up the date of publication for reassurance that one is
reading is not Jjust a hindsight but genuine and concerned prophecy, the
literary value of the work is certainly compromised, While Ambler is an
important pioncer cf the modern spy novel, norne «f his werks stand out in
retrospect. His novels still carry some cf the vestiges of traditional

detective fiction; his pecliceman, such as Colonel Haki in Jourmer intc Fear

still rerresent benevolent authcrity, and the pattern of tetrayal is still
contained within a coteric of easily identifiagble villains, His heroces,
although sensing the danger represented by the evolving technolegic

system, still carry a portfelic of moral certainties in their patrietic
attaché cases. They are, in fact fixed points ir a universe agbout to fall
off its axle, unaware of the absurdity of the modern world. Ambler, himself
a man with a strong cngineering background, usually employs engineers as
protagonists, whc represent the point of view of the sane mechanic, basically
constructive and unimaginative. They are —- accerding te the archetypal
pattern —— reluctant to get involved in the intrigue, and want out after the

adventure is completed. Vhen the herc of Cause for Alamm, Marlow, is offered

ancther adventure-prone job by his erstwhile employer, a munitions manufacturer,
he refuses:
", .. I have come to the conclusion that I am more suited to a works

Job.?' 'Once an enginee; always an engineer, eh? Well, I can
sympathize with that.t =

Tvid., p. 26.



There are many reacsons why the pre-war and wartime heroes of spy
novels generally refuse to stay in the espionage business. The
proraganda purpose of these novels necessitated that its readers be able
to identify with the protagonists. The war effort depended on the
enthusiasm of non-professional soldiers, faclory workers and others, it
was, indeed, the last war fought by amateurs. us, the amateurs had teo
be elevated to heroic status in the fiction of the times, The fact that
the protagonists acted in a temporary capacity is also a symbol of the
desire to revert to the old way of life after the war is over. After all,
to many participants, the war was fought to restore and to maintain the
old values., While the more left-leaning authors recognized that there will
be no return teo pre-war social values, the mood and method of their
presentation belies their rhetoric. Another, perhaps less substantial but
more intriguing reason for these sane, reluctantly-warring engineer types
attaining hercic dimensions, is the authors?! yearning to hold onto something
solid and structured in the fact of oncoming chaos. Most interestingly,
while engineers account for a majority of pre-war and wartime spy heroes,
the post-war genre is populated with professional agents, people totally
committed to the absurd, with no hope of return to a solid, structured
existence.

The best-crystallized rationale for the wartime amateur hero is given

in J.B. Priestley's 1942 novel, Black-out in Gretley:
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"Actually I didn't like the job much -- it's boring most of the

time, though I see now that I'd have been worse bored in the

army ... I hated the Nazis like hell, so this kept me gcing

through some long dingy stretches. And anyhow, I hadn't a dog's
chanc? of work?ng now gt‘my own profefsion, doing sensible civilized
work in a sensible civilized world."

Priestley's novel, subtitled a 'Story of —— and for -- Wartime! does
not try to conceal its earnest propaganda tendencies. And perhaps this
predilection to sermonize, this explicit rhetoric is what makes these novels
so difficult to accept today. My own perscnal recollection of Priestley'!s
novel, which I had first read in 1950 at age fourteen, has been one of great
suspense, good characterization and plotting. Reading the book was an
experience I recalled fondly, until I looked at it more analytically in preparation
for this work. Naturally, it was a disappcintment the second time around.
But it is the very explicitness and the constantly voiced decent sentiments
which impressed me at the time, so it must have been an effective book,
fulfilling its announced purpose.

While today wc cannot place too much value in the literary accomplishments
of Ambler and Priestley, they have influenced the future course of the genre.
Their moral committment, explicit rhetoric and olive-drab sense of decency
provided important themes for modern spy fiction. One of these themes will be
reflected in all the important works of the 1960's, from John le Carré tc Len
Deighton: this is the motif of nostalgia for the values and attitudes of the
Second World War, constantly recalled by the agents and protagonists in the

amoral enviromment of their operations. Just as the civilized world of

peacetime provides moral and emotional anchorage for the wartime hero, so is

1J.B. Priestley, Dlack-out in Gretley, (New York and Ilondon: Iarper
& Bros., 1942), p. 3.




the modern hero grasping for the moral certainties he remembers to have
experienced during the war. Perhaps the best expression of this nostalgia
comes from the foreword of A.J. Liebling's collection of wartime reports,
published in 1964 :

"The times were full of certainties: we could be certain we were
right — and we were —- and that certainty made us certain that
anything we did was right, too. I have seldom been sure I was right
since ... I know that it is sccially acceptable to write about war
as an ummitigated horror, but subjectively at least, it was not
true, and you can feel its pull on men's memories at the maudlin
rcunions of war divisions. They mourn for their dead, but also for
war.m 1
One cannot underrate the thematic influence of Ambler and Priestley

on later works. And they have also lead the way among their contemporaries
in contributing to the war effeort. In their wake,

", .. almost every top-flight mystery writer (made an attempt) to
save the Emp%re from Fascism by thc intervention of his star
detective.,m <
And while the Iupire =- or the Allies -- still represented a system

determined to protect the liberties and the value of the individual, organized
society was well on its way to turn into the overall villain of the 1960's.

Tt is interesting to trace how this happened in fiction. As I mentioned
before, the pocliceman, provided he is of a neutral country or an ally, is still
a man of benevolent authority. This is a feature of both Priestleyts and
Amblerts works. However, the authors afford a different treatment tc enemy
institutions. Little did they lmow that the arguments they have presented

against the Gestapo and the Ovra, will be used by the authors of the 1960's

against the friendly 2ieme Bureau, the C.I.A. and MT 5. Of course, by that

lA.J. Liebling, Mollie and Cther War Pieces, Ballantine Books (New
York, 1964), p. IX.

2Anthony Boucher, "Trojan Horse Opera," in The Art of the Mystery Story,
ed. by Howard Haycraft (New York: Simon and Schuster, 1946), p. 246.
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time the modern spy novel had developed one of its most sicnificant themes,
the villainy of the system, of organizecd society's confrontation with the
new hero, the individual. This complete turnabcut from the werld of the
traditional detective to the world of the medern spy, seems te have begun
in the late 1230's. Tn a germinal form, it appears in Ambler's Cause for
Alarm. It describes the dialectic relationship of the crime syndicate and
the government secret service, an assoclaticn that has been frequently and
darkly hinted at in conneclion with all the sccret services of the world;
this real or imagined unholy alliance of the criminal element and the espionage
estgblishment is also a factor in pitting the heroic individual against the
villainous system:

"Byt in nineteen-twenty-thrce, the Fascisti had an idea. They

srmashed the Mafia. It took them some time, but they did it, It was,
they claimed, one of the blessings of Fascismo. DBut like some other
Fascist blessings, it was mixed ... The big mgjority of the boys ...
were recruited by the Ovra, drafted to different parts of the country,
so they couldn't get organized azain, and set to work on behalf of

the Government. That wasn't so geccd for the Italian public. The
Ovra's first job was to liquidate the oppesition =-- the Liberals and
the Socilalists. That was in nineteen-twenty-four. They did a swell
Job. The murder of the opposition leader, llateotti, a few hours before
he was due tc precduce documentary evidence in support of a speech
indicting the Fascist Government, was an early success. But it was
only a beginning. These werc the holy fathers of /American gangsterism,
and they knew their stuff, The ordinary Italian is a nice guy. He's
a bit inclined to dramatize himself and his country, but he's a nice
guy: he's fond of his wife and kids, he's a hard worker and as
independent as they come. 3But you cun't fight terrorism with indignation.
The Government knew that. They consclidated their position by creating
the Ovra. Its liquidation of the opposition was as blcody a page of
histery as ycutll find. Deatings, clubbings, killings -- itts all in a
dayts work tc the Ovra. The Mafiosi tradition has survived. The Ovra
is all-powerful. It has become a regularly constituted sccret police
force. The Ttalian Gevernment have even admitted its existence.®

1s . .
EZric Armbler, Cause for Alarmm, Penguin Books {Harmondsworth, 1941),




From the villainy of an enemy government organization, the spy

novel will prcceed to a point where all organizations — no matter which
side they're on, come to signify universal evil.

While the novels of Ambler and Priestly have made the first steps in
a direction that resulted in a radically different new genre, they are still
deeply embedded in the traditicn that preceeded them. In terms of style,

they maintairned the artificla’ casualness characteristic of Agatha Christie

and others. The speech from Ambler's Cause for Alarm, quoted above, is a

good example of this: while making what is essentially a political statement
of some gravity, the passage is full of phoney colloquialism, belaboured

verbal lezerdemain: 'nice guy", "the boys'", M"swell job", M"they knew their

stuff”", etc., It all sounds like an academic or a politician desperately
trying to assume the fcommon touch'. Which is exactly what this particular
style is about: the inordinate amount of political and social sermenizing
in these novels had to be suitably sugar—coated:

"Tn most other countries the people simply wouldn't live in a town
that offered them so little of what a town can offer. But the
British can take it. I hoped they go on taking it until the day
Hitler screamed for the last time, and that then ther'd pull these
damned places down and throw bricks at the greedy old fakers who'd
pop up to tell them they were now all poor again. I go where the
Department tells me te go, and every time I catch a Nazi agent or
anybody who sells out to one, then I'm delighted, for you dontt have
tc tell me what scrt of world Hitler and Himmler would leave us with;
but that dcesn't mean I haven't my own ideas or that I don't know
what I'd do to the idiotic old noocdles who come to these places and
ask the people to fight and sweat for Mour traditional way of life.m
Hely Mosestin 1

1J.B. Priestley, Dlack—-out in Gretley, (New York and London: Harper
Bros., 1942), p. 28.
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While the content is certainly radical, the style and the methods
of characterization remain highly conservative. Perhaps because of its
moralistic orientation, this particular genre advanced first in terms of
content, and acquired a new style gradually afterwards. It is both

armusing and significant how in Priestley's spy novel, Black—out in Gretley,

the plot works to a very traditional climax, complete with the hero
confronting the villain with the evidence of his crime in the drawing-room
fashion of all traditional detectives from Sherlock Holmes to Hercule
Poirot, including the inevitable there's where-you-slipped-up! speech:

"1 Ttm quite fascinated, as you see, Neyland,' he said, in a small,
dry voice, 'but where I come into all this nonsense I simply cantt
imagine.?

tThen I caught you out nicely this morning, Colonel,' I went on, in

an easy, bantering tone. 'You may remember that I said I'd heard

that when Scorson of the Air Ministry of Supply spoke to you on
Wednesday night, he put in a good word for me, for that Charters

Jjob, and you said that he had and that it had just made the difference,.
But ~—-! And I deliberately paused. He fell for it at once. 1'There's
ne question of catching anybody out,! he said contemptuously. tYou
sounded so pleased because you'd heard that Scorson had reccmmended
you to me that night, that of course I pretended he had, out of
ordinary politeness. What is there in that??

'Inough to hang you, Tarlingtoni' I said, dropping the bantering tone
which had served its purpose."

This begutifully theatrical speech by the herc is made while he's
nursing his wound received in a gun-battle minutes before. But hets well
enough to include a sermon in the conversation:

"T wouldn't be here, in this condition, telling you all this,' I szid

to him, 'if the whole case wasn't in the bag, with all essential evidence

already in the hands of the police. I only came -~ and stayed on —
because I like to round off my own jcbs myself. Vanity, if you like.

bid., p. 260.



Probably that's my wecakness. Yours is pride, Tarlington.
You see yourself as a rightly orivileged perscn, quite
different from the common crowd, and you'rec ready te pay a
big price to keep your pr*v‘le"es. You hate democracy and
all it means. There's something fundamentally stiff-necked,
arrogant, dominating and conceited about you that just can't
take it. '?cn Hess flew over here, he was locking for people
like you."

After this speech the hero gradually loscs consciousness, but is

still well enough to nctice the arrival of the police, at which time, the

classic whodunit courtesy is gracefully extended to the apprehended spyr:

i tA1]l right, Superintendent,' I heard the Colonel say. tJust a
minute' and he went into the other room.

There was a shot before anybody had a chance to move.

Apparently I was heard to say: 'Well, there wasn't_any other way
of doing it.! DBut I don't rememter. I was out.m" “

.

However, in spite of the high cliché-content of this and muny other

wartime spy novels -- one might call them opportunistic adaptations of the

traditional formulae —- they do constitute a few steps towards a new genre.

interesting motive, and cne to which we shall return in later chapters,

toward moral cortent, Priestley adds a2 left-wing humanism to this:

"In the last war, which secemed to you a straightforward naticnalistl
affair, I've nc doubt you did g gocd job. But this war, which is
quite d#ffercrb, was tco much for you. I heard you Spea} the other
night. You only sald what a ‘ot of people of your kind keep on
saying -- telling the pecople to keep in their o1d place, to fight
and work and suffer to maintain something they ne longer believe in
-- and if you ask ne, every word gf this $tuff is worth another gun
or whip to Hitler and his gang."

Tmhid., p. 260.

2
Thid., p. 264.

3
“Thid., p. 263.

&
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the propaganda—-inspired and yet universally and permanently accepted imsage
World War IT as a moral war. VWhile Ambler rade the first step from neutral



The parallel Priestley draws between the two wars indicates that
while the First llorld War was a merely national one, the Second VWorld
War contained the sceds of a social revelution. Thus, the struggle against
5

an evil enemy ond ideology as well as an unjust social balance within,

gives the war a universal sense of meral justice.

This positive morality attached to the Second Vorld War will provide
one of the key themes of the spy novel of the 1960's. Almost invariably,
characters will express a nestalgla for that war as the last conflict in
which moral issues had been clear-cut and an copportunity existed to do
the right thing. The spy-fiction characters of the 1960's will be longing
for the certainty as well as the absoclution from individual guilt and ethical
responsibility WWII offered.

This view of the war certainly has not originated in fiction, and has
been one of the few attitudes shared by a majority of the world!s population
until recentlys; “mbler and Priestley had been mainly respensible for
introducing this theme in the thriller,

While Ambler and Priestley had done much to change the tone and content
of the traditionsl detective story or thriller, it was Graham Greene who
transformed this vehicle into a new mode of literary expression. Although
today!s thrillers appear to be the conflux of a large number of tributaries,
no cther works published in the 1930's and '40's have had such a formative
influence on the new spy fiction as those of Craham Greene. Greene's
'Intertaimments?, although grounded in historically authentic situations,
have relegated the topical into the background and concentrated on universal

themes and concepts. Up to Greenets appearance, the genre survived on the
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ritualistic repetition of a few basic structures. DRaymond Chandler, one
of the few Americans who made significant contributions to the thriller,
points out the limitations of the genre by comparing the average with the
outstanding specimen:

1n,,. the strange thing is that this average, more than middling

dull, pooped-out piece of utterly unreal and mechanical fiction

is not terribly different from what are called the masterpieces

of the art. It drags on a little more slowly, the dialogue is

a little grayer, the cardboard cut of which the characters are

cut is a shade thinner, and the cheating is a little more cbvious;

but it is the sare kind of beok. UWhereas the good novel is not

at all the sgme kind of book as the bad novel., It is about

entirely different things. But the good detective story and th

bad detective story are about exactly the same things, and tyﬂ"

are about them in very much *he same way." +

Greene, however, expanded the potentials of the genre first by bringing
related themes from theology. He also made the thriller a scene of
symbolic action, thereby eliminating the neced for the scrmonizing used by
lesser writers. And, last bul not least, Greene added the element of
surrealism not only in characterization, bul by deliberately running counter
to the accepted natterns of action, by shifting the emphasis from dramatic
scenes to the marginal and thus providing structural surprises as well as
unexpected twists in the plot. The point is, of course, that the traditional
mystery was no mystery at all., The experienced reader could foretell each
twist by the way the author built his plot and suspense. Just like the avid
noviegoer who can anticipatc the action by the traditional crescendos and
vibratos of the music track, the constant thriller reader could be fairly
effective at predicting the fate of the characters and the function of most
scenes, chbjects and settings. The physical shapc ond the celouring of the

events may have changed from bock tc bool, but the pattern cf action was nearly

always predictable. Greene pulled the rug from under the reader, so to apeal.

1 s
Rgymond Chandler, "The Simple Art of lMurder," in The Art of the Mvstery
story, ed. by Heward Hayeraft (New York: Sinon and Schuster, 1946), p. 225




One sequence of episcdes in Greene is of particular interest, for
it contains the essence of many of his major themes and offers an excellent
microceosmic illustration of his contribution:
To begin with, we should recall the traditioral approach to murder: the
killinz (if preserted at all) takes place, almost without exception, at
night. Perhaps, in a locked rcom or in some isclated and foreboding place.
There are never any witnesseg, and the victim is alone, unsuspecting of
the attempt to be made on his 1life. Another key factor ig, that very much
1like in Cothic novels, the appearance of daylight signifies a break in fear
and tension, just as the company of others renders the potential victim
irmmune from murder. As long as there is company and night does not fall,
he is safe. In numbers and in illumination, one finds sanctuary.
There is sportsmanship in this unwritten et rarely broken rule, besides the
suggestion of a structured universe in which no one, not even the forces of
evil, play unfairly.

And then came Graham Greene's Brighton Rock (1932) in which the rules

are broken, and what is perhaps the most poteént theme of mid-century thrillers,
emerges with full force. In my opinion, Kolley Kibber'!s death in the first

three chapters of Brighton Pock signals the beginning of t'20th century Gothic?,

the unrelieved presence of suspense and danger, chase without benefit of pause,

sanctuary, or nrotector. Uhile this sequence in Brighton Rock might also count

as an important technical innovation, the significance is in its implicit
universal statement -- the presentation of unrelieved anxiety as the human

condition.
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How Grahan Grecene achieves this vision can be seen as one follows

the victim, Kolley Zibber (or Male), to his destruction:

"Hale lmew ther meant tc murder him before hc had beern in

¢
. 7
Brighton three hcurs.! -

The victim, thus, ic not unsuspecting. And the reader is party to
his fecar, from the first sentence of the first chanter. Z2ut Hale — or
¥olley Kibber -- also has hope. Hope in the protective structures of the
civilized universc hc has known:

"He was damned, he told himself with the temporary courage cf

another whislky, if he'd let that mob frighten him into spoiling

his job. TWhat could they dc while he had people round him?

They hadnt't the nerve to kill him in broad day gefore witnesses;

he was safe with the fifty thousand visitors.” <

In a point-counterpoint pattern, which follows the fluctuating changes
between hope and despair in the victim's mind throughout, at first he attempts
to escape loneliness in the crowd as he meeits Ida:

"Phatt1ll you have?! he said, approaching the big woman with

starved gratitude. OShe could save my life, he thought, if

shetd let me stick to her.m

Then he receives forebodings of inevitability, proving the futility of
escape:

"At the foot of the Cosmopolitan steps, in the shadow the huge

bizarre building cast, he rcmembered that the mob had hought

his paper. The hadn't needed to waicz the public house for

him: they lmew where to expect him."

Again, Hale sees a glimmer of sanctuar;’: the pclice — only to realize

that this particular protective power exists above the sphere of his despair.

1eraham Greene, Brighton Rock, Penguin Books (Hammondsworth: 1961), p.5.

l)

“Tbid., D. 9.
Q .

“Ibid., p. 9.

brpia., p. 12,
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(Greene's pclicemen, in many of his novels, do assume certain divine
characteristics.) At the end of the passage, despair returns with

increasing force:

"A mounted policeman came up the road: the lovely cared-for
chestnut beast stepping delicately on the hot macadam, like an
expengive toy a millionaire buys for his children; you admired
the finish, the leather as deeply glowing as an old mshogany
table top, the bright silver badge; it never occurred to you that
the toy was for use. It never occurred tc Hale, watching the
policeman pass; he couldn't appeal tc him., A man stood by the
kerb selling objects on a tray; he had lost the whole of one side
of the body: leg and arm and shoulder; and the beautiful horse
as it paced by turned its head aside delicately like a dowager.
tShoelaces,! the man said hopelessly to Hale, 'matches.! Hale
didn't hear him. t*Razor blades.' Hale went by, the words locdged
securely in his brain: the thought of the thin wound and the
sharpness of the agony. That was how Kite was killed.™

When Hale is finally confronted with his eventual murderer, the Boy,

this cold and deadly encounter strips away the illusion of reality he had

iy
hitherto maintained:

Mletll be going, Fred.' the boy said.

Hale rose. His hands were shaking. This was real now: the boy,

the razor cut, life gecing out with the bloed in pain; not the deck
chairs and the permanent waves, the miniature cars tearing round the
curve on the Palace Pier. The ground moved under his feet, and only
the thought of where they might tske him while he was unconscious

saved him from fainting. But even then common pride, the instinct

not to make a scene, remained overpoweringly strong; embarrassment

had more force than terror, it prevented his crying his fear aloud,

it even urged him to go quietly. If the boy had not spoken again,

he might have gcne.

tetd better get moving, Fred,' the boy said,

tNo,t Hale said. 'I'm not coming. I don't know him. My name's

not Fred. I've never seen him before. He's Just getting fresh,?

and he walked rgpidly away, with his head down, hopeless now: there
wasn't time; only anxious to keep moving, to keep out in the clear

sun; until from far down the front he heard the woman's winy voice
singing, singing of brides and bouquets, cf lilies and mourning
shrouds, a Victorian ballad, and he moved towards it as someone who
has been lost a long while in a desert makes for the glow of a fire.m <

l1bid., p. 12.

°Tbid., p. 16.



Fale joins Ida and hopes her presence will ward off his killers,

And, again, in a contrgpuntal mode, he first receives hope threugh

the sensual warmth of Ida, then plunges into despalr as he notices his

pursuers closing in:

MTtts a long walk,! Hale said, 'tc the Palace Pier in this

sun. ‘le'd better take a taxi.! Bubt he made nc irmediate

pass

at Ida in tha taxi, sitting there bonily crcuched with his

eyes on the parade: no sign of the bey or Cubitt in the bright
broad day sweeping b;". Hc turned reluctantly bacl, and wit

the sense of her great open friendly breasts, fastened his mouth

on hers and received the taste of port wine on his tongue,

and

saw in the driverts mirror the old 1925 Morris following behind,
with its split and flapping top, its bent fender and cracked and
discoloured windscreen. He watched it with his mouth on hers
shaking aﬁaﬂnst her as the taxi ground slowly along beside the

parade.”

at

And now, in an increasing rhythm or shifting hope and despair, firsti,

Hale seeks reassurance c¢f what seems to be his last refuge, the girl's wam,

protective presgence

" tHerc we are,' llale said. ‘'You'll stgy with mc, won't jyou, even

if I'm not sick?e

'0f course I will,? Ida said, hiccuping gently as she stepped
ut 'T like you, Fred., I lilied you the momernt I saw you. You're

—dd

CuT.
a goed sport, Fred. lhgt's that crowd, t“ere?' she aske

curiosity, pointing to the gathering cf neat and natty tro

g

bright blcusec and bare arms and blvuchcd und perfumed h
Ard just as this protection iz sccured, and Male cnce rmor
toward the 'gathering of neat and natty trouscrs! and 'bright

azain disappears —— never tc be regained, partly because Eale s

o rs

o

1

his tcormon pride, the instinct nob to make a scene' renders him

l1bid., p. 18

Thid., p. 20.

