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Introduction

A major literary trend in twentieth century Western literature
is pcydnu.tul realism in the novel, Henry James, generally acknowledged

as a master in this field of writing, set the pattern for this type. It

‘1 difficult to follow a literary form that has been well developed by

another suthor, particularly e writer 1ike James; yet, this 14 vhat Grahem
Greene has attempted to do. In his fictional works, Greene has used some
of the insights that he gleaned from reading Henry James, whom he “ranks
with the greatest of creative writers."!

While admiring and learning from this master of the psychological
novel, Crasham Greene, however, has continued to rely Mily on two ele-
ments of his own fiction, the "thriller technique"” nd the inclusion of
Catholic doctrine, These elements so characterise Greene's work that
eritics tend to overlook the psychological aspect. Thus, depending on
their respective viewpoints, they are inclined to evaluate Greene's fic-
tion as “"thrillers” or as "Catholic novels.” Evidence abounds for both
judgments, but it is aleo true that Greenme used both these elements to
draw attention to the psychological aspect of his characters., The problem
iovolved in labeling one novel, "a thriller,” "a Catholic novel," and "a
peychological novel" is as enigmatic as resolving the assertion that an
author gave equal emphasis to plot, theme, and characters, Bernard J.
Bedard suggests a eciprcitu in nunciiiu tﬁu seemingly contradic-
tory forms: “His [Greene's| concern is primarily peychological. - His
explorations in this realm cover spiritual and up‘rutuul experiences,

not usually the explicit province of the purely psychological novelist,




and hu vﬁtld {s often more a world q! ph?ciul action than is ;ucnlfy
true o! a peychological mlut. M. tln lu'ut unolnl class in
vluch his mu can ln plnud -umz uuruti.on is tlu plycholo.iul
uul or more parti«hrly. tln poychological thrulor."z' In his disser-
ntion. honnr. lmrd -pluuud the "ch:um-" nzhot thnn the plycho-
logiul uput o! Gum s novels. A chronological udin; of Gtom e
mu hﬂiutu his growing interest in probing the pcycholozlul depths
of iu cluuetou.

snu 1929 when h. vrou his first ujot ﬂctiml nrk, The
Man Within, cuh- Greene increasingly devoted himself to analysing
his chcﬁe:o:_‘l and providing .ptivgtin in following their pto;uu;n
guvth or d«uu. érm'o con;orn -uh tho pcycholouul. dh‘nﬂ.gn
of man, a m uot uouuuly mtn‘ictm to his h\urut tu “thrile
lers,”" can be seen as part eof the juttﬂutug for hu divieion of his
fictional ntglu. ‘1\10 plycpolnial aspect of man so captured his
attention that Greene quuu his ticglml writings inte two major cate-
gories--novels and nuruin-nu. He explained the distinction: "I call
those books of mine in which the chief interest is in the series of exci-
ting events and not in characters--'entertainments,’' In the novels the
main interest 1; in the pnyehglouul study and the plot takes second
pl‘“."’ .

Greene's fiction, based on this division, totals eleven novels
and seven entertaimments. The sixth, the midpoint in the series, marks
the beginning of a mew direction in Greene's novels. In Brighton Roek,
published in 1938, Greene introduced Ccho_uc doctrine to hd;hun the
ﬁuoml conflict of his characters. In the first five novels, Greene

had presented his protagonists in situations that were similar to those




in the novels after Brighton Rock, but his examination of the characters'
dilemmas did not reach the depths he schieved in Brighton Rock and in the
novels that followed, especially The Power and the Glory and The Heart of
the Matter. The greater psychological depth was in part a result of "the
Catholic element" which was new with Brighton Rock. GCreene seemed to
reason that building his novel around a Catholic framework of ideas would
involve his characters in deeper internal conflict. Since Greene's prota-
gonist is a Catholic living in an atmosphere that is largely antagonistic
to his religious beliefs, he must, inevitably, feel psychological conflict.
This, of course, is Greene's purpose in so setting up his protagonist's
dilemma,

However, Greene's intention in making use of strictly Roman
Catholic framework and terminology is not didactic. He aims to indicate
that each person, whether he is Catholic or neot, works out his own pattern
or etyle of life according to the many factors that have formed his char-
acter, Rather than teaching Christian morality, Greene is interested in
examining the difficulty and consequent inner conflicts inherent in the
attempt to live a perfect Christian life in a far from perfect world.
Thus, Pinkie Brown, the seventeen-year-old gangster in Brightou Roek, is
a Catholiec, but the conflicts in him which provide the psychological depth
of the novel are as wuch a result of his enviromment and his experiences
as well as of his religious ideas. In fact, the discrepancy between his
experiences of the world around him and his religious training prevides
the confliet, Again, it is not as a moralist, Catholic or otherwise, that
Greene writes: "I am not arguing that literature is amoral, but that it
presents a personal moral, and the personal worality of an individual is
seldom identical with the morslity of the group to which he beloags."