+th dpveyd
d w Joyfdl

¢ W

of

e hecads

blcuses?, hope

till plays

the gane according to the old rules: he can't seck out the pelicaman and

incommunicade.
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He cannot confess his situation, not even to Ida:

" 'Get me a watch, Fred,' Ida said, pushing him gently, tand

zive me threepence before you zo. I want te get a wash.' They
stcod on the pavement at the entrance to the Palace Piler; the
crowd was thick arcund them, passing in and out of the turmstiles,
watching the pedlar; there was nc sign anywhere of the Morris car.
'You don't want a wash, Ida,' Hale implored her. t'You're finc.!
tTtve got to get a wash,' she said. 'I'm sweating all over. You
Just wait here, I'1l only be two minutes.!

tYou won't get a gcod wash here,t? lale said., 'Come to a hotel

and have a drink —-!

T can't wait, Fred., Really I can't. D3e 2 sport.t

Hale said: 'That ten shillings. TYou'd better have that too while
I remenber it.!

tIt's real good of you, Fred. Can you spare it?!?

'Be quick, Ida,* Hale said. 'I'1ll be here. Just here. 3y this
turnstile. Ycu won't be long, will you? I'1l_be here,! hec repeated,
putting his hand on a rail of the turnstile.m —

Hale is now as good as dead, and the reader learns of his death only
indirectly, through the surrealistic device of constant references to Tine,
as the boy, Pinkie, goes about establishing an alibi. The clock striking
half past one is the climatic hint of violence, as everything else goes on,
in a low-key, tempered narrative, until Hale becomes a thing of the past:

nr . He got lost somehow. I liked him. You didn't know

whatever hetd be sgying next., I owe him money toc.!

*You saw about this Kolley Kibber at DBrighton the other day?!?
tFound him dead, didn't they? I saw a poster.t

tTheytve had the inquest.!

1Did he kill himself??

t0h, no. Just his heart. The heat knecked him over. DIut the
paper's paid the prize to the man who found him. Ten guineas,!

the ghost said, 'for finding a corpse.' He laid the paper bitterly
down on the wine barrel. 'Give me another Ruby.t " <

The death of Hale takes thirty-two pages in Brighton Rock, and thesc

pagee introduce the concept of inexorable evil and despalr intc the genre.
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While few of Greene's followers have been able to accomplish his mastery
and control of the narrative (the passages cited asbove are rich in imagery,
particularly those assocciating with crowds and light —— the two central
symbols of hope in the chapter), many have maintained his dual dimension
of consistently Juxtaposing hope and despair, a duglity which has strongly
influenced the spy novels of the 1960's.

The development of the murder narrative in 3righton Reck also pointed

the way and showed the sinister effectiveness of the blocdless, understated,
indirect or implied presentation of violent action. While the traditional
detective story, too, shied away from explicit, physical murder scenes, it
had, in the ccurse of the story, compensated for this lack by presenting
extensive clinical details in the reconstruction of the crime.

Greene's method of repressing explicit action, and concentrating
instead on a number of operative symbols and images, seems to have been
influenced by the cinema: the blurring of certain elements in the action,
the use of apparently unrelated objects te tell part of the story, the inter-
cutting of 'close-up! interiocr monologue with the panoramic presentation of
the enviromment, the shifting of focus between various depths on the huran
scale are reminiscent of Alfred Hitchcock's film-making.

The first chapters of Drighton Rock seem to me as influential in the

development of the genre's style as Iric Ambler's early rhetoric iz to its
contents.

Greene's other significant contribution teo the thriller was his application
of surrealistic effects. Since surrcalism and despair provide perhaps the

simplest formulation of the absurd, Greene can be credited with being the
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father of the tabsurd spy', a phenomenon to which we shal return to in
later chapters. Ilements of surrealism are present in most of Greene's

'Entertainmentst, from Confidential Agent to Cur Man in Havang. His first

spy novel proper, The Ministry of Fear, dees, in fact, register a virtual

manifesto of surrealism in sp; fiction, in the form of the herot's nightmare:

met,... It sounds like a thriller, doesn't it, but the thrillers are
like life —— more like life than you are, this lawn, your sandwiches,
that pine. You used to laugh at the books liss Savage read -- about
spies, and murders, and violence, and wild motcrcar chades, but,
dear, that's real life: it's what wetve all made of the werld since
you died, I'm your little Arthur who wouldn't hurt a beetle and I'm
a murderer toc. The world has beern re-made by William Le Queux.?!

He couldn't bear the frightened eres which he had himself printed op
the cement wall; he put his mouth teo the steel frame of his bunk and
kissed the white cold cheek. 'y dear, my dear, my dear. I'm glad
you are dead. Only do you know about it? do you know?! He was
filled with horror at the thought of what a child becomes, and what
the dead must feel watching the change from innocence to guilt and
powerless to stop it.

Why, it's a madhouse,' his mother cried.

'0h, it's much quieter there,' he said. 'I know. They put me

in one for a time., Iverybod;m was very kind there. Thor made me
librarian ...' He tried to express clearly the difference between
the madhouse and this. tEverybody in the place was very — reasonsble.t
He said fiercely, as though he hated her instead of loving her, 'Let
me lend you the History of Contemporary Society. It's in hundreds of
volumes, but most of them are sold in cheap editions: Death in
Piccadilly, The Ambassador's Diamonds, The Theft of the Maval Papers,
Dinlomacy, Seven Days! Leave, The Four Just en ...t ® L

Outside of the element of life imitating art, this passage nolgnantly
concludes the transition from the traditional detective story to the modern
thriller. It is, also, a clear statement of the vision of reality vhich will

eventually produce a whole genre dedicated to it, a genre which, in fact, will

1 o .
Graham Greene, The Ministr:r of Fear, Penguin Books (Ilarmondsworth:

1963)} pt 7()0




be conceived in the atmosphere first envisaged here:
N
"... A1l the next few hours were with hi w in the street: a small
crowded hall full of the familiar peace ul faces —— the chenist
and his wife, the daughters of the headnaster, the bank manager
and the dentist with his blue uh_n and his 700* of ex;e‘mence,
the paper streamers of blue and green and ccarlet, the small locul
orcheoura, the sense of a life good and quiet and enduring, with
only the gentle tug of impatience agnd young passion te disturk it
for the while and make it deoubly dear for ever after. And *then
without warning the dreg: twlisted towards nightmare; somcbhody was
erying in the dark with terror —- not the young worman he was waiting
te meet, whom he hadn't yet dared tc kiss and probably never would,
but someone whom he knew better even than his parents, who belonged
to a different world altogether, tc the sad world of shared love.
A policenan stoed at his elbow and savd in a womant's voice,
tYou had better join our little group,! and urged him remorselessly
towards a urinal where a rat bled to death in the slate trough.
The music had stopped, and the lights had gone, and he couldn't
remember why he had come to this dark vile corner, where even the
ground whined when he pressed it, as if it had learnt the trick of
suffering. He said, 'Please let me gc away from here,! and the
policeman said, 'th”@ de you want tc go %o, dear?t He said,
tHome,t and thc policeman sald, 'This is home. There isnt't anywhere
else at all,' ond whenever he +r1ed to move his fecet the ecarth whined
back at him: he couldntt move an inch without causing pain.™ -+
The Ministry of Fear is rich in symbolism. It provides a comprehensive

12

world view, while, in fact, it is Crcenc's contribution to the war cffert.

Priestleyts Black-out in Gretley, published a year before, scems itwenty years
behind in conception as well as cixecution. Creene's hoolr is still relevant
today, while Priestley's effort is remarkably dated. DPerhaps this is sc
because Triestly totally submitted his vehicle it~ the messaze it carried,
while Greene deliberately transcended the confines of the genre, of the times

and the circumstiances:

Iry:q

wlie g e



"A phrase of Johng! cagme bacl: to nind abeut a llinistr;r of Fear.
He felt now that he had Joined ils permanent staff. Dut it
wasn't the small llirnistry to which Johns had referred, with
limited aims like winning a war cr changing a constitution.
It was a Ministry as large as 1ife to which 211 who loved

belonged. If one loved, one feared." -
The trivle pun is obvious. The liinistry of Fear, guiding pcople's
lives in a nightmare of terror ... the ministry —— or priesthood — of

vidual intc involuntar; but inescapable

jdo

fear and of leove, forcing the ind
involverment with the morality of good and evil ... and the ministry of

fear as servitude tc the forces of terror and anxiety. This latter meaning
is yet another key theme of the spy novel of the 1960's, reflected in the
works of Friedrich Duremmatt, Hans labe and Anthony Eurgess.

Just as Green had achieved a dramatic distinction between piety and
faith in his theclogicall; oriented prose, he had, in his carly spy fiction,
begun to differentiate between the traditional values of a structured
existence and the existential morality under conditiocns of chaotic despair.
According to Harrison R. Steeves, outside of the detective story:

"There!s nothing in art —— even in the lowest forms —- more

unswervingly optimistic, and nothing mere steadily moral, at

least in its acceptance of meral principles ... This optimism

and this morality, however, organic as they are, in nc sense

critical or philosophic. They are casually and naturally

accepted, as unexacting recaders accept most simple views of life." 2

It is mostly due to Greene's contribution that teday, spy fiction has

become a vehicle for a critical and searching morality, using symbolic and

surrealistic means towards existential exploration.

1Tbid., p. 236.

2Harrison R. Steeves, M"A Sober lVord on the Detective Story," in
The Art of the Mrstery Story, ed. by Howard Haycraft (MNew York: Simon and
Schuster, 1946), p. 520.




Greene, Ambler and Priestley had, between 123¢ and 1943 established
a successor-genre to the traditional detective story, which kent severing
most cennections with its precursor as it gained sophistication. Of
course, Ambler and Priestley hung on tc the umbilical cord, while even
in 1932 Greene came much closer to the modern spy fiction of John le Carré,
{abe and Duremmatt.

But a curious guestion remains: what is the reason for such a wide
time lag between Greene and his successors?

Wlith the ewception of Friedrich Duremmatt and Hans Habe, who wrote

their key novels in German in the mid-fifties, there had nct been a continuatinn

of the approach Greene first applied in 1938 in Brighton Rock and in 1943 in

The linistrvy of Fear. Before the publication of The Spy Who Came in from the

Cold in 1963, there had been no significant examples of thrillers with a
critical-moral approach, save fcr the odd work by Graham Greene himsclf,

(e.g. The Quiet Anerican).

This twenty-yvear gap is of great interest. Plain common sense dictates
that we look at two possible causes of this historical hiatus. These causes
must have a commercial denoemingteor. Thrillers are not indifferent to the

conomic laws of supply and demand. This ctherwise unaccountoble two-decade
absence of a critical-moral concern, may have been due to a lacl of consumer
interest. {Whether the type of stimulus provided by the mcral thriller was ncot
needed or was satisfied from other sources, is alsc of interest.)

At any rate, one cannot enter into a discussion of the spy novel of

the 1960's without making an attempt to discover the causes of the twenty-year

time-lag between it and its forerunners.,
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In the following chapter I will eiamine the economic, political

had g

and cultural background of this curicus post-war 1wl n z gonre that

has proved iiself so vital and ciciting at its beginnings. his chapter
will he mginly devoted to the development of the type of culbture that

issuecd forth the spy fiction of the 1960%'s and inflvenced iis concepts,

theones and moral attitudes.



CHAPTER IV

OPERATION "MIMESISM;

THE SPY IN THE CULTURAL MILIEU
THE JUDEO-CHRISTIAN -~ GRECO~ROMAN
POLARITY - THE POST WAR
PRESERVER OF THE MORAL TRADITION
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of one subculture on ancther. The separatior of styles has a long linc

of histerical precedents, and is, according tec ErichAuerbach, the

principal symptom of a Classicistic culturc. This separation is essentially
hased on Aristotlets description of imitation in Chapter II of Poetics 1,
and the distinction drawn between a higher and a lower type of object for
nimesis is at the root of the conflict between what we call the Greco~Roman
and the Judeo-Christian vision of reality.

It would be tempting to fully retrace Erich Auerbach's journey of

discovery in his pioneering book, Mimesis, The Representation of Reality in

-y

Western Literature. However, I shall restrict my sampling of Auerbach, and ©

others who have contributed tc my understanding of the juxtaposition of the
twe major cultural trends in occidental culture and society, to those instanccs
which can be directly related to the thriller,

The necessity of going back as far as Aristotle and the Bible via
Auerbach in a study of the modern thriller becomes evident as we attempt to
establish the position of the thriller on the literary map of its times.

I have previously defined the traditicnal detective story as an
Mexercise in technique within a moral culture” in contrast to the meodern
thriller, which I consider to be M"a commitment to morality within a technological

culture. "

1"7. Poetry now diverged in two directions, according to the individual
character of the writers. The graver spirits imitated nobtle actions, and the
actions of gecod men. The more trivial sort imitated the actions of meaner
persons.!

Aristotle, "Poctics," in Criticism: _The Major Texts, ex. by W.J. Bate
(New York: Harcourt, Brace & Co., 1952), p. 21l.

2 Supra., Chapter II., p.24.
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The important element here is the paradoxical relationship the
detective story or the thriller bears to the dominant forces within the
respective universal context; the genre seems to be in opposition to the
mainstream of the culture.

In order to place this polarity in the proper perspective, we shall
have to find an acceptable definition of the Greco-~Roman and the Judeo=
Christian representation of reality, survey the history of their conflict
and then apply our findings to establish the cultural significance of the
thriller,

The definition and contrasts between the Greco-Roman and the Judeo-
Christian mode of representation are outlined by Auerbach on the basis of
a comparison between the Homeric epic and the 0ld Testament:

"We have compared these two texts, and, with them, the two kinds

of style they embody, in order to reach a starting point for an

investigation into the literary representation of reality in

European culture. The two styles, in their opposition, represent

basic types: on the one hand, fully externalized description,

uniform illumination, uninterrupted connection, free expression,
all events in the foreground, displaying unmistakable meanings,

few elements of historical development and of psychological

perspective, on the other hand, certain parts brought into high

relief, others left obscure, abruptness, suggestive influence of
the unexpressed, "background" quality, multiplicity of meanings

and the need for interpretation, universal historical claims,

development of the concept of historically becoming, and preoccupation

with the problematic.m

This differentiation also gives us the point of departure: the first

part of Auerbach's description, dealing with the Homeric, appears to have a

relationship to the traditional detective story. It, too, is a fully externalized,

1Erich Auerbach, Mimesis, trans. by W.R. Trask (Princeton: Princeton
University Press, 1968), p. 23.



uniformly illuminated, uninterrupted narrative, frecly expressed, lacking
symbolic meaning, etc.

By contrast, the thriller as developed by Eric Ambler and Graham
Greene, fully answers the description of the Judeo-Christian representation
of realiiy. By also equating Mexternalization™ with a predilection for the
esthetic and the formal, and, at the same time, accepting the fact that
mpreoccupation with the problematic™ is a synonym feor moral concern, we can
now relate this to our previous "technique in a moral culture'" versus
"erality in a technical culture" concept. What aprears to emerge is the
following: The traditional detective story, an essentially Greco-Roman
trpe of representation, a highly externalized exercise in technique, by being
in contrast to the dominant culture of its era, suggests that this era, is

“d

in fact, dominated by Judeo-Christian concepts. Conversely, the mcdern thriller,

a genre rich in multiple meanings, universal historical claims, the preblomatic,

£

etc., by representating a style opposite to that of the mainstream of the culture
of its times, decfines these times as Greco-Roman oriented.

At this point, the atove mgy sound like inverted logic. However, let us
preceed a step further. We have now acccpted the synonymity «f twe torms:
Crecece-Roman equals esthetic. Judec-Christiagn stands for moral. We should now

add 2 third set of contrasiing labels which have become associated with the

abeve two, that of Classic and DNomantic. Dy virtue of the same polarily, we
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Judeo~Christian is moral is romantic. Let me hasten to add that the tem

'romantict in this context merely means tas opposed to classical.!



These thrce tcrms, in fact, say the same thing from a historical,

cultural and philoseophical point of view. At the risk of maling a tro

Lot

plausible case for my structure and thereby inviting suspicion, I must add

that the volarity is far from being exhausted: vparallels are also available

rom a sociological and political point of view, and cannot he ignored:

",.. the great and sublime events in the Homeri L
far more cxclusive‘v and unmistakably among he nenbers of the
ruling class; arnd these arc far more untouched in their hcroic
elevation *han are the 0ld Testament figures, who can fall much
lower in dignit; (consider, for example, Adam, Noah, David, Job);
and finally, domestic ;valﬂﬂm the representation of daily life,
remains in Homer in the pcaccful realm of t“a idy1lic, whereas,
from the very first, in the 0ld Testament stories, the subline,
u¢g°10, and nrnb¢emdt"h talze shape proc&soly in the domestic and

ommonnlace." -
Thus, tc further distinguish between the two types of cxpression, we
can produce the sociclogical labels: the aristocratic and the common, or

the elite and the popular are alsc vertinent to our linsup of polarities,

(44

The pelitical eguivalent, tco, asks *c be included: In a 1947 lccture

George Williagms University, Connor Cruise C!'3Brien marked the division

ot

€]
)

o1

hetween the two extrome forces in contemporary culture as "The esthetic
magination of the aristcerat versus the moral imagingtion of the l-fiist,n

or the one sidc there is the "Left-wing Tradition from Cromwell teo lMao-Tse-Tung
-- a puritan tradition" and on the other side thz non-realistic art of opulence,

f}
born of a sonsc of "beauty that only long-established wealth can bring. <

14,
Ibid., p. 22.

2Connor Cruise Ct3rien, "3urke, Tolstoy and Yeats," OCir George Willigms
University, Lecture resented to the “ng lish Department, chtreal: January
1967 (Verbatin).
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This essential schism in the representaticn of reality in western
culture can be supported by terminclogy from scurces as different as Auerbach,
0tBrien, Barzun and Marshall McLuhan. And as the synonyms preliferate, it may
he useful to register a series of operative terms at both ends of this polarity,

thoreby gaining license to interchance some of them from time to time:

Greco-Rggggl Judec-Christian
Fsthetic Moral

Classical Romantic
Aristocratic Popular

Right-wing Left-wing

Opulent Puritan

Form Content

Medium Message

Sublime Organic

Physics Biology

Rational Emotional

Political conservatism Political reformism
Artifice Realisnm

Technology Humanitarianism
Conventional Detective Story Modern Sny Thriller

The list could go on and on. But what we have here is sufficient to
estgblish the indisputable presence of a cultural polarity and the obvicus
relationship between the traditional detective story and the left-hand column,
as well as the connections betwecn the modern spy thriller and the list on

the right side.

lWhile I have been consistent in applying the terms Judeo-Christian
and Greco-fioman after Aucrbach, Matthew Arnold's definition of Hebraism and
Hellenism are equally arplicable throughout this thesis.
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Tzt remains to be proven is our previocus hypothesis, i.e. that
the genre —— in this case both the detective steory and the spy novel
-— is in opposition to the cultural mainstream of its times.

If this assumption is correct, we must establish that the era in
which the detective story flourished -- roughly between the end of the 19th
century and the beginning of the Second World Tar —— was an age to which
we could generally apply, in the cultural context, the terms listed in the
right=hand column, and vice-versa, that the 1960's was a deccade which can
be best associated with the series of terms on the left-hand side.
Impressionistic as this method may be, a pattern undeniably appears, a
pattern that bears out the hypothesis tc a very convincing degree.

Iy contention is that the first five decades of the twentieth century
had been doninated by an essentially moralistic and pepular culture. Although
there had been movements and individuals creating significant strides towards
an esthetic and amoral culture, from Joyce to the Dadaists, from the
Rlcomsbury group to Gide, the period was dominated by a leng line of moral
realists, writers with a 'message', in whose works the "iwo realms of the
sublime and the everyday are nct only actually unseparated but basically
inseparable.t 1 This indivisibility v of the sublime and the everyday is,
according to Auerbach, one of the basic tenets of the Judeo-Christian perception
of reality. In the English~speaking culture of the first five decades of this

century, this school of literary expression maintained almost total dominance.

l“ rich Auerbach, !Mimesis, trans. by W.R. Trask (Princeton: Princeton
niversity Press, 1968), p. 22.
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Tt is also remarkable that the non-separation of styles tends to bring

about a unity of audiences. The best-sellers of the pariod between

1220 and 1950 had critical acceptance —=- and vice versa. From Kinling

to Sinclair Lewis, Orwell to Steinbeck, F. Scott Titzgerald, Conrad,
Calsworthy, Shaw, Dreiser, etc. we see little distinction between popularity
and quality.

It is also interesting to note that mest of the authors who had, in
this period, attained both popularity and critical praise, could be called
socially pregressive, This, of course, is in complete conirast to their
esthetic conservatism. (They are almos®t invariably realists werking in a
19th century mould.) In the same period, the detcective story, which, as we
have scen, is usually in opposition te the cultural mainstream, had becn
technically highly innovative, while maintaining a socially conservative
attitude!

e must also remember that the esthetic gvant—garde of this period,
Joyce, Yeats, T.S. Tlict, Gide and Celine, were socially elitistic, and
therefore 'reactionary' while, because they were operating in thigh stylet,
ther had not attained popularity. This interesting parallel between the
detective novel and the avant-garde brings up ancther point: the fact that
both schools are at odds with the cultural mainstream, yet clearly different

their approach, appears to prove the existence of a cycliczl pattern between
Judeo~Christian and Greco-Roman perceptions. The agvant-garde and the rearguard

ro both in conirast to the au courant. As for the dominance of the sc-cglled

nopular book —— in this case the moral-realistic works of the lcading authcrs
hetween 1900 = 1950, —-- we must also rematber that stylistic innovation prevides
a poor vehicle for content, while the lack of esthetic exyerimentation allows

the auther to reach his avdience with the 'messoget:
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"The increasing peplarity of the M"popular! book, {or best-sellar)
led

—— like our increesing tendency tc motor over the most-travelled

1

roads -- re-inforces the mirror effcct and meliec il increasingly
difficult to learn from cur literary experience. Usually the hock
that is popular ploases the reader because it is shaped by the same
forces that mcld his non-recading hours, sc that its disrpositions
and convictions, its language and oubucct, re-create the scnsc of
the present, to die away as soon as that present becomes the rasi.,
Dooks of u“at sort arc generallr un“eudaklb for succeeding agecs."M

©

As the cycle progresses, and the cultural pattern changes fror Judeo-

Christian tc CGreco-lloman, the literature that dominated the previcus peried

.

tecguse of its very relevance te its times, suddenly loses attraction. In

a

*
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960ts the popular authors of the first five decade:z have gone into a
definite decline, while the gvant-garde of that same period has been re-

discovered with a vengeance.

bd

The acceptance of the idea of cultural cycles is essential to the
understanding of the theories expounded in this thesis. 3efeore going into
the details of the Creco-Roman cycle which I consider tc be dominating the
19460's, it should be worthwhile to return to Auerbach's lMimesis which deals
at length with the dialectic relationship of these two major cultural forces,
preving the existence of the cyclical pattern through textual analyses of
najor works spread over twe millenia. Without going intc a précis of his
evidence, which I consider valid and convincing throughout, allow me to present
one of his key conclusions:

",.. I came to realize that the re"ola ion egrly in the nineteenth

century against the classical doctrine of levels of style could not

possibly have been the first of its kind. The barriers which the
romanticists and the contemporary realists tore down had been erected

1 . .
Daniel J. Boorstin, The Image, (lNew York: Athenewn, 1962), p. 167.
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only toward the end of the sixteenth century and during the
seventeenth by the advecates of rigorous imitation of antique literature.
Before that time, both during the !lliddle Ages and on through the
Renaissance, a serious realism had exdisted. It had hcen possible
in 1it era+u“c as well as in the visual arts tc represent the most
everyday phencmena of reality in a serious and significant context.
The doctrine of the levels of style had nco absolute validity.
However different medieval and modern realism may be, they are
at one in this basic attitude. And it had long been clear to me
how this medieval conception of art had evolved, and when and how
the first break with the classical thecry had come about. It was
the story of Christ, with its ruthless mixture of exervdaJ reality
and the highest and nmost sublime tragedy, which had conguered the
classical rule of styles.® =

Tt is my contention that during the 1960's, the wheel has completed its
turn, and after nearly twe cernturies of a chiefly Judeo-Christian, realistic,
morally—oriented and stylistically indivisible culture, we have arrived into
a Greco-Roman, artificial, ameral, esthetically-oriented culture, featuring

a distinct and increasingly prevalent separation of styles. Let us cconsider
the evidence:

To begin with, one of the criteria sct down by Auerbach, to help in the
recognition of a Greco-Roman culture:

1, .. the realistic depiction of daily life was incompatible with

the subl*mcoand had a place only in comedy or, carefully stylized,

in idyll.m <~

As we shall see, the 1960's had, in fact, ended the realistic
regresentation of daily 1life in culturally dominant literary and other artistic

forms. As Daniel Boorstin sces it:

"Agg*essvvelv "modern® artists insist tha* only now (when they are
finally freed from the need tc represent) can their work become truly

l"“*'mhf‘uerchh llimesis, *rans. by W.R. Trask (Princeton: Princeton
University Press, 1968), D. 55L.

?
“Tbid., p. 23.



interesting and e:xpressive. But the force of their argument

is reduced by one simple fact. They now have a vested interest

in non-representation {much as for caﬁturies they once had a

vested interest in representation).t

Boorstin attributes this trend in art to what he terms the Graphic
Revolution, the sudden preliferation of mechanical means to make realistic
representations of okjects. The Graphic Revelution munifests itself in
technological inncvations such as photography, the metion picture, ete.
Photography, in Boorstin's theory, is responsible for the death of
representational painting, while movies have made rcalistic literature well
nigh unnecessary because of their ability to fully represent external reality.
"There is no place in art for life", quoth artist Ad Reinhardt in Time
lagazine (January 27, 1967).

The lack of scope for experimentation and discovery is the facter that
drives literature towards non-representation. And non-rerresentation brings
about the separation of styles; the scparation of styles, in turn, causes *he
senaration of audiences, for the less-—cultivated reader cannot nerceive a
relevance to his life in non-representation and therefore cannnt relate to it.

While ron-representation opens a neow dimension te literature, thet of
the sublime; it has to sacrifice a major portion of its audiencc. To this
new litergture, "The visible world is no longer a reality and th2 unseen
world is no longer a dream." 2 larshall McLuhan uses the above quotation from

W.B. Yeats to support his theory that we are now witnessing Mthe transformation

of the redl world into science ficticn " 3 and have thereby created a world

1 . .
Daniel J. Rocrstin, The Tmame, (New York: Atheneum, 1962), p. 169,

2arshall YMeTuhan, Understanding Media Signet Bocks (Toronto: The
Mew American Library of Canada Ltd., 1967), p. LE.

31vid.
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v which experimentation supercedes represcntaticor hecguse, in our drive
towards novelty, we have arrived to a point at which 1f something works,
i+'s obsolete.

This trend, of course, makes writers turn away from the lack-lustre
werld of realit; and the moral concerns attached to it. Ixperimentation
with the self —- psychological discovery -- ar? toving with the undiscovered
parts of the outer universe —- science fiction -- thus become the only
oprportunities left for the creative imagination. The gvant-garde of the
1060ts often combines these two realms to create the current hish-style
Johr Rarth, William Burroughsz, Robb-Grillet, J.R. Tolkien, Jean Cenet, Iris

turdech, Susan Sontag, Teter lleiss, to montion onl;- a few, all operate in
this extra-terrestrial dimension, and sc dec thosec authors who
have been significantly revived during the last decade, such as the llarquics
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Te Cgde, Hermonn lHessoc,

This avgni=-garde ich has beern forced to gbandon realism ard in twrnm
fereced the frognentation of today's culiure, is numerically and vecall; far

te of any other era. It and ils various
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cu’tural allies such as the hipples, pop-grcups, drug-cults have succecded

ing a highly significant sccial and cullural force. These forces have
been variously described as 'sub-cultures! by echtagblished critics and cultural
thecrists. “That thesc theorisits have not realized s that, as far as cultural
dcainance is concerned, this so-called 'sub-culturc' has become, in fact, the

super—culture of the cra, forcing the various traditional (and thercfore

'reactionary') cultural forces to take the defensive, Naturally, these

E)

'reactionaryt forces include adhcrents to the Judco-Christian, mcral and

istic types of literary or artistic expression. What is alsc not yot clear
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toc mest is that liberaglism —— the political ideal of the Judec-Christian
culture — is nc longer a tpregrescive! forcc. In nmany wars the so-called

R Tade ke

Vaw Left has talten over the cultural and social concepts of the 0ld Right,
Hile skillfully manccouvring the Cld Left into a position of conservatiasm
which it can 111 afferd Lo maintain. The sc—called generatior gap is one
of the manifestations of the now Grece-Roman culiure: outh rejects the
cld morality, experiments with itself as well as with the exdsting social
structures, gims at transcendental expleraticn of the inner world through
narcotics and hallucincgens, trans-terrestrial discovery of the outer world
through technclogry. In such a heady chaos of broken-through dimensiens,
reabed by the suprenacy of Grecc-Doman esthetic experience over Judeo=-
Christian morality, the cirustured beliefs and artistic concepts of the
provious era seen decidedly stodgy. Verce it not for the moralistic spy
tho nagan cultural forces would have had nc cffective
ccunterbalance at all. As we shall sce later, the resistance put up by the
thriller against the Grecc-Roman takeover could nct be Tong-lasting. DBut,
for about five years, hetween 1962 and 1968, the thriller stood its ground, one
of the few expressions of a morally and realistically oriented cultural force,
1y, according tc the pattern we have obscrved regarding the traditional
detective story, which stcood ggainst the cultural mainstrear while supporting
the existing social system, the modern thriller, toc, at least up to a peint,
surports the ideals of liberal-democratic scciety, especially against what it
censiders to be its greatest threagh, fascism. Ironically, the fascism these
thrillers fight against in the name of the individual, closely reserbles the
sccial revoluticn advecated by the Creco-Roman cultural force. D3Iy negating

the positive values sc ardently buili up by scveral centuries of Judec-Christian
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dominance, the new forces, in spite of their quasi-humanist sloganeering,
are helping to destroy a world based on the individualt's invielability.
Oranted, this moy be necessary in view of the team-technology and the
pomilation explosion shaping our future world.

Tt is also significant that while the meralistic thrillers of the
1960's regularly nade the best-selling lists up to 1962, they have gone inte
a decline both in terms of veclume of oproduction and popularity after this
date. UWhich geoes to show that however vagliant the resistance to it, the
Gmeco-Nonan culture is here to stay.

One mecre possible area of misunderstanding should be cleared up
regarding the position of the moralistic thriller in the new culture of
separated styles: the spr-novels of the 1960ts are not low-style as opposed
to the high-style of the dominant cultural forces of Burroughs, Barth,

Tollkien et al. Tre low-style of the new Grecc~Roman culture gppears in the
guise of electronic mass-media. Television, films and recerds are the

deminant manifestations of today's classical low style. It is also intercsting
to note that, especially in music and cinema, there are certain specimens
which are both high-strle and low-style. A rock-group like the Beatles or

the Rolling Stones is high-style to one seguent of its audience which perceives
the subtleties and is 'in' enough tc understand the cult-code of their lyrics
and musical phrasing, while the massive audience perceives quite another facet
of the performance. Scx exploitation films are another example of this
phenomenon: the subtle tint'-jokes and the so-called 'put-ons! contained in

these works allow one vart of the audience tec view them as parody, while

uninitiated scgment of thelr public perceives them as straisht fare.

fy a
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19h0ts are not low=-style as opposed to high-style via a differentiation
in the audiencésperception of ambiguities. The thrillers represzsnt the
last indivisible genre of the period, the last literarr manifestation of

the Judeo-Christian vision of reality, in which the sublime and the everrdsy

are basically inseparable. To use the old term, beth high-brows and low-

brows get the same communication out of these thrillers. Any Aifference
bo*ween the perception of the twe groups is only a ma‘ter of degree. In
other wrrds, spy thrillers, just like other recalistic works may contalin
several levels of meaning, but no deliberate ambiguities.

A1) this of course means that ne2lither the detective storr nor the spr
thriller can truly be called low-style in a classicistic period (the geonre
does not go along with the separation of styles), or sub-literature (because

n the romantic - realistic period ne division exists heiween sirlec).

| add

However, the itraditional! detective story has ceriain classicistic

fde

attributes n the romantic pericd —- 1t is an cfi-told tale, adhering tc 2
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in p classicistic rericd. This seens to show that the genre is in some wers
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et odds with dits times. At the sane tine, critical rcaction over many ;¢
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sull of the genre beling behind its time rgiher than

In the feregoing I altcupted to establish the general cultural fratework
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in which we must view the develogrerd of the spr novel o
seen that the history of the spy nevel i35 integralls related e the crclicelly
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r the Creceo-Ronan style. e have alsc
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e.mained the relationship of *these twe culiural currvents tc the sccial

1

and rolitizal framoworz, and can conclude that the Judco-Christian culture

de

%6 simultanenus with the ascondancy of the masses, while the Greco-lonur

culture I3 usvally accompanicd b oa trend toward elite rule in sccilety.
While we have stated thal the Judec-Christian concepts favour t!

inviolahility of the individua® versus the supremacy of the sysien in

Greco=Roman ccncepts, we should further refinc this noint: on the surface,

the Crece=foran offers bhettor opportunities for self-reglization and individual

dominagtion of the system. Ilowever, the ecthetic tent of the classicistic

corncept only stressec man's responsibility te himself, +to the notle or

ethic views man in terms of the cormmunity, imposing on him a norm that is and

can be shared by all individuals, regardless of caste. In cther words, the

Judeo~Christian world measures man by his ability to Jive up to the norms of

society, while the Grecc-Doman Jjudges man in tems of his fulfilling only

“

these comnaitments he chocses te malke.

}J-

Since we live in a socieiy, we nust have ncrms. The tragic dimension

of the spyr-herc comes from the fact that he is committed te thesc norms, :
even though he sces them disappear all arcund him. He beocomes, ultimately,
*wice betrayed, first by his cnemies and sccondly by his own side, as he
continues to struggle for the preservation of Judeo-Christiagn meorality. As
he goes intc battle, it becomes eventually clear tc him that he is uncouipped
to face 2 werld which rides roughshod over his principles, his style, his

very cxistence. As a result, he clings to the one experience in his lifetime



which has given him an cnduring sense of rightecusncss, the Second orld
Var, and its simplistic and thercforec comprehensive morality. It is no
accident that the adventure we see him in, always represents his last
mission., It is no accident that his battles are either lest or end in
Prrrhic victory. FHe is, lile the proverbial generals of modern times,
fighting the battles of the previcus war and is therefore dcomed.

The medern spy is twice betragred and twice a losecr: he is defeated
on the level of reality, and his meral victory becomes increasingly

1
irrelevant in an amorzsl universe.

11+ is nertinent tc mention at the end of the present chaptor that
my assumptions about the basically anoral and esthetic concerns of the cultural
mainstream of the 1960's have been disputed by the Txamining Comnittee. While
T would certainly agree to reducing the apparently !sweeping! tone of mr
statements regarding this subject, I cculd not alter their substance.
In support of my views, I will quote part of an article, published by Time
VMagazine (June 29, 1970), entitled "The Silent CencrationM., The subjcct is
the literature of the 1960ts:
"le prided oursclves on being excelleni critics, even of
ourselves, as if we had a third ere looking in rather than
out. Skeptical vision is a quality of the good journalist
-~ and our generation has prcduced an extrarrdinary number
of good journglists —-= but it is usually fatal te the ncvelist
or poet, who must have conviction ir order tc create. Our
outstanding artists of nrose and poetry can be counted quite
literally on the fingers of one hand. Iven the best of them
seem unconifortable with the mgjor theses of life and death.
Their concerns are more with language and style, as is the
cese with John Updike, 38, or with a relatively narrow range
of human experience, as is true of Philip Roth, 37. There is
no Faulkner, nc lemingway, no Fitzgerald, no O'Neill in our
lest generation. The ILlectric Kool=Aid Acid Test may well be
our Great Gatsby, and Oh Dad, Poor Dad, Mamma's I'ung You in
the Closet and I'm Feelin' So Sad our Desire Under the Elms."

While Time lagazine is nct cited here as a literary authority, its editorial
views reflect a fair cross-section of both the learned and the pragmstic in
contemvorary thinking, and I consider this article an indicaticn that my views
are shared by a sampling of opinion significant enough to enccurgge me in
maintaining the substance of my statements.




CHAPTIR V

FING LEAR TCRNS IMN HIS BADGE:
FRIZDPICH DURENMATT AND THE
LDSTABLISHIMENT OF THE DCQMINANT

THEIIES OF THE MORAL THRILLIR



In their thrillers,Graham Greene and Iric Ambler scunded the first
alarm about *time running out for the old uniwversal order. DBoth these

writers cperated in the field cof espionage, using internaticnal cenflict

as their baclground, writing irmediately before and during Vorld War II.

In the deteetive story, no similar development occurred for a number
of vears thereafter. Years after the appearcnce of the morally problematic
in the spy thriller, the detective story kept marking time, generally fitting
Harrison R, Steeves' descriphtion:

"The absence of seriocusness in the detective story is apparent
first of all in the necnchalance, or even sardonic humour, of

the attitude it talkes toward crime, and in its habitual

compronise with retributive Justice through the hundred and

one expedients which will save from the gallows the perpetrator

of an offerse which has any colourable sanction. This indifferenﬂe
to moral intention, however, seems to me a small matter, A literar;

divertissenent can, as uu.b pointed out, disnense with meral
consistercy." 1

As the traditicnal detective story operated in the framework of events
that occur after the commission of the crime and before retribution, there
was, indeed, little opportunity to moralize. The fact that H,R. Steeves had
been unable to perceive the moral significance of the siructure of the traditional

detective story, may be more a corment on his times than on his critical

.

eguipment.
The detective story, in order to become a vehicle for significant moral
discussion, had ‘o break awal from its powerful and time-honoured conventions.

The transition had becorn far easicr for the spy novel; it had no comparable

e o ke

Harriscn RN, Steeves, "A Sober Verd on the Deteetive Story,™ in
The Art of the lvstery Storyr, ed, by Howard lHarceraft (NMew York: Simorn and

Schuster, 1946), p. 517.
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lorg=standing structures, and its locse franework was ready tc corntain
any trpe of content. It was also born out of national or pelitical conflict
and had, from its beginning, dealt with treason and leoyelties, both of
which are more open tc mora’ questioning thar the act of murder, a universally
acknowledged evil.
The only significant shift away from the traditicnal tyve of detection
during the years preceding and immediately following Vorld ar II occurred
in the so-called thard-beoiled! ncvels of the American auther, Rarmond
Chandler., However, while Chandler introduced the element of pcssible
corruption, allowing his hero, Philip Marlow te go as far as seriously
thinking of accepting a bribe, or allowing a criminal to go free, in the final
analysis his horo, his villains and plots ran according tc form. Chandlerts
major contribution to making the dctective story more of a realistic imitation
and less of a technical exercise had been in terms of style and colcur of
character., His hero remained essentially the stalwart supporter of the norm,
shabby in compariser to the dapper Hercule Poiret, but essentially an optimistic
reation, adjusting minor defeccts in an otherwise unquestioned universal order:
"Ir everything that can be called art there is a guality of
redemption. It mgr be pure tragedy, if it is high tragedy, and
may be pity and irony, and it may be the raucous laughter of
tbc strong man. 2ut down these mcan sireets a man must geo who
is nct himself mean, who is neither tarnished nor afraid. The

detective in this kind of stery must be such a man. He is the
hero, he is everything. He must be a complete man and a common

nan and yet an unusual man. IHe must be, to usec a rather weathered
phrase, a man cf honer, by instir ct, by inevitability, withcut
tbough, of It, and cc“+'ﬁ*2y without sgring it, He must be the

o

hert man in his world and a geod orﬁubh man for
not carc nuch about his private 13ife; he is neither a ecunuch nor
€ - A T

a satyr; I think he might seduce a duchess ond T an quite sure he
would not speil a virgin; if he Zs a man of honor in one thing,

he is in all things. lle is & relatively pcor man, or hc would not
he a detective at all., Ilc is & coryilon man or »e could nct go among



COLILON people. ITe has a sense of character, or he would nct
imow his Job., He will talle nc man's nonc dishenestly and ne
mantc ﬂﬁ"olence without a due and dispassionale revenge. lc
i a lonely man and his pride is that jou will treat hin as a
proud man or be very soriry you ever saw him. e talks 2
man of his age tall's, that is, with rude wit, a lively sonse
of the grotesque, a disgust for shaa, and a centempt for
petiiness., The story is his adventure in search of a hidden
truth, and it would be no adventure if it did nct happen tc a
man fit for adventurc. Ie has a range of awrareness that startles
;ou, but it belongs te him by right, because it telongs to the
werld he lives in, If there werc cnough Jike him, I think the
world would be a very safe place tc live in, and yet not teo dull
tc be worth living in.!" -

It became the task of Friedrich Duremmatt, the Swiss author who,

according to the publisgherts blurb in his firslt detective stery, The Judge

o U

‘s Hangman, published in 1054, ™ras originally intended for the Church

and

the

)

new

studied theolegy -- as well as philesephy and literature --" 2, te pull

mug from under the complacent reader and toss hinm into the uncomforiable

reglity. He accomplished this in his very first detective worly, hy

revealing that the murderer in guestion is none other than the assistant of

the

av

inspector investigating the case. ILiterally, a twhole werld ccllapsed!?

<

L this revelagtion. A police officer, the very pillar of the social order,

siabbing the reader in the back! One can trust nc one thesc dgrys. And this,

of rcourse, is Duremaati's point, elaberated on in subsequent ncvels, as he

first destroys thc belief in the pelice, then the necessity of crime sclving,

the

N+

idea of the innocent citizen, and finally, the viability of having a meral

1. 3
philosonh; at all.

s
Dreoks, Penguin Books ’Harhondﬂwb”t% 19£9), p. i.

Tegmond Chandler, "The Simple Art of Ilurder," Ibid., p. 237.

2. . . .
Friedrich Uurenwu,u, The Judze and Hi {angmqg, trans. by Cyrus
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Duremmgttts contribution was z timely one. He helpecd make the
detective story survive the shipureck of Judec-Christiar mcrality in
1i4eragture by turning the minor genre into a lifeboat of meral seriousness.,
vis work is also remarkable for its lack of heroics, urcomplicated, often
rudimentary plotting, a highly rhetorical style of decidedly World War TI
vintage, which is only slightly relieved by the crusty irony of an aging
velagoguz. His descriptions are homey and explicit, his characters,
although crudely drawn, are essentially belicvable. While the action in his
rovels is often chilling and sinister, the atmospherics do net follow suit.
The reader is expesed tc an old=fashioned, rationsl intellect exposing terror
in a rather schoolmasterly manner.

A1l this, of course, indicates that Duremmatt has little patience with
hiding his intent, which is frankly moral. The 'who, what and how! clearly
take second place to the 'why'. The undeniable nightmare effect of some of
his novels is caused not by the plot, not by the characterization of the
background, but by the revelation —-- the usually pacifying part of the
conventional detective story.

In his first work, The Judge & His Hangman, the murderer turns out tec be

the assistant to the inspector conducting the case. In the Pledge, the
detective pledges himself to solve the case of a murdcred child and fails at
it. The case is solved accidentally, after the death of the murderer, and
while the solution proves the validity of the detective's theory, it comes
tco late; in his obsessive pursuit of the murderer, the investigator destroys

his own career, the peoplec around him and ends up an alcoholic on the skids.
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In Traps, a travelling salesman is given a nightt's lecdging in the
village home of a retired judge. For amusement, the judge and his retired
friends, a prosecutor, a defense attorney and a hangman, invite their guest
tc play the role of the defendant in a mock trial. The proceedings,
conducted during a Lucullean meal and with great conviviality, lead tc the

discovery of the salesman's noral guilt in the death of his bess who died

of a heart attaock:

"The question at issue was, he (the Judge) declared, whether the
prosecutor or the attorney for the defense was righ*: whether Traps

had committed the most extraordinary crime of the century or was
innocent as a lamb. He, the judge, found himself unable to subscribe
completely to either view. As the attorney for the defense maintained,
Traps had been tricked and trapped by the prosecutor's examination,

and consequently had admitted tec a geod many things that had not
happened precisely in the wsy described. But, on the other hand, he
had committed murder, though not out of diabolic premeditation,

rather by sharing in the ethical indifference of the world in which

he functioned as sales manager for a synthetic textile named Hephaeston.
He had killed because it was utterly natural for him to drive another
man te the wall, to proceced ruthlessly, come what might. In the world
through which he rcared at high spced in his Studebaker, there would
have been no serious consequence for their dear Alfredo; but how he had
the kindness tc come here tc them, to their quiet 1ittle house gmong
the trees ... to their gule*, white painted cosy little home, to four
old men whe had illumined the world with the pure radiance of justice,
which, to be sure, often bore strange fcatures, he kncw, knew, knew
very well that the justice grinning out of four weather-beaten faccs,
reflected in the monocle of a white-haired prosccutor and the pince-nez
of an okese attorne; for the defence, sniggering out of the toothloss
mouth of a drunken judge who could barely control his tongue and
gleaming with red glow upon the bald pate of ar executioner emeritus
(growing impatient over this lapse into pcetry, the others howled:

"The verdict, the verdiet! ") —- this justice was indced grotesque,
crotchety, pensioned-off justice ("The verdict, the verdictt "),

in whcse name he now sentenced their dearest, their bes%, their notlest
M fredo to dea*h ...m 1t

o . rs .
Friedrich Durcnmatt, Traps, trans. by II. & C. Winston, Dallant
‘Mo York: 1960), p. 114,



After which, Alfredc Traps bids boozy gocdnights tc his logal friands,
rctires to his rocom and hungs himself,

In the Querry, which Is Durcrnmmati's most complex thriller, a mexrtally
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tiniz of 2 doctor,
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111, old detective inspectinor enters the privat
suspcoted of performing sadistic cperations without anaesthesig in Neo?
degth-camps. His objeclive is to uncover the crimingl, but clearly the c¢ld
man 15 & loser = he is weal:;, dissipatod and his idontilty s Aiscovered by
the evil dector immediately uporn his arrival. The helplesc cld man, teotal

n the hands cf his aquarry, tries tc stave off fate by enguging the Nazi in

moral and philesovhical pelemiczc., Tlgring for time, sc as tc be finglly

saved by a superficiglly planted deus ex maching, he finally gains tempcrary
renrieve for his sickly life and dated, though notle, philosphy.

Sometimes explicitly, sometimes by inference, and cccasionally throvgh

on

}.J-

symbolic action, Durenmattts detective stories build ur a comprchensive

.

structure of moral thought, most of it highly original and significant in

(=)

The policemgn-murderer in The Judge and His Hangman ic a symbelic figure.

’
e hides bchind the law and vses the machinery of the state to commit a crime.
Fquating officialdor with crime (Zric Ambler took the first step in thi

direction in Ceousc for Alarm), the author turms on the reader, destroys the

scnse of security he hitherto derived from the detective nove! by removing
the one fixed voint in the becurgenis-liberal social order, the incorruptible

slzuth.



removed the meral protection of the citizen in The Judge

and_His Hanmman, Duremmutt destroys a second, crucial myth ir The Pledse:

he shows that there is rc absolute geod in fighting evil., He selects *he
mest extrene crime man can think of -- the sex-murder of 3 child —- a¢ if

to moke eure that there can be nc disputc about the truly evil nature of

the act. Then he proceeds to show that the rcvenging of this mest covil of
crimes cannnl lead tc good per se, particularly if the revenger chooses to
lower himself to the criminalts level, in order first to nnderstand, and

then capture him. Inspector lMatthai, the policeman assigned to the case,
after analyzing the psychosis of the child-murderer, attempts tc trap him

by offering a balt -- another child, of the type murdered by the madman. He
acquires this child by taking in her and her mother, and showing kindness to
Jhem.  hen, however, he finally scts his irap, the murderer avoids it, and
both the child and the mother discover the real motives for the detective'!s
Vindness; in the end they leave him with contempt. From there on the Inspector
goes on the skids, becomes an alcoholic and a psychological invalid. He never
succeeds in capturing his man, and the sclution to the crime is revealed only
vears after, in the deathbed confession of an old woman, who admits that the
rurderer was her 'dear departed! husband.

Thus, the single-minded pursuit of vengeance preduces nothing but alienation
and frustration. And, in the wider context, Duremmatt coffers a siructur
completely antagonistic to the conventicnal ﬁetective story: the detective fails
te right the wrong committed against scciety, the murderer dies peacefully,
undiscovered and unpunished, and, in fact, the detective is the total leser,

Furthermore, there is absclutely no beneficiary tc either the crime or the



solution. Here we can sce the concept of the absurd enter the detective
story; the action occurs and dies away in the echo-lese wasteland of an
indifferent universe, without any logical connectinn being established
between law, Justice, existential or moral good.

In Traps, Durenmatt begins to deal with the moral repercussions of
the changing concepts of guilt, brought about by the shift from Judeo-
Christian to Greco-Roman concepts: it is ouite clear that Alfredo Traps
cannot be pinned down tco any criminal act. Uhile his boss's heart attack
may have been related tc Traps! seducing his wife and undermining his positien,
in the amoral context of Traps' Jife there is nc reason tc assume any
responsibility or guilt., Traps' fatal mistalze is that he accepts the invitation
of the ancient legal gentlcmen, steps out of his context and enters the werl
of Judeo-Christian morality, represented by a M"grotesoue, crotchety, pensicned-
off justice™ (Cf.Ch.V.p.76).Thus, by living acccrding to one code and being
Judged according to another, Traps becomes the first victim of the conflict
between the two world views. In fact, he is the only one we can chalk up to
the Judeo-Christian side -- from Traps on, the victims are moral types
destroyed br an ancral system. The debate between the meoral and the ameral
ends with the victory of the moral side. But, barely a rear later, *n
Durcnmattts next novel, The Quarry, the victory of the ferces of morality iz,
to say the least, Pyrrhic.

The Quarry can be termed Durenmattts summary work in detective fiction,
bringing to fruition the many motifs which have surfaced in his three preceding
novels. The result is a fully structured vision of realily, in which the

sermonizing and the simple allegories of the previous works attair the level cf

symbolic actionr.,



The fuarrr the detcertive story comes to terms wilh contemporary
repdity via surrealisn. The very dmprchability of the plot, the gretoeque
crharacters and the abstract polenics all serve tc illustrate that Durennmatt

hes fully perceived the nature of the changed universal order, and makes

e

.

riz moraglistic piteh in £U01 realization of the deauned cordition of his cun

The situation is fguiliarly archetypals the detcctive, the furmer lmight
now cut of step with the new corder, assumes the rclc »f Don Ouixciz.
“Mat saves the hero, Inspector Darlach, from ascuning the comic aspects of his
guivctic role is his awarcness of the changes:

Mie was glad to be through with serving the °’cate. Mot bccause he
would havo more time now tc read Holiere and Balzac, though that would
be roMc-MJ Mo, the main reason remained the fdc* that something was
wrong with the nice, simple, homely order of the world. He knew, he
had four*d o“t.. People vwore al‘{;."""f: the sgme whether ther went to the
Hagia Sophia in Istarbhul or the Cathedral in Bern on Sundgys. The big
erimingds were mymning frec while the small onzs wrere stucl: in Jalls.
And anyway, there were all kinds of crimes nobody paid any attention +o,
only becguse they were nore aesthetic than somz scnsationa’ murder whi c‘“
gzts into the headlines. DBut actually they were botk the same, provided
ven looked at the facts and had the imagirnation,
T“*auln tion, there was the cruv of the matter, imagination! Out of shecr
lack of mﬂmna'“nm a good, upstanding businessman will —— bhetireen his
averitif and lunch - comnit a crime by closing a shrewd deal. A crime
of which nobedy has any notion, least of all the businessman, becanse
nobody has the imagination tc sce all its consequences. The world was
bad out of slovenliness, and well on the wgr to going to the devil cut
of slovenliness. This was a danger bigger than Stalin and all) the other
Joes taken together. The civil service was no longer the place for an
old hunting dog 1ike him. Too much pettr stuff, tce muck snocring. Bu
the worthvhile game, the game that should be hmw the really big
beasts, were under the prctection of the state, 11 oo beasts in a
zoological garden. 1

4
u

Irri edrich Duremmatt, The Quarry, trans. by Tva H. Norrcale, A Rlack Cat
Book (Mew York: Grove Press, Inc. 1961), p. 21.
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While the main motif of Traps, tre businessman parable, returns here
to illustrate the continuity of the authort's philosophy, the nassage
establishes a number of other key themes: the dissociagtion of the hero
from the stagte machinery and his subsequent rcle as a free agent, the fact
that the state protects the criminal and is on its wey to beecome the main
offender against the individual. And, of ccurse, the oft-recurring reference
te t'slovenliness' as the main danger facing humanity, indicates the indifference
of becth the inner and the outer universe, a condition of the absurd.

The nlot has Inspector Barlach,gravely 111, retire from the force. In
his sickbed he leafs through a nagazine and notices the photograph of a Dr.
Imrmenberger, who runs a clinic for rich patients, providing hormone treatments
to extend their lives., Darlach notices the resemblance betwcen IDmmenberger
and an infamous Nazi surgeon who operated on conceniration camp inmates without
anaesthesja, and decides tc investigate. (He alsc suspects that the Doctor
convinces his patients to lecave thelr fortune to his clinic and then kills

them.) With the help of his family doctor, Zarlach enters the clinic as a

tde

natient. Here we can see another Durenmglt leitmotif emerge. Both Barlach

and Inspector Matthal irn The Pledge, undertake a kind of Crphic journey to the

6]

underwerld, sacrificing themselves in a final act of total commitment. This is
quite a difference from the attitude of the cconventlional prefessional detective,
whe remains detached and usually untouched by events.

Inspector Barlach, without the pewer of the state backing him, has cnly

the support of a handful of allies: his doctor, Hungertcbel, a shabby old

journalist (who sets killed early in the novel) and the mystic Jow, Zulliver.

o



The lineup of characters includes the sazdistic Mazi Doctor and his head
nurse as the enemies, and Dr. ITutz, Rarlach's former superior, as the
neutral representative of the state.

As the old Inspector is exposed by the Mazi Decter, and in turn reveals
thet his mission is to emxpose him, the Doctor openly admits bhis past and
proceeds tc prepare an operation tec kill the Inspector. In the last minute
the Inspector is saved by the giant Jew, Gulliver, a conconiration camp
survivor vhese mystic role is the hunting dowm of Mazl criminals, and who
appears out of nowhere and disappears after freeing the Inspector and killing
the Nazi. This legendary wandering Jew character is, significantly, only
tnown to Barlach, who swmons him in the beginning of the novel. The quasi-
spiritual role of Culliver is also emphasized by his entrance 1lires, M"Culliver
leaves no trace ... I work invisibhly." Thich seems tec indicate that the
Gulliver-figure is, in fact the etbodiment of an idea. I stronzly suspect
that this idea is the Judeo-Christian idea of morality, gore tunderground?
in the Greco-Roman age. Culliver's farewol]) tc Inspoctor Rarlach further
underlines the characterts s:mholi~ significance. It is a statement of
resigred determination to upheold the Judeo-Christian moral values ir a
classicistic age:

"The giantrose.

Mihat will happen row?? whispered Barlach.

"othing will happen,? answered the Jow. !le grabbed the old man by the

shoulders and jerked him forward, so that their faces were close tove ther,

onets eyes reflecting the ot‘e“’s. "Nothing will happen, nothing,
whispered the giant once more. Mlobody —- except you and Hun"ﬂ"*oob ..... -

Imews that I was here; inaudibly I "“1Qed a shadowj through the corridars,

t¢ Trmernterger, tc you -- nokody lnows tlab I st, orly the pocr dovils
that T save, a handfiul of Jows, 2 handful of ”V“_au"ans‘ Zet the world

AL



burys Daucnberger and let the newsrupers write culegistice

obituaries with which thor vwill :“xw‘cratc this dead maon.

The Mazis wanted Chutthof, the el raires, this clinic.

Others will wart cther +P“ﬁ*s. Ividuals cannct fave

this world, that would asl gs that of poor
Sisyphus., It was not gi?en into cur “and“ and not ST +hcwc

cf o mighir persor or a pecple cr of the dev*l — cven theough he

is the nost powerful ¢f us all —— but in%c Ced's hands, who nules
iz decisions alone, Ve can help only in single instances, not in
the vhole == the limitalior of the roor Jew Gulliver, the L_n1 Laticr
of all peorpl Therefore we cught 2 ot to try to save the world tut
te get threugh it —=— tre onlr true adventurc trat remains for us at
this late hour." And cgrefiully, 1i Pc a father with a child, the glarl

Jowcreg the ecld man inte his ﬂcﬂ nl

The references tc Christians ard Jews, the "late hour", thce mention of
Cisyphus, the idea of Mrring to get threuzh the world" all reflect a stoic
zdstentialist attitude, an awareness cf the rearguszrd rcle nlgred bk those

1

the new and vigcerous pagan

o

n meralists, =

P
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they retreat, pursued

-

crces. The final forar of Darlach and Culliver succeeded in killing the Nazd

senberger. Dut when we Jurctancse Dmmenberger's philesophy with that of the
gontly resizned moralists, it becomes increasingly clear that Judec=Christian

ris in trouble, that the Creco-loman esthetic world is the comin
thing. The former believes in a strucvured universe, the latter in chaos.
The former longs for responsibilii-, the latter for freedom. The cld detective
stands for tre right of *the individual and the protection of the wealr, The
mrdern, one can safely sgr, ahsurd ran, stands for oxporimentation and

manipulation, the unlimited power of the elite:

L3

"A1Y right, let's sce what kind of a belief I have and put it on a nair
of scales, and then let's sce which of ¢ the greater faith, when
we put yours on the other side. T, - gince you call me

.

+ kN
il E . ~
that —- or you, the Christian ... I believe in matter (how shabby and

I1bid., 1. 126.
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copty it is by comparison to sgy, 'I believe in n God') —- matter

that is seizable as animal, as plant, or as coal, and not seizable,
hardly calculable, as atom. It needs no God or whatever else i
invented for it. TIts only incomprehensible mystery is its being.

And I believe I am a particle of this matter, atom, energy, mass,
molecule -- as you are -- and that my existence gives me the right

tc deo yvhat I want. ... lcthing is holy but matter: mnan, animal,
rlant, the moon, the !lillgy Vay, whatever T see, arc accidental
groupings, nonessentials, as the form of the waves of the wuter are
something nonessential. If they are not, something else exists.

then 1ife on this planet dies ocut, it will appear somewhere in the
universe on another planet. It is ridiculous to atiribute permanence
te man, for it will always be only the illusion of permanence. It is
ridiculous to invent systems of power in order to vegetate for a few
years as the head of a statc or some church. It is senscless to strive
for the welfare of man in a world structured like a lottery — as if it
would malze sensc te have cach ticliet win a penny, as if there existed
another yearning but this one —- for once tc be the singular, sole,
unjust man who wins the whole lottery, It is nonsense to believe in
natter and at the same time in humanism. One can only believe in matter
and the T, There is no Justice., How carn matter be just? There's only
freedom, which connot be earned — for then there would have to be a
Justice; which cannet be given — for who could give it? —- which can
only be taoken. Freedom is the courage te comuit crime, for freedom
itself is a crime," -

.

The confrentation is uneven. To the brillignt rationale of the Nazi,

N

the old Tnspcctor has only emotiongl answers. And while enotionally both the
author and the reader are on his side, it is clear that we are backing a lcser.

This emotional attitude gives the modern thriller one of its most

jo))

nowerful literary devices. This tragic awareness of onet's own datedness, this

resigned, yet noble clinzing to the values of a passing epoch, gives z tragic

_...Q.l NSt
dimension to the heroes of Durenmatt, le Carrd, Hans Hzbe and others, This is

L)

vhat leads to the tlast asaignment! syndrome which is an intezral part of nearly
a'l moral thrillers. This is what causes Duremnmatt tc make all his protagonists
old, fatigued or sick men. (In fact, Durenmatt had been forced by previous

success to resurrect old Tnspecter Barlach for The Quarry); *rc old man was

Irpid,, p. 114 - 115 - 116,

h



already werking on his M gst cose", was mortally 111% and 'hag dared

1, .
all in one lJast, avdacicus throw' - in The Judge and His Hanoman,

A highl; symbelic device, the tired, old and sick hero is an archet:mal

=

.

character who reflects hoth the state of the genre and the moralistts attitude
towards the ascerndant Greco-Roman cultural cycle of the nast decade. In a
wal", the meral burden, symbolized by the burder of aze and diseasc in

Durenmetits novels, iz the sort of bugllast the wrifer himself hus te corry

with stoic resignation in an age ndifferent tc such things. In Duremmatt's
foreword to Traps, which could serve gs znother nanifesto of the meral thriller,
he reovea’s the popular authorst! dilemma

",... on all but the checapest level a medicum of denth is domanded,
self-revelation, geod old true-to-lifercss; there is a call for higher
values, for moral princivles, uscful mniioces; something has teo be
disegrded or supported, now Christianiiy, now pepular nihilism. In a
word, what is wanted is Literaturc. D2ut surpose the author more and
more stubbornly refuses to produce this scrt of thing. Suppose he s
well aware that the foundation of his writirng lies within himself —-
in his faith or doubts, in his consciousnes s or unconsclousness, tu,
propertion of each varging from casc to casc; but suppose also t

he feels most strongly that none of this real]" cencerns the pun“nc,
that it suffices if in what he writes, shapes, forms, he presents the
surface invitingly, and nothing mere; tbat he werks away at the surfacc
and nowhere slse, for the present keeping his mouth shut, neither
comaenting nor sounding off. Having reached this concln,won, he will
falter, hesitate, become utterly perplexed. He is a'’most bound to.
The suspiclor rises that there is nething mere to tell; abdication is
qprwo*sW" weighed ... " <

In cre fell swoop, Duremmatt here rcjects didacticism, strean—of-

e

conscliousness ard superficiality, in other words, Tric Ambler, James Joree and

Tpns . e ,
Friedrich Du“enma“t, Whe Judse and Mis Mangman, trans. by Cyrus 2rooks,
Tenguin Doolis (Hammondsworth: 1909), p. 117,
2r 4 1 ) ~  Tra N -1 . - 1
Friecdr Durennatt, Traps, tranc. b 0. & O, Uinsion, Dellartine 3orla
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L dis mere AFFficull te discorn whgt he dres otand for. A
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tive=story writer, Lol tamperaril; without a genre, Durenmatl, ‘oo,
-y L4 St T 4+ 2 oy l
0 be gearing for a last hatitle, simi arly tc hic herces. And so

rmatt assigns to himself, and te those whe wil) € "low his comcepts,

the missicn vhich will be attemnied again and ggain throughout the histery

of the modern thriller: a lust, desperate rcarguard acticn in tho rame cf

rnora.

= vyl e 3

i, often using the weagonry of the rair feoes

-

rdity, in an attampt *to maintain a bridgehead for nmeoral concern ir an

envircrment of doninant ameraliity:

nossibly most significant contribution to the meiern thriller, the introductio:

SA

archetrpe, a figure who ropresgents the finul stoges of th

Mle arc nc longer threatenced by God, by justice, by fute as in thc
Fifth Sympheny, but by an au*omu>1le ﬁcc*dd“t, a dam breaks as a2
result of Taulty constructicn, the ciplesion of an atomic nlant
throuygh the crrcr of somc atsent-minded laboratory technician, a
wreng setting con an incubatcr. Into this world of bregidowms we
follow our rcad, buerdered by sigrinards advertising Stud “ukcr,

3ally Choes, ¢c30“ﬂ m, and the tombstones of accident v ctims,

tut along whose dusty cdges we mgy also find a few pessible siories,
with humarity vi ¢ in a comonplace face, with hard lucl: haphazardly
1 ovalidity, with Justice and the judlciar; preccess

Vo Ul M

acquiring a universa
displayed, and perhaps oven with grace manifesting itsclf, cavght,
focused and roflected by the monocle of a drunlier mgn, ! -

n his occasicnally bathetic foroword, Durennmatt neglects to montion his

et

f the aging and sick rero. Perhars he had not been consclously aware of the

regt sigpificance of this facter. Zut he had, in fuct, reintrcducced 2 ko

(0]

Yo

L and wniversal concept, a trygic here who dg broyght out of methhglz te

s 2y . K K] o0 el ~ead 4
confrent the anerging pow order, and vwhe, In his £, re2gisters ncstaleia
toward the passing, and cuctional resistance touwards the oncoming age.

decline of a nassing

”

4
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This man, out of stop with the times, old und ill, velwniarily resigns

his peowers, in order Yo enjier praceful old gge, only tc ho nrowolied intc a
final confrontgtion by the crucl avdacity of the row forces., Mo iz, of
course, a foniliar fizure. He is the character whe, aftor the Copernican
concepts have annihilated the medieval univcrsé, helplessly curses the

new: MNStrike flat the thick rotundity o' the world.n 1 hether it ds ing
Lear or Inspector 2Rgrlach, whrether it is the Nenaissance or the thge of
Aquarius? which threaters the Christiarn, meral eidistence, thairs is the

traged: of a man clinging tc dated concepts in a changing universe.

And it ic, porbgps, net mere coincidence that the medieval old man is

a Ving and a 'mizht, while hiz contenperary equivalent is a detective:; hoth

éniiv g

had, ir their recspective times, symbelized the siructure, both were merally

responsibhle to ovrotect the wealr and the innocent.

.

that seems even more remarkahle is the fact that tedsyts hero operates

within the framework of legal and clandestine activity, and it is precisely

the same tyre of imggery Shuakespeare had cheosgen to characterice his hero:
"let the great gods,
That keep this drecdful pether oter our heads,
T‘md out their enemics now., Trexble e, thou rrc:’tch,
That hast within thee mndivalged crimes,
Uwﬂﬁnv"r‘ of justice: hide thee, thou }_)_p.qgi** hand:
us p__rjar'd and thou similar of virtue,
qut art incestuous: cgltiff, *c plieces shake,
That under covert and con"enmom, soerﬂ.n;;
Tast practis'd on man's life: close pent-up guilis,
Rive your cor\cea’_:l_qg continenls, and cry
'”'vcso drecadful sumaoners grace. —— 1 am a man
ore sinn'd against than sinning."

PO

Jilliam Shakespeare, King Lear, IIT, 3.



Perhaps this relatisnship between Durenmattfs choicc of genre and
hacliground, and Shakespearets choice of imagery is due te the fact that
it is the legal system and the concepts of justice which are the last te
change in a changing scclietyr, and therafore can scrve as the mest notent
symbols of the siatus quo. “Mha*ever the reason, the fact remains that when
King Lear divides bhiz kingdem among his daughters, and when Inspector Barlac
turns in his badge, both are deing one and the same thing. And their

subsequent fate, too, as they confront the ruthless foreces c¢f a new, anoral

universe, is tragedy of the same nature.




CHAPTER VI

OEDTPUS TIT BIRLIN:
THT FMOVZIS OF JOMIT LE CARPT.
POPULAR SUCCESS, MORAL

CONCTRN AVD BSTHITIC ACHIGVEITDNT
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In Friedrich Durenmet*, the meral thriller has had its niorser, the
first codificr of its thematic premices. However, Jjust as wi®th the
archetynal story of lloses and Josuah, the pieneer stops short of entering
the promisad land, the originater cannot bring his vis‘on to fll fruitien,

Picassots sgving, "First I make it new, and then someone else mgales it

fad

(Gl

pretty," applies te Durenmatt. And the writer whe made it well is John lc

EY

.

arré, Wis sccond spy novel, The Sny Mhe Came in from the Cold, is universglly

<2

acknowledzed as the most important werk of its kind in the 19A0's.,

(al

Uriting about le ZTarré, Palph Harrer remerks that:

"The development of a meral cense in the history of the thriller moy

not have recached its end yet, but it must have reached some kind of

climax, ™ -

Le Carx»é had, indeed, achieved the climaeticpoint not only throush his
well=structured execution of all the important themes inherent in the genre,
but also by giving these substantive elements ferm, and the dimension of
svbolic action.

Thile most studies or the subicct grant both honcurs —— that of origingtion
as well as accomplishmer® —— tc le Carré, and ignore Durenmatt either because hc
ig non=-Unglish or because his rovels are not sirictly spy steries, I would
rather credit lc Carré with drauatically extending the extant potentials and
bringing them to a truly trazic conclusion.

The simultanelity of certa’in thomes engnating from a variet: of rational

gsources nmakes it almest imnossible to sar who influenced whem, T» the rather

I Tph Yarve», The Morld of the T™riller, (Mleveland: The Press of
Casc Vestern Neserve lniversiir, 196,,, n. 37.
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confusing cultural milieu created by the so-called 'Communications and

Graphic Pevolutionst!, dates of publicatior have come to mean very little,

vWerks writtern and published at a certain tinme deo not necessarily cateh the
rublic fancy, and even if they c:lst in library catelogues, arce not

culturally Influential unti) discovered by the populur wudience, In studring
the origin of Influorcor ameng the thrillers of the ]950'5} the hrovitr of
the rericd and the clesc adjacernce of publicabtlion dates forbids the tracirg
of Tinegge on o chronelegical hasis. Duronmati's The Judge and s Hongman
was published in German in 1954 and came oul in Inglish the same reur, but

S a2 - s A Ta N 2 2 2 L A .
s reissued *n paperback only in 10467, ILe Corréts first significant worls,

an Inglish publication date ¢f the same rear. In colhor words, Durcnmati's

zenith coincides with le Carré's beginrings. Vei, ancther impertant spr

P -

novel, Fans Habe's The Devil's Agent, which I corsider to be one of the mest

nature tregltieonts of the themes under discussion, was published In Gernon ir

1058, carries the Library of Congresc cataloguc nurber 58-87L7, but was

hlished in a vopular Inglish editicn only in 1044,

§
RS NURRESS L 5L N o s - “"‘b""‘

Ae we are dealing with popular worlis, one guthor's influencec upern gnether

Chni e

Je
“
3
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only detemuined by intellectusl sympathr; public demand mar stimalate

irst auther made his impact

on the few literati. Vhat is impertant is that a trend auerges, develops, cones

(D

to a climax and declines -- whether by plogiarism, osmesis, mercenary design

or devoiion to the Zeitgeist. Cimilarly, chrenologicuy! evidence, vhile ir our

case it is never contradictory t2 the argument, is ¢f 13ttle interest.



John le Carré's first sprr novel, Call for the Dead, appcared in 1041

3

fand made ne popular “mpact vhatsoever), while his lact ncvel tc date,

A Snall Towm din Cermany, was published in 196C, a respected bubt only mildly

ropular book. In the intervening years, hundreds of sp;r rnovels had appeared,
some providing highly origina! variations on the main themes, some mere

imitations cof successful exccutions, othors maling forward strides into the

rnaxtt phase of the genre, the phase cf parody.

Le Carré's three major books, The Spy who cane in from the Cold (1942),

N

The Looling Class Uar (1965) and A Small Town in Germany (1062), show cerisin

variability, provide a unified vision throughout, but proffer very 1ittle in

el g
the way of progressive develepment. One cculd casily switch the chrenolegy

f thesc threc novels without noticing any graduatior in concept. A1l dominant
thenes are as fully operational in the first novel as ther are in the last.

dates of the le Carré

3

And yet, in these five years spanning the publicatio
books, the genre itself has gone through significant changes. Thus, while

A Small Tovm in Cermany is a 'good vintage! moral spy ncvel, quasi-parodies

of the moral trend began appearing as early as 1961 with Len Deighton's
The Ipcress File, and culmingted in the year of A Small Town in Cermany with

Adan Diment's The Great Snv Race (1962).

While le Carré and others still produced texdstential thrillers'!, others
recognized that this particular school had its day, and proceeded tc hasten the

decline of the genre by carrying it, quantitativel; as well as oualitatively,

v

inte the parcdy staze. In a way, the meral sp; novel's fate is  parallel te

the fate of itz herces: The werld keeps moving while ther keep standing in the
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The reascns why the e:xistontial thriller has ceased tc fulfill peprular
emotional needs by the end of the 1060's arc manifold: a lessening of
international tension bhetirecn the major powers and a concurrent fncrease

in demestic concerns in Ingland mgy be the historical cause.

The so-called 'Sexual Revolution' and the resulting massive erpleoitation
of sex in cinema and in print have shifted popular taste awa; from genres
which had been restrained in their presentation of phrsical deta'l, be %
violence or sex. This, of course, is a direct consequence of the ascent of
Creco-Ronan cultural forces as discussed in Chapter IV.

Another reason for the declining interest in the moral spr nevel has
been the widespread eroszion of the 'systom! which has served as the villain of
the piece., This srstem, hased on the pelarity of two opposing ferces which
act in unison to crush the spy, representative of the moral individual, has
lost its potency. As we shall see later, while the spy story still requires a
nolarity of forces for its survival, this pelarity will shift awgr from the
traditional forces of gocd and evil, of est and Zast, cf State and the
Individual, and will, instead, pit againct each other the two ncles of the
sc-called 'Generation CGap'!, ycuth and innccence versus age and experience, the
latter twe becoming the villainous force.

I

John le Carré's novels are essentially exposés of the tsystem!. Their

moral stance is based on the pelarity of twe opposing forces, twe antagonistic

state nmachineries whosce interaction results in the downfgll of the individual.

{ fe

s becks are, in fact, critiques directed against date? siructures on behalf

of the individual.



The advanced stage of literary achicvement rcached by le Corré
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alse inextricably involved with strncture. Duromati's
mainly of Mimpid rheteric, looscly hung on a skeoletal plet in an effert tr
expose certain importart thomes. In le Zarréts novels, the themes nrovide
the very febric of the structure, the merely declarative beromes symholicallyr
active, Durenmati's symbolism dis carried mestly by dialesue, description and
characterization., In le Carré it is the actior that reaches symbelic dimersions.

Maturally, we have clse advenced ir time, Durermattits apocalyptic visiow

re It iz perhaps The Sur Ve Came in from the Cold, 1le

Carré's most successful novel, which dcmonstrates this noint mest succinctly:

e Sprr tells the story of@lritisk Intelligence cperation, ostensibly canducted

against one !undt, deputy head of Zast German Intelligence. The instriment

s Alec Leanas, lz2ader of a Pritish sgy ring in Berlin.

je

used by the British
As the ncvel beginsg, Leamas is awaiting the return of one of his operatives

on thc western side of a 3erlin checkpoint. In the last minute, the returning

n

spy is intercepied by Mundt's men and killed. The loss of his Jast good

operative spells doom for Teamas:
' Teanas was not a reflective man and not a “art“cuWarlv philesephical
ore. He kncw he was written off —— it was a fact of 1life which he
would henceforth live with, as a man must 7“vo with cancer or
imprisonment. He knew there was nc kind of preparation which could
have bridged the gap betircen then and now. He met failure as one Agy
he would r)“rﬂo(h"v mect death, with cynical resentmert and the couraze
of the solitary. lie'd lasted Jonzer than mest; now he was beaton.®

This brief passage, very” ear.;” ir the novel, at once establishes the major

Jeitriotifs of the genre: +the hero is a dated man. e canno* 'bridge the aap!

PR A A UL

1 < . . -
John le Carré, The Soy ‘tho Cane in from the Cold, Pan Dooks {ILondon:

1065}, »n. 13.
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metarhor used here
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characterigtic of this bheoter man, positions hin as the representative cof
the individual. Durormattts Irspector Darlack finds himself In the same
ncsition: he, too, is detecred from the system he had served as
his solitary strug
merely indiffercent. Teo Lezuas, it will be hestlle.

The so—-called tlast assigmment sindrome! i3 alze taken care of early in

£
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The same applies to the position of the two individuals who find themselves
in internecine battle in a war waged between two systems, while, in fact,
their moral attitude should place them on the same side. I am referring
to Leamas and Fiedler, the German intelligence officer whose destruction
is the real objective of Leamas! mission, and with whom he develops a moral
and intellectual affinity. In one of their conversations, le Carré uses
the same subtle grammatical device to establish that these two represent the
same moral attitude:

n,.. all our work — yours and mine —-- is rooted in the theory that the

whole is more important than the individual ... The exploitation of

individuals can only be justified by the collective need, can't it?"

Both Leamas! and Fiedlert's downfall is caused by the fact that when it
comes to the crunch, they both opt for individuality and morality -- two dated
concepts. In Legmas! case the motivation for making the moral choice happens
to be love. Fiedler's choice is motivated by his sincere belief in communism.
In other novels the moral choice may be motivated by pity, bravado, revulsion
or a sense of duty —— but in each case 1t is an essentially emotional impulse
that pits the hero against the system. One can conclude that in spite of the
intellectual quality of French existentialism, moral choice is never made on an
objective, rational basis.

A1l thriller authors, from Duremmatt to Deighton, acknowledge the intellectual
superiority of the amoral system ~- and then defy it. Out of hubris or a
quixotic dare, out of desperation or nostalgia for old values, the heroes
challenge the system in the name of their own concept of humanity. In direct

proportion to the authors! awareness of the changed universe, the heroes either

1pid., p. 116.
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triumph (occasionally), or win a limited, moral victory at the expense

of their life.

It really depends on the audience's point of view whether the limited,
and often empty moral victory fully compensates for the death of the hero
or for the cause that is lost. But the audience generally sympathizes with
the loser, for he is closely identified with the moral stance of the majority.
This is, then, the stuff of tragedy, archetypal and transcendental, which

wrings a universality out of le Carré's novels, no hatter how topical their

background:

",.. it does not matter in the least whether the fictional world bears
any resemblance to the world of history, in particular contemporary
history. That is a matter of coincidence, and quite secondary.

What should be obvious, however, is that in the middle of the twentieth
century the heroic and the tragic sense of life are egqually strong and
viable, and that from neither point of view must it be held that good
always triumphs over evil., Some good always loses; there is always
some reason to weep. There is reason to rejoice, too, even in tragedy.
This is true even of the end of The Spy Who Came in from the Cold.™

Indeed, the end of The Spy does summarize the symbolic significance of
the action for the benefit of the reader. In a characteristically understated,
and yet essentially 'purple! passage, le Carré manages to cram a great deal of
significance into a few lines:

"Finally they shot him, two or three shots. He stood glaring round

him like a blinded bull in the arena. As he fell, Leamas saw a small
car smashed between great lorries, and the children waving cheerfully

through the window.% 2

tThe blind bull in the arena' signifies Leamas'! unawareness of the role he

had played, summing up the essentially Oedipal irony of his fate. The small car,

lRalph Harper, The World of the Thriller, (Cleveland: The Press of Case
Western Reserve University, 1969), p. 91.

2john le Carré, The Spy Who Came in from the Cold, Pan Books (London:
1965), p. 223.
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smashed between two large trucks, is a rather straightforward metaphor

of the individual caught up in the confrontation between two great powers.
And, of course, the tchildren waving cheerfully through the window! is loaded
with symbolism: it stands for the futility of the whole struggle that had
taken place, its irrelevance to the innocent reality of the uninvolved
majority. It contains the same irony one can find in W.H. Auden's poem,
"Mfusee des Beaux Arts," about the plowman going about his work while Icarus
crashes into the sea; as well as the oft-used cliché about life going on, no
matter what tragic events had befallen the hero of the piece.

The children, separated by 'the window'! from the scene of the action,
contain an admission of this being a multi-tiered universe, an admission of the
fact that the stakes for which the whole angst-ridden battle had been fought is
of little relevance to those outside the world of the spy. In a way this
reduces the tragic dimension, but it also enforces what most moralist spy novels
attempt to communicate, the fact that the entire milieu of the spy novel is
inhumane, and should be kept separate from our lives. The spy is, in essence,
our proxy in a battle fought for the determination of our future reality, a
battle fought out in the cold, removed from our everyday lives. While this
statement appears to deny my previously established view that the moral spy
novel represents a Judeo-Christian attitude (this kind of heroic struggle would
place the genre squarely in the Greco-Roman realm), the key to this apparent
contradiction is in the fact that this and other similar novels render their action
deliberately sterile and inorganic only at the very end. In the course of the
plot the action is constantly and continuously tied up with the organic realism

necessary for a moral statement.
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After the above digression in which I have attempted to show how
le Carré follows and extends the themes first explored by Duremmatt, let

us return to the plot of The Spy Who Came in from the Cold: Leamas, his

Berlin operative destroyed by Mundt, returns to England where Control offers
him a chance to revenge himself on the German. Control suggests a complex
plan aimed at discrediting Mundt in the eyes of his own superiors in East
Germany which would destroy him.

Leamas goes along with the plan. It requires him to discredit himself in
the eyes of his British colleagues, be fired from the Secret Service and go
on the skids, a disgusted, drinking wretch of a man, and thus a suitable
candidate for defection offers from the other side.

Control's expectation is logical. A man of Leamas! calibre should
eventually be contacted by the East Germans, to be pumped for information
about the British setup in Germany. Once Leamas goes over to the Germans, he
would feed them information damaging to Mundt and thus accomplish his revenge
and destroy this highly efficient and dangerous enemy.

The plan goes into operation. After a few rotten jobs, Leamas is placed
in a library by way of a former intelligence man who works for the Labour
Exchange. The Head Librarian hates Leamas, but one of the assistants, Liz
Gold, a young Jewish Communist Party member, falls in love with him, and becomes
his mistress.

In the meantime, to make his descent even more credible, Leamas punches
a grocer in a minor argument and lands in prison for three months. On the day
of his release from prison, he is finally contacted by the East Germans. Leamas
co-operates, and for the sum of 15,000 pounds consents to fly to Holland for a

de-briefing by the East Germans.
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While he is in Holland, the story of his defection is leaked to the
British papers (this had not been part of the original plan and Leamas
realizes that this must be Control's doing), and so Leamas agrees to go to
East Germany to be interrogated by Mundt's assistant, Fiedler, a dedicated
and brilliant Communist counter-intelligence man. Fiedler is Jewish, and
he suspects Mundt, a former Nazi, of being a double agent. The information
given him by Leamas further confirms his suspicion. At the same time, Mundt,
too, smells a plot, and makes an attempt to arrest both Fiedler and Leamas,
in order to silence them. MNundt fails, and Fiedler, having assembled sufficient
evidence of Mundt!'s treachery, convenes a tribunal to confront Mundt with his
offence.

Before defecting, Leamas had asked Control not to involve his mistress,
Liz Gold, in anything of a clandestine nature:

"T want her to be kept clear of it," demands Leamas, and Controlts
ambiguous answer, '"Oh, quite, quite," 1

apparently satisfies him,

Naturally, while Leamas is in Germany, Liz Gold is ensnared into the plot.
She is visited by George Smiley, a member of Controlts inner circle, ostensibly
to explain to her the mysterious disappearance of Leamas. Smiley also assures
Liz that if she were in need, the "friends of Alec® would look after her. This,
of course, more or less gives away Leamas?! true identity, and to compound the
terror!, Smiley also leaves one of his calling cards with Liz.

Shortly afterwards, Liz receives an invitation from the Communist Party

Centre to participate in an texchange tourt of East Germany. The trip is in

11pid., p. 51.
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recognition of her dedicated party work. Liz is surprised that the Central
Committee knows of her activities, since she has never operated beyond

the realm of her small district cell. Nevertheless, considering the trip
an honour, she accepts and leaves for East Germany.

Back at the tribunal, Fiedler presents a very convincing case of Mundti's
career as a double agent. It all stands up very well, until Mundt introduces
his witness for the defence, liz Gold. Liz admits of having been visited by
Smiley, tells the tribunal how Smiley had also paid off Leamas! outstanding
debts, etc. Which, of course, proves that Fiedler has played into the hands
of the British by trying to destroy Mundt.

This is when Leamas finally realizes that he had been used as an unwitting
tool in a scheme which radically differs from the plan Control described to
him: instead of trying to destroy Mundt with concocted evidence of his role as
a double agent, Leamas has been given real evidence of Mundt's double role, and
then discredited in the last minute by Liz Gold's confession. This means that
the British plot to tdestroy! Mundt, is in fact an attempt to clear him. HMundt
is, of course, a double agent, and the British operation had been planned to
destroy Fiedler, who has been suspecting Mundt.

After the tribunal, in another reversal, Mundt arranges for the escape of
Leamas and Liz over the Berlin Wall. What Leamas does not know is that while
he himself is slated to escape, Liz will be killed, for she knows far too much
by now.

While Liz and Leamas make thelr way towards Berlin by car, Liz asks him
the question that finally triggers Leamas! first outburst of bitterness since

the beginning of the operation:
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"ihat will happen to Fiedler?®" Liz asked suddenly and this time
Leamas answered.

"Het1ll be shot.n

"Then why didn't they shoot you?® Liz continued quickly. 'ou
conspired with Fiedler against Mundt, that's what they said. You
killed a guard. Why has Mundt let you go?"

"A1l righti® Leamas shouted suddenly., "It1ll tell you. I'll tell
you what you were never, never to know, neither you nor I. Listen:
Mundt is London's man, their agent. They bought him when he was in
England. We are witnessing the lousy end to a filthy, lousy
operation to save Mundtts skin. To save him from a clever little
Jew in his own department who had begun to suspect the truth. They
made us kill him, dtyou see, kill the Jew. Now you know and God hélp
us both.n

It is interesting to note here that le Carré makes a great deal of both
Fiedlerts and Liz Gold'!s Jewishness. We have also noted the significance of
the Jew, Gulliver in Duremmatt's The Quarry, as a character symbolic of Judeo-

Christian morality. ILe Carréts first spy novel, Call for the Dead, featuring

George Smiley as the central character and Mundt as the villain, also uses a
Jewess to present the moral dillemma of that book:

'Why did she do it?' Mendel asked suddenly.

Smiley shook his head slowly: 'I think I know but we can only guess.
I think she dreamed of a world without conflict, ordered and preserved
by the new doctrine. I once angered her, you see, and she shouted at
me: "I'm the wandering Jewess," she said; "the no-mant's land, the
battlefield of your toy soldiers.m ...

"Was she a communist??

tT don't think she liked labels. I think she wanted to help build one
society which could live without conflict. Peace is a dirty word now,
isntt it? I think she wanted peace.?!

tAnd Dieter?!

tGod knows what Dieter wanted. Honour, I think, and a socialist world.!?
Smiley shrugged. 'They dreamed of peace and freedom. Now theyt!re
murderers and spies.!

*Christ Almighty,! said Mendel. 2

 pid., p. 210.

2John le Carrd, Call for the Dead, Penguin Books (Harmondsworth: 1966),
p. 156.
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Socialism, the Judeo-Christian utopia, as opposed to the Platonic
Republic, the Greco-Roman dream, is a moral paradise, and the Jewess in

Call for the Dead turns spy in order to bring it about. Again, interestingly,

as a balance to the Jewish character working for the other side, Smiley
investigates the case with the assistance of an Inspector Mendel. It appears
that almost all of le Carré's morally representative characters are either
Jews or belong to another minority: Felix Leiser, the sacrificed agent in

The Looking Glass War is a Pole; Leo Harting, the moral protagonist of a

Small Town in Germany, is a naturalized Briton of German origin, a former

refugee from the Nazis. Leamas of The Spy Who Came in from the Cold is the

most English of all these characters, but he, too, is an Irishman.

Whether this represents a kind of structural pun, meaning that people
concerned with morality are a minority, or that certain moral themes can be
best crystallized through the figure of an alien (alienated?) person, may be
pure speculation, and far-fetched at that. However, there is no reason why
such intriguing questions should not be entertained, even if the answer is
tentative and unsubstantiated.

But there is no question that le Carré consciously equates morality with
Judeo~Christian values, no matter which side of the cold war they are on, or
what form they appear in: according to Leamas, the Controls and Mundts are the
enemies of man, and the price they pay —— or the right they have acquired is

o despise God and Karl Marx in the same sentence.m 1

1John le Carré, The Spy Who Came in from the Cold, Pan Books (London:
1965), p. 215,
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In The Spy Who Came in from the Cold, as the plot races to its finale,

Leamas gradually develops an awareness of his real role in the operation.
Yet he is still a cynic -- morally aware but essentially corrupted by the
system:

"They used us," Leamas replied pitilessly," They cheated us both
because it was necessary. It was the only way. Fiedler was bloody
nearly home already, dont't you see? Mundt would have been caught;
can't you understand that?%

"How can you turn the world upside down?" Liz shouted suddenly.
"Fiedler was kind and decent; he was only doing his job and now
you've killed him. Mundt is a Nazi, do you know that? He hates

Jews ... what side are you on? How can you ...?%"

WTheret's only one law in this game," Leamas retorted. "Mundt is their
man; he gives them what they need. That's easy enough to understand,
isn't it? Leninism -~ and martyrs? They're a squalid procession of
vain fools, traitors, too, yes; pansies, sadists and drunkards, people
who play cowboys and Indians to brighten their totten lives. Do you
think they sit like monks in London balancing the rights and wrongs?
I'd have killed Mundt if I could, I hate his guts; but not now. It

8o happens that they need him. They need him so that the great moronic
mass that you admire can sleep soundly in their beds at night. They
need him for the safety of ordinary, crummy people like you and me." 1

But Leamas! subsequent action belies his words. When, after the above
conversation, they finally reach the Berlin Wall, and Leamas, followed by Liz,
¢limbs the wall, he has to make a clear~cut moral choice, and his cynicism
runs out: helped by Smiley from the other side, Leamas is ready to climb over.
But as he tries, the searchlights come on, and a sharpshooter kills Liz. He
turns back, takes his place beside the dead girl, and waits to be shot down.
And as he dies, he affims the morality of the individual in a last, desperate

gesture against the manipulative system.

From even a cursory look at The Spy Who Came in from the Cold, and in spite

of its superbly original and intricate plot, one cannot escape a certain feeling

1Ibid., p. 2L4.
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of familiarity. Both the internal structure of the novel and the structure
of the universe it represents bears a strong resemblance to QOedipus Rex.
In both works, the hero is associated with a riddle; he enters the
action open-eyed and emerges from it blinded (N.B. Leamas, the "blinded
bull in the arena")ls just as Oedipus, Leamas sets out to rid his people
of the plague -~ Mundt -- who had killed Leamas! best people. In both cases,
the hero is manipulated by the Gods, Apollo and Control respectively. And in
both works the hero is dedicated to his own self-destruction without knowing
it. The Sophoclean irony of this fact gradually emerging first in the herots
and consequently in the audience's consciousness is also common to both works:
"The readert's gradual understanding of the unfolding of these tragic
ironies is always Jjust one step behind Leamas! understanding, until
at the end the full realization of perfidy is too much even for Leamas
to take in.® 2
And, of course, in both works the hero submits his will to the collective
and is betrayed by his own side, as he proceeds towards self-destruction and
self-realization in a two~tiered universe where fate is to be decided on one
level and executed on another:
"Oedipus has behaved well as a man and has merited heroism; he is the
winner, despite the horrors that befall him, as Antigone is the winner
in her play. If there is a villain in the piece it is Apollo; but
Apollo cannot be blamed, for the calculations of the gods are in a
different sphere from the calculations of men. When a man behaving
admirably as man is nevertheless tripped up by forces beyond his

understanding, we have tragedy. Oedipus then is a perfect example
of the tragic hero.n

1cs. Infra ., p.96

2Ralph Harper, The World of the Thriller (Cleveland: The Press of Case
Western Reserve University, 1969), p. 91.

3Greek Drama, ed. Moses Hadas, Introduction to M"Oedipus Rex," Bantam
World Drama Series, (New York: 1968), p. 112,
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As a contemporary tragic hero, Alec Leamas cames closer to the
Sophoclean model than the hero of any other genre created in a period noted
for its lack of authentic tragedy. His attaining of this dimension is in
no small part due to le Carréts recognition of the two-tiered universe in a
manipulative society molded by Greco-Roman concepts.

Just as many critics look upon Oedipus as an essentially Christian hero
in a pagan context, we can accept Alec Leamas as the Judeo-Christian hero
carrying our proxy-fight into the pagan enviromment. While the world Leamas
represents is undivided, the world he has to operate in is double-tiered:

"The mist, the dusty files, the inclement climate, low-key violence,

the Ministry of Works colour-scheme, pale, coffee-and-cigarets

people, the clerical pettiness of major intrigue ... a structured

universe with its own great chain of being, from vague powers behind

desks to the agents in the field." 1

The level of the Gods -~ administrative - and the level of humans ——

operational, is evident in both QOedipus Rex and The Spy Who Came in from the

Cold. The fate of the two heroes, the structure of the two works, the
similarities of the action all suggest that le Carré based his novel on the
Oedipal archetype.

Throughout this study we have seen and shall see examples of how the
detective story and the spy novel manifest certain archetypal patterns, generally
associated with tlegitimate! literature. It is perhaps opportune at this stage,
in connection with the work that is acknowledged as the best of its genre, to
reassert the claim made earlier that the thriller should not be considered sub-

literature and that it merits serious critical attention.

1paul Gottlieb, "The Black and Grey World of Spying," review of A Small
Town in Germany, by John le Carré, in The Montreal Gazette, November 30, 1968.

p. 23.
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As we shall see later, the pattern set by Duremmatt and le Carré has
been imitated by a multitude of lesser writers. But even the epigones who
have taken advantage of the le Cérréesque twists of fate, the gimmick-free
sombre atmosphere and the black-and-grey reality of his bi-level universe,
as well as those who have carried these patterns to ludicrous extremes and
thereby developed parodies, deserve attention in any analysis of popular
culture.

Le Carrét's other works, while not attaining the heights of The Spy Who
Came in from the Cold, are all major novels within the genre, His A Small

{
Town in Germany, while not strictly a spy novel, belongs here by virtue of its

topicality and universal moral conclusions.

The Looking Glass War, published in 1965, two years after The Spy,

follows essentially the same pattern as the latter. It could be argued that
this fact indicates exploitation of a successful formula. However, the
additional symbolic features of this novel suggest development rather than
repetition. We have been conscious of the 'Second World War Nostalgia Syndrome!

in both Durenmatt!s works and in The Spy. In The Looking Glass War this theme

attains its best dramatic realization. As in The Spy, the story of The looking
Glass War concerns an operation in which the agent is manipulated and finally
betrayed by Control. However, this action takes place on a far pettier scale
than in The Spy. In the latter, the agent's death is the result of the con-

frontation of two major powers. In The looking Glass War, he is actually the

victim of a futile inter-departmental struggle. Symbolic of the World War II
theme, the hero, Felix Leiser, is an out-of-touch wartime operative who is

thrown behind the East-German border with an out-dated World War II crystal radio
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set supplied by Control. The man has long lost his Morse-efficiency, and
he is a sitting duck for the East-German security forces; they get an easy
radio fix on his whereabouts, and surround him. As a final irony, while
Felix Leiser keeps clumsily transmitting his useless message on his
obsolescent radio to the last, there is no one to receive it —- his own
side had written him off as soon as be hegan his mission.

Both the reasons for and the failure of Leisert's mission are grounded
in the persistent myth of wartime glory; the outfit that sends him across
the East-German border is a withered branch of military intelligence which
hasntt had much to do since the end of World War II. A pilot flying a
charter flight for school children purposely overflies East Germany, and
photographs what could possibly be some rocket sights. He hands over his film
to a British agent, who is subsequently overrun by a car. The film gets lost,
too. The military intelligence people see a chance in this chain of events to
mount an operation and thereby resurrect their dommant organization. As the M
operation gathers momentum, a new affluence makes itself felt in the place. w
Official cars appear, plans are drawn, an agent is recruited, a house is rented

in Oxford where the agent is trained by a variety of instructors. However,

as the operation begins, Control gets wind of it and eventually sabotages the

whole thing because it might prove to be an embarrassment to the British

Govermment. The other reason: Control's department deals in political intelligence
and resents the meddling of political amateurs. The military group, at the same
time, considers the operation their 'baby'!, and goes aghead. Eventually, of

course, the superior department, Control!s branch, triumphs, the agent is

captured by the other side and the Ministry decides to deny him. Indeed, they
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decide to declare him a common criminal who escaped to East Germany in

the hope of getting asylum. Their negative proof: no modern intelligence
serviee would equip its agent with a twenty-year old radio transmitter,

or send a man, so obviously out of touch, for an important mission.

It becomes increasingly obvious from The looking Glass War that the

system is the real enemy of the individual and that the actual enemy, the
East Germans, are not even needed to prove the point. The tother side!?

plays but a token role in the novel, and all the heroes and villains come

from within.

While the oft-expressed sentiment about World War II is as crucial in

this novel as in most of the moral spy stories, it is now treated with a good

deal of irony:

"1t was simpler in those days. We could say they'd died for their
country. We didn't have to tell them the details; they didn't

expect that.m 1

"The box was a gift from the war. The man who gave it to him was
dead, the occasion for giving it past; there was no inscription on
the lid.n 2

"He recognized that it (the Department) provided shelter from the

complexities of modern life, a place where frontiers still existed.

For its servants, the Department had a religious quality. Like

monks, they endowed it with a mystical identity far away from the

hesitant, sinful band which made up its ranks."

The perilous, but still treasured moral sense derived from the Great War
is here transformed into a somewhat ridiculous burden, symbolized in the action

by the ancient radio transmitter. And, while some of the 'good! characters still

Ljohn le Carré, The Looking Glass War (London: William Heinemann Ltd.,
1965), p. 3h.

2

Ibid., p. 24.

3Tbid., p. bh.
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persist in being patriotic, the wife of a younger department member sums
up the situation:

"oyalty without faith. It's very hard for you.! She said this with
total dispassion, as if she had identified a social evil.m 1

And while the agent, the naive and loyal Leiser, a naturalized
Englishman whose main desire was to be accepted by his true-blue Briton
colleagues, behaves gallantly and even heroically to the end, his heroism
is so devastatingly pointless, that even the last passage of the novel (a
good place to look for'significance' in most spy novels) fails to bring a
sense of redemption or the almost mandatory ray of hope:

"Snow gathered like ash and was dispersed. They had gone, leaving

nothing behind them but tyre tracks in the hardening mud, a twist

of wire, and the sleepless tapping of the north wind." 2

Le Carréts A Small Town In Germany, his last novel to date, published

in 1968, again deals with the conflict between morality and expediency, using
identical World War II terms of reference. It is basically a revenger!'s tragedy,
the story of a man with whom the world has fallen out of step: The hero, Leo
Harting, a minor official at the British Imbassy in Bonn, and a naturalized
Englishman of German origin, begins a private war against a neo-Nazi leader by
stealing a file which contains information about the Nazi, The
British are embarrassed, because they had no intention of ever using the file:
the neo-Nazi is an emerging political force and Britain will need all the

European support she can get in future Common Market negotiations.

Ibid., p. 57.

2Ibid., p. 246.
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As Harting disappears with the files, the neo-Nazi youth attack the
British Embassy, burn down the library of the Hanover legation, and it
becomes imperative to capture him. However, throughout the novel he eludes
his would-be captors, and finally dies during a frantic neo-~Nazi meeting
during which he fails to assassinate the target of his revenge.

A Small Town in Germany, while it excels in atmosphere and characterization,

shows no further development of the themes exposed in previous le Carré novels.
It does, however, articulate the position of the moral man in the contemporary
context in a tone of resigned pessimism:
"He's our responsibility after all. It was us who put it into his mind
back in those days: the notion of absolute justice. We made him all
those promises: Nuremberg, denazification. We made him believe. We
can't let him be a casualty just because we changed our minds ... Leoc
hasn't changed. He's the stay-behind man. That's not a crime, is it?® 1

Although the characteristic themes remain, again there are subtle changes

between A Small Town in Germany and previous novels, Harting acts completely
on his own, he is in fact against the British, but the author pins the
responsibility for his actions on his British masters at the very point when,
as in all other le Carré books, they decide to disown the hero:

"You say we have no part in it. We have. He's our product, you know
that, we made him what he was, crushed him between all those worlds...!" 2

The moral stance taken during World War II is being abandoned by the very
people who created it. The reasons for this abandomment of a previously elevated

moral position are articulated here along the same lines as in The looking Glass

War, where the 'Department! is willing to do anything to come alive again and

1john le Carré, A Small Town in Germany, Pan Books (London: 1969), p. 280.

2Tbid., p. 299. :
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increase its operational budget. In A Small Town in Germany this parable

is extended to apply to Britain as a whole:
"Brussels ... the Market ... all this. Next week it's gold, the week
after it's the Warsaw pact. We'd join the bloody Salvation Armmy if it
pleased the Americans."
The conclusion of the novel is neatly summed up by one of the characters:

"All power corrupts. The loss of power corrupts even more.™ 2

But, in spite of the weighty and significant rhetoric, A Small Town in

Germany appears stagnant. It does not have the dramatic power and the

revealing symbolic action of The Spy Who Came in from the Cold, and in a way

signals the beginning of the end of the moral spy novel.

All that could be said had been said between 1961 and 1968. And as there
had been no new le Carré since that last date, it would be surprising if one
came along in the 1970's, still working with the same themes. But perhaps le
Carré has learned the lesson his heroes failed to learn, and will not force
his luck by appearing publicly in the dated moral garb of the 196C's in the
'Age of Aquarius!. During the seven years spanned by his four novels, his

heroes had gone from bad to worse: In Call for the Dead George Smiley succeeded

in breaking up the enemy spy ring, although at a high moral expense. In The

Spy Who Came in from the Cold, Alec Leamas lost his life but achieved a moral

victory. In The Looking Glass War Felix Leiser still managed to be heroic,

although pointlessly. But in A Small Town in Germany, Leo Harting is more

pathetic than heroic, his last foray more grotesque than desperate. He makes

his point but it proves to be more embarrassing than hope-inspiring.

11bid., p. 299.

2Tbid., p. 300.
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The theme of the tired, aging heroes fighting against an amoral
world, desperate, but able to transcend the system in their defeat, has
been tdone to death!. And while it is interesting to examine the better
contemporaries and followers of le Carré, if only to prove the existence
of a numerically significant body of literature devoted to the same topics
and operating along the same themes, the next chapter, dealing with such
authors, will appear to be mostly variations on a theme. Yet, both in
quality and quantity, the Duremmatt-le Carré school can be considered
important as well as morally significant even if considered separately from
the two trend-setters: after all, it consists of a group of writers who had,
almost single-handedly, maintained the Judeo-Christian vision of reality in

an increasingly indifferent, if not downright hostile cultural atmosphere.



CHAPTER VII

TEXTURE, PASSTON AND STRUCTURE:
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EXTENSTONS OF THE BASIC

MORAL THEMES



113

After le Carré —— and I am using tafter! not so much in a
chronological but in a qualitative sense ~- three main routes became
available to the thriller. The first was the route of imitation. A
formula could now be exploited, needing only minor changes of character,
locale, subject and plot, to maintain a semblance of originality. The
paperback shelves were filled with mini-le Carré's, many of them highly
readable.

These epigones have, with few exceptions, applied all the devices
that made le Carré& successful: the double twists, the heroes being unaware
of the true objectives of their assigmments, the betrayal by their own side,
the 'last assignment! syndrome, the moral questioning.

The locale of the action is usually some country whose very name
conjures up gray, metallic tensions, Finland, the Baltic States, Germany,
Austria and, naturally, England. The weather is invariably bad, there's plenty
of rain, fog and drizzle.

The Second World War still serves as the benchmark of morality, and
while the heroes are not as old as Durenmattt's Inspector Barlach, they all
seem to be in their late thirties or early forties to allow them to have taken
part in the last war.

The hero is usually a former agent, pursuing some dull civilian profession.
When contacted, he is at first reluctant, but later is either persuaded or

blackmailed to serve.
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There is a tendency to use Jews in secondary roles, but never as
protagonists, and in the passages that feature the inevitable morality-
sermon, the bombing of Dresden figures frequently to balance the atrocity-
scale between the two sides.

Former Nazis comprise a considerable segment of the villains, and
Israeli agents, too, make their appearance, usually as the hero's uneasy
and rather selfish allies.

The subject matter is mostly a fight for the possession of some ultra
weapon, or the unveiling of a neo-Nazl conspiracy; occasionally hidden
World War II treasures figure, and the protection of Communist defectors
or the preventing of defections from the West also has considerable space
devoted to it.

The formula also crops up in fields other than espionage with many of
the above criteria presented: Gavin Lyall's herces are fliers (four novels);
Nicholas Freeling'!s hero, Inspector Van der Valk, is a Dutch policeman
(featured in seven of his eight novels); and all of them have something
profound to say and a moral choice to make in the course of their adventures.

However, none of these novels break any new ground, and, in spite of
the unquestionable skills that created them, and the often stimulating narrative
and characterization, their significance is dwarfed by the works of Duremmatt

and le Carré.

Gavin Lyallts first moral thriller, The Wrong Side of the Sky, was

published in 1961, the year of le Carré's first novel, while Nicholas Freeling's

first, lLove in Amsterdam, appeared in 1962. From the point of view of

chronology, neither can be justly called an epigone of le Carré. Let us sagy
that they have been influenced by and in turn helped influence the tendencies
present in the moral thriller. What relegates them to a secondary role as
compared to Durenmatt, le Carré, Len Deighton and several others, is probably

the lesser impact of their oceuvre.
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To use a seventeenth century parallel, Shakespeare'!s period had been
a time of great literary activity, full of other notable authors. Marlowe,
Webster, Jonson, Deklker, Massinger, Beaumont and Fletcher shared the period
with Shakespeare, and if one considers the dates of many of their plays,
they have chronologically preceeded as well as followed him. Nevertheless,
from today's vantage point, value judgment usually replaces chronology as
the criteria of appreciation.

When I label some of the authors treated here as 'secondary!, this is
done from the point of view of impact, significance and cultural influence.

In this sense, le Carré is the Shakespeare of the moral thriller of the
1960ts, although there are Massingers, and Beaumonts and Fletchers ahead of
him as well as behind him in chronology.

Beside Freeling and Lyall, there are many other worthy exponents of the
le Carré approach to the thriller. Adam Hall, James Hall Roberts, Ross
Thomas, Merle Miller, Leo Rosten, Francis Clifford, Abraham Rothberg, to
mention just a few from among scores of moral thriller writers on both sides
of the Atlantic, produced works written according to the criteria outlined
above. Their novels, however, provide us only with quantitative proof regarding
the existence of a definable school of literature. They jumped on the band-
wagon, instead of creating the vehicle.

The second route to be examined is that followed by a select group of
authors who have produced significant variations on the major themes or have
extended the same. The present chapter is a review of their best works: Hans

Habe, Philip Lorraine and Anthony Burgess represent this category.
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The third route, which will be the subject of the following chapter,
represents the decline of the moral thriller as a genre. This decline,
similarly to other literary movements, is represented by parody, and new
direction arrived at by way of parody.

To begin exploring the second route:

The Devil's Agent, by Hans Habe, was first published in 1958 -~ well

ahead of le Carré's works, —— but conceivably influenced by Duremmatt with
whom it shares a common language. Habe is a popular German writer of
essentially topical fiction, mostly concerned with the question of German
as well as international guilt in the destruction of European Jews.

The Devilt's Agent has an authenticity of detail and a close adherence

to historical fact which makes it conceivable that the story and the characters
have some documentary validity. It is important to note that Habe is not
primarily a thriller writer, but a novelist of moral concern. Thus it is the
search for a vehicle that brought him to the espionage camp.

While Duremmatt's and le Carré's stories are quite demonstrably works
of invention, Habe's novel, written in the memoir form, and avoiding the
spectacular type of exploit in favour of more routine kinds of missions, may
indeed be based on fact.

It is therefore all the more remarkable that The Devil!s Agent arrives

at themes quite similar to Duremmatt's and Le Carréts: the essential inhumanity
and amorality of spying, the 'last assignment! syndrome (but with a twist),
the patterns of betrayal (again with a twist), and, last but not least, an

adherence to archetypal patterns.
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Also remarkable is the fact that Habe's protagonist is also a moral
victor and an ultimate loser.

Descended from a long line of Viennese headwaiters, George Droste,
the hero, in many ways resembles Thomas Mann's charming rogue, Felix Krull.
Drostets comnection with the clandestine begins in the Second World War in
which he serves as the batman of a German general in counter-intelligence;

His adaptability after the war gets him into the good graces of the
Americans, and later, due to his social connection, he enters espionage work.
He begins his activities as a double agent, working for both the Russians
and the Americans, and eventually supplies information to a number of minor
secret services as well. Droste is a free-lance spy, and, in contrast to
le Carré's heroes, it is he who manages to manipulate the system, playing
both sides in favour of the middle -- himself, Thus, when in one of the many
episodes in the novel, Droste is assigned by the Americans to recover a list
of wartime German agents, he locates the archives, gives part of them to the
Americans, sells another part to a neo-Nazli general who wants to use the list
to start a new war that hopefully will result in the re-unification of Germany,
and then reveals the location of the remainder of the files to the Russians.
Naturally, he collects his reward from all three sources, and by the judicious
balancing of his favours, makes a small fortune.

(Incidentally, Drostets affair with the Greehahn archives, which he
smuggles out of East Berlin in three coffins, must have served as the model

of Len Deighton's Funeral in Berlin, which describes a highly similar mission

concentrating around the so-called Broum Documents. Even more remarkable is
the fact that in Deighton's book, toco, several services share in the spoils,
including the English, the Russians and the Israelis. Also of interest is the
fact that Deighton's ambiguous villain, Johnny Vulkan, a German double-agent,

bears close resemblance to George Droste.)
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George Droste!s memoirs begin with a statement of his intention to quit
spying. He sets out to write his story for the benefit of mankind and his
adopted son, Johnny, the orphan of an American agent whom George had be-
friended and then saw going to certain death on a meaningless assigmment.
Droste feels a moral responsibility to humanity as represented by Johnny;
his intention is to warn against espionage committed by all sides, which he
deems a self-perpetuating power game, played against the whole of mankind by
a group of adventure-seeking, greedy and amoral imbeciles.

It is the sterile, non-creative evil of the espionage game against which
Droste rebels. His method, however, of being active on all sides in the hope
that the various evils will cancel out each other, results in failure.

As he writes his memoirs, Droste realizes that he is handling hot
merchandise, which will be sought by all the secret services he had been
involved with. He also comes to the conclusion that, after being the Devilts
agent for so many years, one cannot quit and start a new life.

After barely finishing his manuscript, and placing it in the trust of a
former mistress for safekeeping, Droste is murdered. His juggling act between
the many seerret services is, however, morally successful: he dies with the
satisfaction of having exposed the source of evil in expiation of his career.

The atmospherics of The Devilt's Agent in many ways resemble that of

Duremmatt's works. The tone is bemused and conversational, and even the sense
of foreboding that permeates the entire novel is handled with a redeemingly

Jjolly roguishness.
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The agile, quick-witted personality of George Droste and his cynical
service of many masters seems to be archetypally related to classical
comedy. He is the descendant of the shrewd servant figures of Plautus and
Moliére, a relative of Mosca in Ben Jonson's Volpone and particularly of

Figaro in Beaumarchais! The Barber of Seville.

With so obviously comic an approach, Habe cannot achieve tragedy in the

end. The Devilt's Agent is more of a tragi-comedy, ending in death but

concluding in the affirmative.

Habe's work also demonstrates that the modern thriller can successfully
accommodate a wide variety of archetypal modes ranging from Oedipus to
Figaro., Without an essential relevance to life, such patterns could not be
exploited, nor yet produce a cathartic effect.

The Devil!s Agent is possibly the first post-war spy novel in which the

tgodst, the Control and 'M!-type spymaster figures are stripped of their
divinity. This does not mean that Habe's novel is a parody. The classical
type of comic structure it represents, unlike romantic comedy which is often
a parody of tragedy, has its own sources of inspiration and its own moral
dignity.

Drostets deliberations often sound like the speeches of Mosca, combining
his mixture of cynicism and anti-establishment sentiment:

",.. morality is above all a matter of quantity. In other words,

decent behaviour in small doses lacks all value, whereas indecency,

provided it is on a sufficient scale, is certainly deserving of

respect. I have never Joined in the complaint that small thieves are

hanged while the big ones go scot-free, It serves them right if they
swing. Why did they not steal more?®

Ians Habe, The Devil's Agent, trans. by Ewald Osers, An Avon Book
(New York: The Hearst Corporation, 1966), p. 19.
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A simple juxtaposition of Droste!s world view with that of Mosca
reveals the archetypal relationship:

"All the wise world is little else, in nature,

But parasites or sub-parasites. —- And yet,

I mean not those that have your bare town-art,

To know whot's fit to feed them; ...

But your fine elegant rascal, that can rise,

And stoop, almost bogether, like an arrow;

Shoot through the air as nimbly as a star;

Turn short as doth a swallow; and be here,

And there, and here, and yonder, all at once ...

eesesssees and such sparks

Are the true parasites, others but their zanis.® 1

Being here and there and everywhere, as Mosca, Figaro and Droste are,
may be the only viable moral position in a social system in which none of the
existing polarities suit the individual.

Droste, however, while conceived in the tradition of the charming rogue,
rises above the type through his perception of reality and his sense of moral
priorities which allow him to place spying in the proper —— diminished —
perspective. His rebellion against the system —- manifested in the form of
his amoral service of all masters -—- is based on the same individualistic
outrage that inspired most contemporary thrillers:

"After my motherts death my father had nobody left to talk to, and so

he discussed with me the injustices of the political order. ... I was

bound to conclude from his experiences that the State was deliberately
bent on ruining the good citizen.m 2

Gaining strength from his contempt for the system, Droste is well-prepared

to bargain with it. When the Americans first confront him with their knowledge

1Ben Jonson, Volpone,

2Hans Habe, The Devil's Agent, trans. by Ewald Osers, An Avon Book
(New York: The Hearst Corporation, 1966)‘ p. 32.
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of his past in German intelligence, he is not at all alarmed. He knows,
in fact, that his past is an advantage:

"The uncritical adulation of the expert happens to be one of the
deplorable features of our age." 1

Drostet's progress starts with his recognition of the true nature of
the system and the individual's relationship to it. His subsequent experience
of exploiting this situation leads him toward a comprehensive rationale:

"Though a gambler by nature, I have never liked card games and have
always preferred the impersonal roulette wheel —- probably out of
some congenital soft-heartedness. Like everybody else, I hated
losing; but equally, I disliked winning from fellow players who
needed the money quite as much, if not more than I. For the owners
of the casinos, on the other hand, I never felt the slightest
sympathy ... I owe my undisputed and my spectacular climb up the
ladder of secret agents to the total lack of pity which, with a
growing realization of what the game was about, I felt for those

I deceived. For eight years I served the secret services: I came,
first to despise them and then to hate them. And if I have now
decided not to deceive them any longer for the sake of my own
advantage, then this is simply because I hope to damage them more
by this frank record of my experiences then I could expect to do,
in the present circumstances, through personal exploitation.®

By first taking advantage of evil and then fighting evil with its own
weapons, Droste arrives at a state of affirmation. When he discovers the true
nature of secret service work, through the character of the fanatical General
von Greehahn, the theme is closely related to the main drift of The Looking
Glass War, in which the ultimate purpose of the Department is to mount an
operation not for what it can accomplish for the country, but for the operationt's
effect on the departmental budget and the staff's standing in the hierarchy.
According to Greehahn, the real purpose of a secret service is policy-making,

absolute power through manipulation of the state:

11bid., p. 48.

2Tbid., p. 20.
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"The secret service is instructed to discover the mood in the

opponent!s camp. This is a matter of supreme importance, since

human beings —— and this includes statesmen —— are so made that

they attack whenever they believe themselves to be under attacke.

In other words, if a hostile atmosphere is reported from the

other side, a hostile atmosphere is automatically created on one's

own side. What an opportunity for a serret service — and in more

ways than onel _ 'In other words, Intelligence can decide over war

and peace - U 1

This manipulative drive of the spy-fanatics is what makes Droste, the
rogue, ultimately the positive hero; by negating the negative, by his evil
attitude towards evil, he attains goodness.

His moral attitude is, naturally, linked with a nostalgia for the
past. (I imagine this to be an exclusively capitalist characteristic: if
there were similar spy novels available from socialist countries, their
moral touchstore would have to exist in some future Utopia, for they negate
the morality of all pre-socialist societies.)

Hans Habe, a German, understandably cannot find the Second World War
nostalgia-inspiring. He goes farther back, to Lao-Tse and oriental philosophy,
to find his moral bearings:

"To me Kuang Chung's wisdom is the beginning and end of all wisdom

-~ though, admittedly, a kind of wisdom that is being increasingly

forgotten. In the past there existed certain moral institutions ...

with their aid mankind was able to hobble a little way forward.m 2

Habet's novel is one of the first which is critical of the long~romanticized

field of espionage from a moralistic point of view. The Devil's Agent does
not have the structure of suspenseful revelations or the unfolding ironies
of le Carré's novels, and therefore has never achieved the popular impact of

these. However, there is reason to believe —- and the evidence of Funeral in

1bid., p. 188.

Tbid., p. 275.
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Berlin seems to support it -- that Habe had written a kind of spy
novelist!s spy novel, a book which practitioners of the genre may have
consulted in their search for themes.

Habe's other significant contribution may be the reversal of attitudes
towards the secret service and towards spying in general. His book is the
first in which the hitherto idealized institution appears as the villain
—- in which, to use Habe's metaphor, the players turn against the casino
instead of trying to rob each other.

It may be significant that this trend against the espionage establishment
began in Germany in the 1950's. It coincides with Germany's loss of big-
power status. The attitude spreads to England in the early 1960ts, likely
to be coincidental with the aftermath of the Suez crisis and England!s need
to adjust to its reduced international status. As le Carré states in A Small

Town in Germany;

"A11l power corrupts. The loss of power corrupts even more.t 1
Among all spy thrillers concerned with morality, perhaps the most

seriously anti-spy novel is Philip Lorainets W.I.L. One to Curtis. Published

in 1967, it is the first spy thriller in which the central character is an
unredeemed villain who stands for the inhuman, manipulative system and
confronts a representative selection of common people who become the eventual
heroes of the piece.

Curtis, a British secret service agent attached to an organization called
Western Intelligence Liaison (W.I.L.), has his orders to prevent the return of

an idealistic politician, Beck, to his country (unnamed).

1cf. Supra. Chapter VI. p.111.
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While the plot is rather fantastic, it evolves around five private
individuals whom Curtis recruits for the job. They are to be thrown into
action in a certain sequence, all aimed at changing Beck'!s mind about his
political comeback. They are all known to Beck in one context or another,
and their job is to first persuade, then bribe, and, failing these,
blackmail or murder Beck. The five individuals are unknown to each other
and are brought together in a Swiss resort town near where Beck is staying.

Each is assumed by W.I.L. to be suited for his role because of
personality, emotional or intellectual influence over Beck.

Curtis has carte blanche to deal with these people, and the case file

contains the following phrases, which the author-narrator approaches with
intensive contempt:
 tThe degree of moral or psychological pressure which may be imposed
on them...', 'Since they are what is known as "private individuals" ...?,
Estimated degree of vulnerability ...', 'The subjects are, in this case,
and as a last resort, expendable.!
Do you, I wonder, find these phrases as horrifying as I do? Perhaps
you are unwilling to believe, as 1 was, that they do in fact emanate
from a Government Department, albeit a strange mid-Atlantic Department,
spawn of the mismating of two continents.m
This frankly editorial style is made skillfully acceptable by the quasi
investigative-journalism approach taken by the narration. It allows the
author to present his case against the espionage establishment with a rage
and passion unsuited to the convention of the omniscient narrator.
The five people chosen to sabotage Beck'!s return to power are:
Number one, Katia, an earth-mother-type prostitute, Beck's former

mistress and the mother of his child, Curtis is using emotional blackmail to

force her to co-operate and apply the same against Beck.

lPhilip Loraine, W.I.L. One to Curtis, Pan Books (London: 1969), p. 6.
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Number two is a young American whose life Beck had saved once, and
who idolizes the politician. His Jjob is to talk Beck out of his journey.
Curtis gets him to co-operate by deceipt: he intimates that Beck is in
mortal danger if he returns to his country. Thus, the idealistic young
man is deceived in order to deceive Beck.

Number three is a homosexual Foreign Office employee, who is blackmailed
to bribe Beck if previous methods fail. There is g similar parallel between
the method of recruitment and the mission of this man.

Number four is Beck's young boy, raised by foster parents in France.

As his father does not yet know of his existence, his role is to provide the
dedicated and single-minded politician with a motive to live for and a reason
for abandoning his political ambitions.

Number five is a convicted Italian murderer. In exchange for his life,
he is to murder Beck when other methods are exhausted.

Artificial as this structure may be, it provides a neat, ascending
pattern,with each character called upon to exert gradually greater pressure
on Beck, as, in turn, they are being pressured along the same escalating scale.

This mathematical calculation is, of course, the whole point: the novel
is designed to show how the best laid plans of spies and fiends fail when they
are up against the incalculableshuman nature.

And, naturally, the whole pyramid of intrigue collapses when the five
tinstrumentst! eventually make contact, unite and foil Curtis' manoeuvre.

Their human dignity and sense of individuality, the factors Curtis ignored,
become the cause of his failure. The mission, however, does succeed. Although
the convict-assassin kills Curtis instead of Beck, the politician's plane blows
up in mid-air. The operation is successful, but the perpetrator dies as well,
and a different kind of affirmation develops: the prostitute and the young

American fall in love; she will be eventually accepted by her illegitimate son;
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the assassin gets away with the money intended to bribe Beck; the haunted
young homosexual, dying of a wound received during the operation, spends
his last months in peace. This affirmation occurs when the characters
finally move outside the framework of espionage, while the whole structure
is condemned by the author from the humanistts point of view.

W.I.L. One to Curtis is a fictitous exposé, recollected after the fact

by a 'journalist!, who, thanks to his narrative approach, can reveal his
unabashed hatred of the system without Jeopardizing his credibility. For
good measure the story is paced by secret service memoranda, but it is the
highly emotional narrative which is the novelts outstanding feature. The
authorts lack of guile is highly effective. And the approach comes as close
to folkloric patterns as any thriller can ever hope to be. The five trials
of Beck, the simple and non-developing characters, including such basic types
as the earthanother, the young idealist, the abandoned child, the sinner
(the only one of the five tinstruments' who dies in the end), the Robin Hood-
like assassin, and, last but not least, Curtis, who is a completely ummitigated
villain, the kind of monster only folk-tales can produce.

The happy ending, too, is decidedly folkloric. True, Beck is destroyed,
but he is not the hero of the piece, and his death is more than compensated
for by the fall of Curtis. The plot, as incredible as any fairy tale, does
produce a healthy, cathartic effect. Its Punch-and-Judy simplicity makes the
reader root for the good people and despise the villain, almost to the point of
involvement. One 1s tempted to shout down on stage, figuratively speaking,

and warn the good guys against the villain's next trap.
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The reason for the inclusion of W.I.L. One to Curtis (a not

particularly popular and rather unsophisticated work) among the few
novels to be dealt with in detail, is that it shows that the moral spy
novel does not depend on the technique alone, that its moral relevance
and universality allows the genre to be handled in a variety of different
modes without loss of effectiveness.

In The Devil's Agent and W.I.L. One to Curtis, we can also notice the

addition of a new theme: children make their appearance, as ideals and
motivators of important characters, although for the time being, in a
secondary role, remaining on the peripheries of the action. Their appearance
seems logical. In a genre centrally concerned with corruption, there is need
for the archetypal figure of innocence.

In The Devil!'s Agent, the child appears merely as a motive for the hero's

positive attitude. In W.I.L. One to Curtis, the child is one among the

innocent manipulated.
In the third novel in this thematically closely related group, Anthony

Burgess! Tremor of Intent, children become a central and significant part of

the ménage. The novel, written from an essentially Catholic point of view,
handles the theme of innocence and corruption more potently than the above-

mentioned works.

Tremor of Intent is, in many ways, an a-~typical spy novel. Ostensibly

concerned with the re-capturing of an English scientist who defected to Russia,
it is, in fact, a fictionalized essay which neatly dissects the thematic
peculiarities of the spy thriller, labels and preserves them in a highly

conceptual solution of spirituality and esthetic artifice.
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Burgess! book has a strong dose of moral concern, while, at the
same time, containing some fantastic gadgetry, a wild assortment of
eccentric characters, disguise and other trappings of the James Bond
style =~ hitherto mutually exclusive features. Perhaps it is the authorts
intention to deliberately synthesize the entire spy novel phenamenon,
bringing together the salient features of both the moral and the amoral
school.

Beginning with the nomenclature of the characters, the symbolic intention
is plainly vi¥ible.

The main villain's name is Theodorescu, clearly an ironic reference, meaning

Gad's gift. And he is overtly described in divine metaphor:

"His hands were richly ringed, but this did not seem vulgar: they

were so big, strong and groomed that the crusting of winking stones

was rather like adnrmment by transitory flowers of acknowledged,

God-given instruments of skill and power and beauty." 1

Not far below, the allusion is further explicated:

"The god whom Hillier took to be Mr., Theodorescu laughed in a gale

that seemed to shake the bar. He said, in a voice like a sixteen-

foot organ-stop... " 2

Theodorescu is, of course, the ancient god, terrible, vengeful and gross,
a symbol of the erosion of traditional moral attitudes. His assistant and
mistress is called Miss Devi, another not too heavily disguised pun.

Children, a boy and a girl, figure prominently in the plot. ("Oh God,

groaned Hillier. Children. He didn't like children. They were too vigorous

but also too honest, the enemies of intrigue.® 3) One of the children is named

lAnthony Burgess, Tremor of Intent, Penguin Books (Harmondsworth: 1969),
p. 59.

2Tbid.

31bid., p. 51.
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Clara, daughter of the Walter family (Waltert!s Flour, "The Flower of
Flours") and the Christian metaphor persists throughout.

Indeed, the hero, Hillier, a professional spy ("I am able to speak
boldly now, this being my last assigmment™ 1), is chosen for the mission
because the scientist he has to smuggle out of Russia is a former schoolmate
of his from St. Augustine College. Burgess is having fun all the way with
a plethora of religious allusions which should send critics scurrying for

their Bible and other reference books. [Tremor of Intent is, indeed, a superb

piece of literary jesuitry, and worth an essay on its own. However, within
the framework of this study, we can only give these metaphoric intricacies a

rather cursory glance.

The basic ritual of Tremor of Intent is the duvuality between good and

evil, innocence and corruption. It is a morality play with a few ironic
twists, among them the current thesis that experience does not corrupt; only
intent matters. This is well illustrated by the fact that the innocent child
character, Allan Walter, consents to have homosexual relations with Mr.
Theodorescu in order to steal his gun, with which he finally kills the villain
who threatens the herots life. After sodomy and murder, Allan returns to being
a child.

The duality of commitment, to good or evil, is the central theme of the
novel. One of the motto-like utterances of the hero bears this out:

"Jltimate reality is a dualism, or a game for two playerst.2
And Burgess exploits this duality in the generic sense as well. His literary
approach seems to bring about a reconciliation between the Judeo-Christian

moral spy novel (the book features many of the themes characteristic of the

Ibid., p. 9.
Tbid., p. 103.
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school, the last assigmment syndrome, the middle aged hero, betrayal and
manipulation from his own side, endless moral argmentation, etc.), and

the Greco-Roman esthetic concern of the blood-sex-and-violence movement,
best represented by James Bond. Tremor of Intent is, in fact, a parody

of both the le Carré style and the Bond approach. To mention just a few
specifics: Hillier, the hero enters into an eating contest with Theodorescu,
highly reminiscent of James Bond!s bridge game against Drax, the villain in
Moonraker. There is also plenty of sexual detail and sensuously described
sadism, copious use of drugs and gadgetry, elements completely absent from
the moral thriller, but usually prominently featured in the amoral type.

There is yet another characteristic irony present in Tremor of Intent: in

James Bond novels a good deal of space is given to esoteric information,
usually pertaining to weapons, games, clothes or heraldry, things of snobbish
interest. In Burgess! book Hillier'!s cover is that of a typewriter expert,
and the boy Allan happens to know a great deal about the history of type-
writers, to the embarrassment of Hillier. In the ensuing conversations we
get an inordinate amount of typewriter mumbo-jumbo, and I suspect that it has
a two-fold objective: first, it is a parody of the Bond-type of esoterica,
(which, by the way, never figures in moral thrillers), and, secondly, it seems
to work as a satirical allusion to the writer's craft, an exhaustive mass
of marginalia pertaining to the authorts only weapon, the typewriter.

Hints of duality are frequent at all levels: "I am well fit, except for
my two chronic diseases of gluttony and satyriasis which, anyway, continue to
cancel each other out." T Thus the hero about himself. But,after starting off

in this Dionysian manner, the Christian facet is soon revealed:

I1bid., p. 7.
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"] am mentally and morally sound. I tut-tut at St. Augustine,

with his '0 God make me pure but not yett. Irresponsible, no

appointment duly noted in the diary, the abrogation of free will.® 1

After introducing himself, Hillier, who also acts as narrator, begins
his adventures on board the ship Polyolbion, cruising the Black Sea on its
way to the Russian port where Hillier will have to kidnap Roper, the
scientist, and return him to Britain. The intrigue is far too thick and
Byzantine to be related in detail. Suffice it to say that the ship swarms
with suspicious characters, all of whom turn out to be worthy of suspicion,
including the villain, Mr. Theodorescu, who is a free-lance broker of secret
information. His companion, Miss Devi, the amoral temptress, seduces the
more than willing Hillier, drugs him and together with Mr. Theodorescu,
punps information out of him. Clara and Allan Walters, whose father dies
of a heart-attack, eventually become Hillier's friends and guardian angels.
Interestingly, Clara is a virgin whose passion is to read pornography, and
Allan is a walking encyclopedia, an impish barfly who, as mentioned before,
redeems Hillier by committing both sodomy and murder, while remaining pure
and childlike. Incidentally, as the plot is rather secondary to the
theological proceedings, Hillier never succeeds in returning his friend,
Roper, who chooses to remain in Russia, mostly because of his disgust with
the British class system. However, Hillier does, in the end, manage to kill
the evil Theodorescu.

The characters are structured in the form of polar opposites, and are
then resolved in oxymoronic reconciliation: Clara, the virgin pornographer;

the angelic boy-nurderer Allan; Theodorescu,the repulsive, fat god; Hillier,

11bid., p. 10,
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the moral satyr; Wriste, the cute steward who turns out to be a brutal
killer, and so on. The action, too, works along the same lines: Hillier
fails his assigmmeht but succeeds at murdering Theodorescu; he is a sinner
but ends up a priest in the epilogue. The two children, going through the
most horrible experiences imaginable, revert to total sunny innocence in the
end. There is a constant strain of Manicheism, affirming the need for evil
as a pre-condition of good, and vice versa.

In Tremor of Intent, the style and the happiness of language and thought
overpower the action. The theological argument is far more memorable than
the story, but the entire exercise reaffims the point that the spy novel of
the 1960's has become a vehicle suitable for moral concern, universal
philosophical comment and even for elevated discourse on existential theology.

Conversely, the Manichean theme of the novel touches on the raison
dtétre of the genre. The spy novel depends for its very existence on polarity.
And whether it chooses the subject of good and evil, innocence and corruption,
or individual versus the system, polarity and structure remain a central concern
of the human mind. Particularly, in the 1960's, when most genre experimented
with things unstructured and without polarity, it is a telling fact that one
of the finest minds in modern English literature, Anthony Burgess, chooses
the spy thriller as a vehicle for this statement.

The essential novelty of Tremor of Intent alsc springs from the fact that

it does not make the moral choice offered, at least not in the same simplistic
way this choice is made by everyone from Duremmatt to Philip loraine: what
the novel affirms is that a choice has to be made -~ be it for good or evil —-

in order to maintain the balance of the universe:
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"But between the day and night
The choice is free to all, and light
Falls equally on black and whitem 1

These lines from W.H. Auden are the motto of Tremor of Intent, and

indicate the drift of Burgess! argument. It is interesting to compare

Burgess! view of neutrality with that of Habe. Habe in The Devilt!s Agent

favours the golden course, playing both sides in favour of the middle.
Habe, having no theological point of view, only a simplified, common-sense
humanity, glorifies the neutral in a clash between two evils.
But Burgess, the Catholic, still wants to see the world in terms of
good and evil, even though it had been reduced to a kind of tthem! and tus?,
a polarity lacking moral content:
e —— people like me and my counterparts on the other side -~ we
reflect that game. It is a pale reflection. There used to be a
much brighter one, in the days when the two sides represented what
are known as good and evil. That was a tougher and more interesting
game, because one's opponent wasn't on the other side of a conventional
net or line. He wasn't marked off by a special jersey colour or race
or language or allegiance to a particular historico-geographical
abstraction. But we won't believe in good and evil any more. That's
why we play this silly and hopeless little game." 2
The moral nostalgia is evident. This time, of course, it does not refer
back to World War II, but to something more universally acceptable, and less
likely to become dated, the concepts of Christianity. But the stance is similar
to that of le Carré or Duremmatt. Except it represents a more far-sighted view.
Once the good-evil polarity is resurrected, it is, of course, neutrality

that becomes the sin. The novel is rich in its condemnation of neutrality:

"That was where the evil lay; in the neutrals® 3, says the hero. When Allan

11pid., p. 6.

Tbid., p. 103.

3Ibid., p. 169.
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kills the evil Wriste, an amoral agent simply doing his job and suspending
his judgment, the boy reiterates the point:
" tYou bloody neutral,! cursed Allan., 'You're going where all the
neutrals go.t Dull fire spat through the jacket, leaving a smoking
hole.m 1
And just so that the reader knows where the author stands as regards
the contemporary amoral universe, Allan, the corrupted-yet-innocent child
staggers away, crying:
" T think I'd better be sick,! said Allan. 'It's time somebody was
sick.! He went and stood, like a nauwghty boy, in the corner. His

shoulders heaved as he tried to throw up the modern world.h

Another important point concerning Tremor of Intent is its use of the

happy ending. It is the second book in which we have encountered a revival

of poetic justice. In the first, W.I.L. One to Curtis, poetic Jjustice was

coupled with a passionate, folkloric tone. In Iremor of Intent, poetic

Justice is related to the re-discovery of the religious meaning of good and
evil.

The progession is significant, if we review it as a whole: From despair
and foreboding in Duremmatt, the road leads to tragi-comedy in Habe, tragedy
in le Carré. Then, in Philip Loraine's book, we see the folkloric appear,
and a hint of the ray of hope; in Burgess, redemption is complete, provided
by the concept of religion.

But, while all this re-discovery of the Judeo-Christian past transforms
the spy thriller into an increasingly transcendental vehicle, something is being
lost. This loss is specifically caused by the spy thriller!s increasing

capability to carry abstract ideas. What is lost, is the serious realism

1Tbid., p. 144.

2Tbid., p. 145.
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that characterized the works of Duremmatt, Habe and le Carré. As we

pass onto Loraine and Burgess, sophistication and abstract philosophy
replace the common touch of the former, artifice, beautiful in itself,
replaces the raw reality of what had been a true-life, moralistic trend,
and, as such, a potent Judeo-Christian resistance to the ascending pagan
culture of the 1960*s. Burgess, although moral in allegiance, brings back
the esthetic with his superb styling and multi-level symbolism. Tremor of
Intent represents the final refinement of the genre, a work so perfect in
its conception and detail, that there seems no way to top it, certainly not
within the strictures of the spy thriller as we have come to know it. New
ways will have to be found, to accommodate the creative urge for novelty.

The serio-comic tone of Tremor of Intent, combining moral concerm, satirical

allusion and exquisite styling, signals the end of the serious, realistic,

moral spy novel. The only opportunities still free to be explored are those

of parody.



CHAPTER VIII
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Given time, all literary movements develop mannerisms of style,
structural formulae which becomes ossified, and, therefore, easy to imitate.
Once imitations are possible, parody is not long in coming. As the epic
reaches the height of its cycle, the mock-epic is there, waiting in the wings.

Parody usually also requires a lowering of the social milieu; the
genre parodied re-appears at a baser level of existence. In some works,

parody is contained within. In Marlowe's Doctor Faustus, Wagner, the herot!s

servant, lives through his master'!s experiences, except that he does it on a
lower level. Faustus! elevated tragedy of knowledge, power and love are
represented in Wagnerts sub-plot in the form of basic appetites -~ intrigue,
greed and lust. The hero!'s motivations and transcendental ambitions are
brought down to the appetitive level.

The spy novels of Len Deighton and Adam Diment are all about Wagner.

Their mock-heroic spy thrillers feed on two sources: f{irstly, they are
a lampooning of James Bond adventures, and secondly, they represent a cynical
reaction to the le Carré type of moral spy thriller.

These novels ridicule the Bond fantasies by out-witting Bond at his own
game. The adventures are patently absurd, the exploits even more hair-raising
than Bond's. But the style is tongue-in-cheek, and the heroes are definitely
non-ﬁ.

Secret agents in novels are, as a rule, upper or middle~class people.
Even le Carré's Leamas belongs to the middle-class, although:

"7t was hard to place Leamas. If he were to walk into a London club

the porter would certainly not mistake him for a member; in a Berlin
night club they usually gave him the best table. He looked like a
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man who could make trouble, a man who looked after his money,
a man who was not quite a gentleman.m 1

As for James Bond, he is the prototype of the debonair, cultivated

clubman, winning his battles on the playing fields of Eton -- or at

Fortnum & Mason.

Kingsley Amis, author of a comprehensive guide to Fleming's hero,

The James Bond Dossier, asppears to consider even Bond a departure from the

absolutely blue-blooded British spy prototype:

"This is a violent break with tradition. Unless written under
American influence, the British cloak~and-dagger novel has in the
past leaned heavily on lords and ladies. The line goes back
through Sapper and Dornford Yates to Oppenheim and le Queux." 2

However, Amis seems eidther to contradict himself, or have higher ideas

of what constitutes upper class than most ordinary mortals have: dJames

Bond is, by virtue of his background as well as his sentiments, decidedly

upper crust:

"His mind drifted into a world of tennis courts and lily ponds and
kings and queens, of London, of people being photograbhed with pigeons
on their heads in Trafalgar Square, of the forsythia that would soon
be blazing on the bypass roundabouts, of May, the treasured housekeeper
in his flat off the King's Road ...1%" 3

Amis then raises the question:

#How would Bond!'s thoughts have run in his present situation if he were
a keen Labour Party man of the sort that goes canvassing? 'His mind
drifted into a world of soccer pitches and recreation grounds and

Trade Union leaders, of Walsall, of the demonstrators being photographed
with guitars across their knees in Trafalgar Square, of the pansies
blooming outside Transport House ...!' It can't be done.®

lJohn le Carré, The Spy Who Came in from the Cold, Pan Books (London:

1965), p. 15.

2Kingsley Amis, The James Bond Dossier, Signet Books (New York: The New

American Library, 1966), p. 78én.

31an Fleming, Dr. No, Pan Books (London: 1962), p. 182, quoted on p. 76,

The James Bond Dossier.

AKingsley Amis, The James Bond Dossier, Signet Books (New York: The New

American Library, 1966), p. 77n.
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What Kingsley Amis thought could not be done when he wrote his book
on Bond in 1965, at the height of the spy cycle, became a reality within
three years. Amis! passage is meant as a satirical projection of same kind
of a proletarian spy novel, obviously inconcéivable at the time the James

Bond Dossier appeared. The following passage is from a spy novel by Adam

Diment, one of the 'young mods! of the modern thriller:

"Outside the polar wind denied the sunny impression I had got through

my office window. March in London with the mutant plane trees trying

to push green buds through a coating of soot into the carbon monoxide.

I crossed Holborn and made my way into the gardens of Lincolns Inn

Fields. The usually spotty secretaries with sagging figures and the

plump young men in cheap, food-stained suits were sitting munching

their ham rolls from grimy paper bags. Where do all the dollies go

at lunchtime? Taken out to feast and fornicate by their rutting bosses." 1

What in fact has happened in about 1967 to the moral spy novel, is a
two-fold transformation. First, the educated middle or upper-~class hero began
turning downward socially. This began in 1963, with the publication of Len

Deighton's The Ipcress File. However, Deighton's early novels, although

featuring a lower-class Cockney hero, still adhered to the set of themes
characteristic of the moral thriller. Eventually, the fledgling social
revolution in spy novels receivdd an ally in the tmod! trend sweeping London.
Together, the proletarian surge and the 'generation-gap! produced an entirely
new kind of spy: young, brash, semi-literate and flippant, with a bad accent
and a lower-middle or working class background. The mod spies began their
takeover of the scene.

Their authors reflect a 'parody on both your houses! attitude. They
lampoon the Bond style by putting proletarian characters through his paces,
And they also began negating the moral spy thriller!s values by making their
heroes frankly brutal and appetitive, by accepting and even enjoying the

acknowledgedly amoral nature of the espionage framework.

1Adam Diment, The Great Spy Race, Pan Books (London: 1969), p. 1l4.
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Their social approach is a logical consequence of the le Carré school's

attitude. They just brought the hero's class standing down another notch.

But their moral attitude is the direct consequence of the generation gap:

both the new authors and their prime target audience have no personal
experience of the Second World War. Consequently, neither have their heroes.
And due to this lack of personal recall, references to the last war as a moral
benchmark also disappear.

The 'last assigmment! syndrome also disappears. Although the young spies
are still reluctant to enter the fray, there is no mention of retirement
after the mission. Invariably, however, a leave of absence is acquired, also
invariably in the company of the girl figuring in the adventure.

The new spies are also victorious. They emerge winners in terms of their
assigmment, although they don't always accomplish the task set by the spy-
master.

The le Carré pattern of betrayal by one's own side has also gone through
an interesting transformation. Home base still figures as the necessary evil
in these novels, with spymasters becoming increasingly repulsive as the years
go by, but while they still manipulate the spy, there is no direct and final
betrayal. The attitude is rather a 'you're on your own, and don't expect any
help if you get in trouble! sort of approach, inherited from both the Bond and
the le Carré school.

Physical detail -- suppressed in all moral spy novels —— enters here with
a vengeance. Both sex and violence are promiscuous, and described with

evocative relish:
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"He fell against the dresser, supporting himself on his hand, and
stared at me pop-eyed with hate and grimacing with pain, his cheeks
bulging as though he was looking for a place to vomit. He grabbed
his white shirt and tugged it out of his trousers. He wrenched it
so hard that the buttons popped and pinged away across the room.

He had a great bundle of shirt in his hand now and he stuffed it into
his mouth like a conjurer doing a trick called 'how to swallow my
white shirt!. Or how to swallow my pink-dotted shirt. How to
swallow my pink shirt, my red and finally dark-red shirt. But he
never did the trick. The cloth fell away from his mouth and his
blood poured over his chin, painting his teeth pink and dribbling
down his neck and ruining his shirt. He knelt upon the ground as if
to pray but his face sank to the floor and he died without a word,
his ear flat against the ground, as if listening for hoof-beats
pursuing him to another world."

" tYou are going to whip me, Philip, please, Hard.! She rolled over
on her tummy, wriggling her buttocks and thighs in anticipation. What
the hell can you do? I dropped the belt — I doubt wery much if I had
been able to belt something so beautiful anywsay.

tItve gone off the idea,' I said, 'Now about Peters' Race.!

'Yes, right there, no -- like this,! she had her hand behind my head.
Further conversation became physically impossible for a number of
minutes., I was laying back, exhausted by this last onslaught, gazing
vaguely at the inside of her thigh. Gradually through my exhausted
brain information filtered. Something was written inside her thigh —-
in a place one would not normally think to look. The numerals unblurred.
983 in pink ballpoint.m 2

While sex and sadism become a marked feature of the mod spy novel, and
drugs -- or at least marijuana -- also enter the scene, a token lip-service
to morality is still being maintained.

# tBut what moral consolation you must receive. Whatever evil you

perpet?ate you can always rationalize it by saying you were forced

?;h205§tﬁ;d that excuse, too,! I snarled.m 3

But the hero's gesture is inconsequential, as in this particular novel,

The Great Spy Race, he exhausts all sadistic means to accomplish his objective,

llen Deighton, An Expensive Place to Die, A Panther Book (London: 1969),
p. 169.

2pdam Diment, The Great Spy Race, Pan Books (London: 1969), p. 125.

3Tbid., p. 7.
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which, by the way, is the winning of an international spy contest, with
the stakes having no patriotic or moral value.

Whether the novels quoted from are conscious or unconscious parodies
remains a question. But parodies they are, carrying both the moral and
the Superman-type spy novels! premises to a ludicrous extreme and maintaining
a cocky, non-chalant tone throughout:

" tThink you can handle a tricky little special assignment??

tTf it doesn't demand a classical education I might be able to

grope apbout it.?

Dalby said,'Surprise me, do it without complaint or sarcasm.?

'It wouldn't be the same,' I said.m 1

It is also interesting to note, that without exception, the novels of 7&n
Deighton and !Adamt and Diment are written in the first person singular. The
authorts identification with the protagonist is complete, and the implication
is, of course, that no moral judgment will be passed on the actions of the
hero. The first person singular narrative is also the ideal vehicle for the
so~called 'put~on! which is the basic approach in these novels, Beside the
invariably cocky and snappy conversational tone, the tput-on'! is also evident
in the plotting. The more implausible the action, the more quasi-realistic
detail is offered to give the reader verisimilitude of the incongruous. The
effect is inevitably surrealistic, and through this surrealism, the mod spy
novel imperceptibly makes its way into the Greco-Roman style, providing a sense
of fun and parody for the initiated reader in a contemporary version of high-
style, and producing an exciting, sexually or sadistically titillating effect in

the low-brow reader. With the novels of Diment and especially the later works

of Deighton, the realism, problematic concern and indivisible comprehension

11en Deighton, The Ipcress File, A Panther Book (ILondon: 1965), p. 17.
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of the Judeo~Christian style gradually disappears.

Yet, in spite of the gratuitous devices, deus ex maching effects and

gadgetry of these novels, a basic awareness of the le Carré heritage is
clearly traceable. However, it is present in the negative sense. And its
denial of morality is consciously and vigorously articulated by inverted
means, putting the older, moral persont's complaint against the new breed
in the mouth of a failing, tired representative of the Second World War
generation:
"So Bob was the younger generation, what did he say he did;
represented them. Well I think he did. He represented the whole
biloddy dim-eyed, slack shouldered shower of them. National Health
spectacles and state aided education, smoking their drugged cigarettes
and banning the bomb. Endlessly complaining and running down their
country, but never trying to do anything patriotic. My God, one hated
to use the very word patriot because people like Bob thought it some
kind of a joke.t" 1
The patriotism of the war and the morality of the Cold War spy have
had a direct relationship. By putting them down, the mod spy novels achieved
negation of both.
The older generation and what it stood for is consistently attacked in
these novels. The villains are usually older persons, or those kow-towing
to the establishment. The feelings about the older generation are not always
hostile. Occasionally, the fact that they are the enemy is regretted, but the
suggestion is there that they have become the enemy by becoming identified with
established values, in spite of their acknowledged qualities.

Perhaps the bhest symbolic execution of the older group occurs in Dimentts

novel, The Great Spy Race, a work I consider to be the crowning achievement of

61Len Deighton, Only When I Larf , (London: Sphere Books Ltd., 1968),
p. 246,
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the amoral, mod spy thriller, and as such the final work to be dealt with.
It is a book that completes the cycle and puts an end to the moral spy
novel. Yet, even this book, which is as far apart from the Durenmatt-le
Carré movement as a James Bond thriller, displays a sensitive awareness

of its own moral and cultural position. One scene in particular illustrates
how, while finishing the old man, and almost literally having him torn to
shreds by the wheels of progress, the young man has a tinge of regret doing
it:

"Standing in front of that old, lousy plane so full of grim Nazi
memories, dressed in black tails and starched white shirt he was
the impersonation of Charon, the boatman at the Styx. He shifted
his balance slightly and moved nearer the spinning blades of the
propeller, Of course, the old fool was nearly stone deaf, years

out of date and dotty ~— het'd probably forgotten there was a
rapidly turning chunk of alloy-steel behind him. The horror must
have Bhown in my eyes and my scream 'Petite — the propeller! got
through to him, He glanced fractionally behind him and saw how
close he was, lurched to the side away from the blurred blades

and almost lost his balance. I fired automatically, one hand in

a sweep across him, He was thrown backwards like a discarded doll
under the wing. I ran over to him, my knees very weak and vomit
rising in my throat. He might be a killer but he was still an old
man and half mad. I pulled open his tailed coat and the white shirt
told me all I needed to know. Three fast spreading stains around
the heart and lung area turning his snowy white shirt a fancy red.
His eyes gazed up at me and re toeRed subtprised. I had only got him
because he was off-bglance -~ and old man worried about falling badly.
tI'm sorry Petite,! I said idiotically. Then I stood up and slung
the Schmeisser as far as I could.n 1

The way the 'Baby spy' -- as he is called in the book —- kills the old pro,
seems symbolic of the way the mod spy writers put an end to the moral spy

novel.

lAdam Diment, The Great Spy Race, Pan Books (London: 1969), p. 157.




The regret here seems genuine, and it ought to be., While the mod
novelists have, indeed, created a new style, the conceptual departure
from the stifling traditions of conventional detective and spy literature
had been accomplished by the moralists. Of course, one can look at this
development in a different way: the moral thriller, in spite of its lonely
last stand against the forces of an essentially amoral culture, may be
considered a purely transitional movement, providing the bridge between
tradition and iconoclasm, playing a kind of Kerensky-role between autocracy
and revolution. It is the liberal tragedy in history as well as in literature,
that the true reformers are hampered by their own restraints, and, like Marcus
Aurelius and the Gironde, as they help destroy the old and help prepare the
new, they are themselves destroyed in the process.

How this progression occurs in the spy novel may be best illustrated by
a review of how novels representing various stages of development, portray
the key figure of the spymaster, and the agent'!s relationship to him.

Control or the spymaster is, quite plainly, the God of the spy's universe.
This fact is explicitly stated by Adam Diment, and appears quite obvious from
the way this type of character is represented in a variety of novels. The God-
Control figure is also a symbol of the establishment. The agent's attitude
toward God and the establishment can be best traced through the passages
describing the spymaster.

James Bond's divinity is M, the greying, retired little admiral who runs

his outfit with an iron hand and benevolent severity:



145

"Bond was stopped by the cold eyes. M knew all this already, he knew

the odds at Baccarat as well as Bond. That was his job -- knowing

the odds at everything, and knowing men, his own and the opposi’oion's."1

The passage implies fear and respect of M. And, in fact, Bond never
argues with the old man, carries out his orders, occasionally gritting his
teeth, but never questioning M's wisdom. The relationship is basically positive
here: M demands and inspires loyalty. He controls his universe fully and
without apology. He is the last of the absolute gods in spy literature.

Alec Leamas! view of Control is radically different. Here, the god shows
signs of exhaustion, failure and hypocrisy. And, significantly, he appears
literally diminished to the spy:

"He was really shorter than Legmas remembered him; (Italics by P.G.)

otherwise, just the same. The same affected detachment, the same

donmnish conceits; the same horror of draughts; courteous according

to a formula miles removed from Leamas! experience. The same milk-

and-water smile, the same elaborate diffidence, the same apologetic

adherence to a code of behaviour which he pretended to find ridiculous.
The same banality.m 2

The passage hardly needs any comment; the description fits the enlightened
liberalts concept of established soclety and attitude towards religion in the
Eisenhower~MacMillan era.

To Droste, the hero of The Devil's Agent, his spymaster is but one of many

deities. Droste is a free~lance. But his Mr, Smith does emerge as a kind of
American~style God, not so much an absolute power but the representative of a

corporation, bland, efficient and supported by immense wealth:

1Tan Fleming, Casino Royale, Pan Books (London: 1962), p. 21.

2John le Carré, The Spy Who Came in from the Cold, Pan Books (London:
1965), p. 17.
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"The stranger settled in the chair with the tulip cushion and began

to scrutinize me with evident but not necessarily hostile interest.

He wore an excellently cut light-grey flannel suit: though undoubtedly

bought off the peg —— for the two buttons on his sleeves were hopelessly

pining away for appropriate button-holes —- this product of the

American high-class ready-made garments industry could easily compete

with the best European made-to-measure suit.” 1

This particular God is underpinned by a technological society =——
synthesized and neutral, the way European's see the American Way. But, his
resources are such that he can successfully compete with the made-to-measure
theologies of the 0ld World., Nevertheless this God is nearing his nadir:
Droste not only deceives him, but bargains with him shamelessly. And, in the
final analysis, he is unable to protect his Agent.

Len Deighton's resident deity, called Dalby in The Ipcress File and

Dawlish in his other novels, is a clever man with a streak of nastiness,
constantly engaged in a battle of wits with his agent. He is a petty stickler
for detail, but he is occasionally helpful to the hero. However, the character
is mostly played for laughs:

" tYou are loving it here, of course,! Dalby asked.

1T have a clean mind and a pure heart. I get eight hours of sleep a

night. I am a loyal and diligent employee and will attempt every day

to be worthy of the trust my paternal employer puts in me.?!

'I11] make the jokes,! said Dalby." 2

This is the ridicule stage towards God and society. The agent feels a
tolerant contempt towards them, the bemused, smart-alecky doubtfulness of the
hedging agnostic. As we have seen in Chapter VII, Anthony Burgess! Theodorescu
is also a God-figure, but with very limited powers. He has no organization behind

him, except Miss Devi. And, of course, he is killed by the spy hero at the end

of the novel. His case, while somewhat different, also belongs in this pattern.

lHans Habe, The Devil's Agent, trans. by Ewald Osers, An Avon Book
(New York: The Hearst Corporation, 1966), p. 45.

2Len Deighton, The Ipcress File, A Panther Book (London: 1965), p. 17.




147

And, finally, there is Adam Diment'!s conception of the fallen deity

in his novel, The Dolly Dolly Spy, as quoted in an interview with Atticus

in The Sunday Times:

"One of the most interesting characters in the book is his loathsome
British secret service chief, Quine, who talks camp and calls McAlpine
tLuvt. 'Quine,' says Diment, 'is God. A sort of non-caring vicious

God. He's the Establishment rolled into one. He's all authority.t n 1

The progression is quite clear: from a full acceptance of traditional
authority in ITan Fleming, through the disappointed and critical attitude of
le Carré, the neutral acceptance of Habe and the bemused contempt of Deighton,
we arrive at the outright hostility and hate of God and the Establishment in
Diment.

In marxist terms, the progression could go from bourgeois literature
(Bond), through critical realism (le Carré), to socialist realism (Diment).

In essence, the spy story has attained the state of tproletcultt. It
has become a kind of black-and-white anti-establishment pastoral, the
proletarian equivalent of the bourgeois Bond epic.

It is no accident that the terminology I'm using here is derived from the
marxist experience. While no true marxist would accept the hedonistic Dolly
Dolly Spy as a positive hero of the socialist-realist school, he is, in fact,
closer to the heart of the revolutionary young generation than any other hero
the spy genre has produced. His attitudes are those of the New Left, subversive
towards established values, elite-oriented and Machiavellian, fearless in

exploiting the weaknesses of the current system, and essentially fighting it

from within.

lpdam Diment, The Dolly Dolly Spy, Pan Books (Toronto: 1968), p. outside
back cover.



48

The mod spy story, due to its adherence to the new social, cultural
and generational trends, seems destined to survive into the 1970ts. It is
doubtful, however, that the moral spy novel will be able to achieve more
success,

The newly developed mod offspring of the genre is, in plot and structure
and in its vivid details of sex and violence, a continuation of the Bond epic.
The differences between the mods and the Bond stories are due mainly to the
influence of the moral spy story: these are the antagonistic attitude towards
authority, the still-surviving occasional moralizing (although fleeting and
inconsequential), and, in a negative sense, the positioning of older characters.

Gone is the aging, tired hero; the 'last assigmment! syndrome; the
double-betrayal and the ultimate moral victory at the expense of the herots
life. Remarkable, too, is the change of scenery: from the austere climates
of the le Carré story, the mod spy novel has returned to the lush, tropical
climate of the Bond novels: Japan, Spain, the South of France, the West
Indies.

The new climate represents a renewed emphasis on form, style, and colour
— a set of esthetic criteria austerely controlled in the moral spy novel.

Perhaps the best example for the return of the artifice and the simultaneous
abandonment of realism is a brief outline of Adam Diment's 1968 novel, The
Great Spy Race:

Philip McAlpine,an agent for Dept.6 NE/NAC, Neutral and Non-aligned
Countries, is entered in The Great Spy Race by his boss, 'Quine the swinet.

The race is the idea of a Mr. Peters, retired super-spy who now lives in sinful
luxury on a tropical island. The race is for the title of the world's greatest

spy, held by Mr. Peters. McAlpine enters the competition with spies from Russia,

the U.S., France, Israel, etc. The prize is the entire list of Red-Chinese
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agents in the Far East, plus a sum of money. However, Mr. Peters bans the
Red Chinese from entering because of the cruel things the Red Guards had
done with an old friend of his,

McAlpine is blackmailed by his boss to enter, and is also being shadowed
by another British agent who is to make sure that if McAlpine wins, he hands
over the prize to the secret service. McAlpine is an independent spirit,
serving the department only because they have damaging evidence against him
on a drug charge.

The global treasure hunt begins, and after a hair-raising set of
adventures —— including his finding the clue to the next stage of the race
scribbled on the inside of a girl's thigh, McAlpine acquires the microfilmed
list of Chinese agents. This is, in turn, destroyed by fire when he crashes
a plane in Africa. However, he does earn the prize money for the secret service
(thereby helping the British balance-of-payment problem), and is allowed to go
on leave to smoke pot peacefully with his latest girlfriend.

The Great Spy Race, in spite of its gratuituous plot, does not lack

symbolic action. We have recounted previously the shooting of fPetite,! the

old spy. The idea of the race itself -- the mod spy finally winning the title
from the retired Mr. Peters -- appears to have a 'changing-of-the-guard?
significance. The novel is also a well-presented rationale of the Ynew morality!
— or amorality -- reflecting the elitistic attitudes of the mod generation,

an elite, incidentally, not produced by social class of achievement, but by the
ability to experiment with the self and a sense of style or élan, a disregard
for traditional morality and the ability to keep one's 'coocl! under all

circumstances.
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McAlpine is a new culture hero, the first of the genre not tainted
—— or not ennobled -~ whichever way one prefers it, by the experience of
the Second World War. He also remains uncorrupted by whatever experience
he goes through —— his regrets are momentary, and at the end he emerges
without any discernible signs of character development.

He accepts the universe as absurd and considers all structures irrelevant
or downright harmful -- e.g. his relationship with Quine.

His appearance =--— and success -- completes the decline of the post-war
moral spy after a relatively brief period of flourishing.

As I have stated before, the néw; amoral spy novel, as represented by
Deighton and Diment -- as well as Martin Waddell, Noel Behn, etc, =- have
dispensed with any sense of reality in order to develop an artifice of some
magnitude.

By using the term 'artifice! I imply no value judgment. The artifice we

have seen operating in The Great Spy Race may very well reflect the reality of

its period. The amoral spy in an absurd universe, communicating in surrealistic
prose, is a viable culture hero, and through him, the spy genre may have assured

its survival in the 'Age of Aquarius'.



CHAPTER IX

CONCLUSION
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By virtue of its "preoccupation with the problematic® l, its stark
realism, lack of excessive physical detail, universal-historical concern,
alternating obscurity and thigh relief'!, and its multiplicity of meanings,
we have classified the Durenmatt-le Carré school of thrillers as a Judeo-
Christian cultural phenomenon.

Our survey of the general cultural tendencies of the period in which
this particular school reached its zenith, indicated that the 'mainstreamst
of literature and art followed contrary, Greco-~Roman concepts at the same time.

We have defined Greco-Roman concepts in tems of their primarily esthetic
preoccupations, resulting in amoral tendencies, the separation of styles, fully
externalized, freely expressed and unmistakable meanings, and their emphasis
on artifice.

From the clash of cultural influences in the wake of the brief, but
widespread popular success of the 'moral thriller!, we have concluded that
this genre represented a powerful but doomed !'rearguard! action against an
ascending, new world view.

We have also sought parallels of similar situations in literary history,
and by their evidence concluded that cultural change occurs in a cyclical pattern,
and that the 1960ts appear to have been a period in which the revolution of such
cycles were particularly pronounced.

In an effort to define what we have been alternately calling the
Duremmatt-le Carre school, the moral spy thriller or the spy novel of the 1960's,
we have reached back to the conventional detective story as the prime precursor

of our subject genre,

ler, Supra., Chapter IV., p. 57.
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From this retrospective survey and from an analysis of transitional
stages between the conventional detective story and the moral spy novel,
we have concluded that in essence, the detective story was an exercise in
technique in a moral universe, as opposed to the spy novel of the 1960ts,
an exercise in morality in a technological universe.

Through the individual authors of the transitional period, namely Eric
Ambler, J.B. Priestley and Graham Greene, we have traced some of the more
interesting themes which appear to have influenced the spy novel of the 1960's,

In a chapter devoted to each, we have analyzed the attitudes, themes
and structure of the works of Friedrich Duremmatt and John le Carr€, whose
works represent the highest stage of development of the genre.

Following these chapters, we have surveyed a number of authors whose
themes and preoccupations suggest a positive relationship with those of
Durermatt and le Carré.

In the last chapter we have demonstrated the decline of the moral spy
gtory through several authors whose works represent a negative or parodying
attitude toward the moral spy novel, attributing this attitude to a number
of factors, including the cultural revolution and generational conflict in
effect during the latter part of the 1960t's,

Throughout this development, our main objective has been to isolate
and define a set of criteria which, if applied to a significant number of
authors and works, constitutes a recognizable literary movement.

From the evidence gathered and analyzed, it appears that such a
movement has, in fact, existed throughout the 1960ts.

In the course of this study, out of a necessity to place the phenomena
investigated in proper perspective, we have frequently crossed the boundaries

of literary criticism, collecting evidence as well as formulating hypotheses

in a number of related fields,



153

In the 1960's we had witnessed the destruction of a number of seemingly
well-established structures, and the consequent need for new ones. Within
the framework of literary criticism, this may well mean the necessity to
explore and inter-relate various and hitherto artificially segregated facets
of culture. We have done so in the course of this thesis, seeking significant
relationships between the literary genre and peclitics, sociology, communications
economics, etc.

We have done so because it appears that close textual analysis,
while possibly the most objective method available in literary criticism
today, fails to relate literature to the broader context of contemporary
existence, as well as restricting the opportunities for evaluation and
moraliziﬂg.

We have intended to do both because of our feeling that the reading
public and today's youth demand critical principles which are relevant to
the actual historical and cultural context of the times.

Our field of exploration is popular literature. Such a literature
cannot be studied in isolation. While recognizing that lack of isolation
from external phenomena may result in reduced objectivity, we must take into
consideration that this very objectivity may become increasingly irrelevant
in todagy's and tomorrow's cultural context.

The discovery and evaluation of how literary phenomena relate to
society and culture necessitates a vantage point, a set of biases and the
willingness to form hypotheses. While the broadening of the terms of
reference of an exploratory discipline may bring about a proportionate
reduction in the mass of evidence offered to substantiate each minor
particle, this is more than compensated by the possibility of structuring

a comprehensive whole.
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Naturally, even within the terms of these objectives, many opportunities
have been missed —— by choice, shortage of space or oversight. We have not
fully explored all the facets of symbolism inherent in the moral spy novel.
Having gone into the basic theme of God and mant's relationship and its
manifold ambiguities as presented by most of the books, we could have further
explored the possibility of the spy as symbol of the writer: the writer and
the spy are creatures akin, dealing with information, communicating in code,
working, to all intents and purposes, behind enemy lines, subversive activists
within the confines of a hostile enviromment. As portrayed by many of these
novels, the agent is essentially a creative being, trying to discard his
establishment-imposed burdens, an underground hero, distantly relsted to Melville's
and Mannt's confidence men, or Fitzgerald's Gatsby.

Among the many unexplored avenues, we could have contrasted the spy
novel's earnest intention to portray reality and its essentially schematic
mold and ritualistic structure.

And yet, the answer to such a portentous question may be shockingly
simple: who is to deny that a major portion of reality consists of ritual,

and that, through reductio ad absurdum, we find a game in the core of most

human activity, and that the game, whatever context it is played in, has
universal validity if it is played in earnest, and for existential stakes:

®  'Sugar, calling Baker Love,' I said.

tBaker Love, loud and clear. Go ahead, over,' Bob answered
imnediately, as I hoped he would.

I said, 'Sugar. Take cash and proceed immediately tc Rendezvous
figures two. Is that Roger? Sugar over.?

tRoger Wilco,!' said Bob and I heard him start the motor before
he switched off.

'Rendezvous two ... Roger Wilco. You are like a lot of kids,!?
said Rita scornfully.m 1

1ren Deighton, Only When I Larf, (London: Sphere Books Ltd., 1968),
p. 247.
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