The psychology of each character is the focus of his attention,

It is apparent, then, why Greene resents being called a Catholic
novelist: "I would claim not to be a writer of Catholic novels, but a
writer who in four or five books took characters with Catholic ideas for
his material.”> Greene's choice of Catholicism for his religious frame-
work is obviously due to his immediate familiarity with this creed: he
became a convert in 1926,

Greene's concern for his characters, then, is not subordinated
to exemplification of dogmatic concepts or to plot (as in the simple “thril-
lers" or "entertainments”). Greene seeks to restore to the English novel
the type of character Henry James created. "For with the death of James
the religious sense was lost to the English novel," states Greene, "and
with the religious sense went the sense of the importance of the human
act. It was as if the world of fiction had lost a dimension: the char-
acters of such distinguished writers as Mrs. Virginia Woolf and Mr, E, M.
Forster wandered like cardboard symbols through a world that was paper
thin."® To avoid this "paper-thin world,” Greene added "the Catholic
element.” To give greater emphasis to "the importance of the human act,"
he utilized the “thriller technique.” For Pinkie one murder led to another;
each action paved the way for the following one. Perhaps it is true that
Greene overworked these elements; yet, his use of them gives psychologi-
cal depth to Brighton Rock. If the balance was to be more effectively
struck in later novels, this novel is significant for having pointed the
way, for here the three elements-- "thriller," "Catholic element," and
pesychological depth--were used conjunctively for the first time im his
fiction.

Most critics will acknowledge that this novel, though very



apparently a "thriller" or "entertainment" has sufficient character develop-
ment to suit Greene's definition of a novel and move it beyond his “entere
tainment” or "thriller" category.’ The criticisms of Brighton Rock as
Greene's first “Catholic novel™ are, on the other hand, more difficult to
answer, Many criticse-Herbert Haber is representative--evaluate this novel,
not from a literary point of view but from a theological point of vin..
Herbert Haber parallels the seven sections of the novel of Pinkie's abuse
of the seven sacraments: no penance for Hale's murder, belittling Holy Com-
munion, Baptism in crime, Confirmation in his loathing of sex, diminished
ideal of the excellence of Holy Orders, Matrimony outside the Catholic
Church, and lastly, the Final Unction with vitriel.’

It is true that Greene's novels, especially Brighton Rock, do
involve supernatural and doctrinal comsideratioms, but Greene's emphasis
in this novel is not on paralleling Pinkie's actions with the Church's
teaching on mortal sim in the narrowly legalistic semse. The importanmt
aspect of the theological considerations is how Catholic doctrine has
psychologically influenced the behavior of Pinkie Brown and Rose Wilsen.
Greene places his emphasis not so much on where Pinkie and Rose are
going--heaven or hell-though this is a question to them, but on the
inner struggles consequent upon their actions, which they are convinced
will put them in hell. Notably, Ida Armold, the third major character,
does not face a deep inmer turmoil because she does not adhere to any
formal standard of conduct; she does not believe in heaven or hell, Her
life is based on her personal sentiments at the moment; her actions are
motivated by a vague and expedient sentimentality which is mot really at
variance with the world around her as are Pinkie's and Rose's theological

convictions,

e



 In Brighton Rock, then, Greene tried for the first time to pore

tray what he thought was the psychological impact of religious belief on
the behavior of an individual, Greene did not entirely succeed in this
effort because Pinkie Brown emerges as too evil while Rose appears too
good to be true, Still, the focus of Greeme's attention was on the
motives of the characters, -~~~ ' o o oo ann

Though the motivation behind the actions of Pinkie, Rose, and
Ida and the consequent psychological turmoil of the first two characters
are the chief concern in the novel, the actions themselves follow the
“thriller" pattern. In fact, Greene utilized an ending resembling that
of the short story, "A Drive in the Country," published im 1937, a year
before the publication of Brighton Rock. Basically a "thriller," the
short story contains many similarities to the novel but gives no hint as
to the motives of the boy and the girl. An examination of the plot of
both the novel and the short story may be comstructive im illustrating
Greene's use of the "thriller technique" to give dimension to his chare
acters; this analysis forms the content of the first chapter, The envi-
ronmental factors and early experiences that helped to mold the characters
of Pinkie and Rose are examined in Chapter II, Their religious concepts
merit attention also because it is the conflict between their beliefs and
their experience that provides much of the psychological depth in the novel.

Even with parallel backgrounds and education, Pinkie and Rose
approach life in vastly different ways. This results from their variant
reactions to their experiences. The psychological insights that Greene
reveals concerning them is the subject for Chapter III, Greene did not
entirely succeed in providing sufficient psychological motivation for

Pinkie and Rose, and Ida is more or less a stock character who has only



one tenet in her belief--"fun," The evaluation in Chapter IV of Greene's
success in what he attempted indicates in what areas he did not fully probe
the psychology of these three characters and hence did not develop Brightonm
Rock into a psychological novel of great depth,

-~ Brighton Rock does not rank among Greeme's greater novels, but
with it Greene began his in-depth study of his characters which should
merit for him a place in the Henry James tradition of psychological
realism.



Chapeer 1

When a novelist attains a degree of excellence or presents a
significant unified view of life through his novels, literary scholars
attempt to discern the steady growth of his excellence and to study the
development of his vision by examining his essays, notebooks, letters,
marginal notes, diary, or anything else available to them that might pro-
vide an insight into the author and his development, If a novelist also
writes short stories, these often provide the microcosm of his total
vision of life,

To a certain extent the short stories of Graham Greene reveal
elements of his vision. In the preface to 19 Stories, he wrote, "The
short story is an exact form which I have never properly practiced: I
present these tales merely as the by-products of a novelist's urur."l
As by-produets, Greene's short stories do provide some insights into his
novels, The short story, "A Drive in the Country," serves as a contrast
to Brighton Rock, for the plot of this story bears a remarkable resem-
blance to the last section of Brighton Rock.’ The main difference stems
from the fact that Greene developed Pinkie and Rose psychologically and
provided a relatively complex background to explain and give verisimili-
tude to their inner conflicts, whereas Fred and the nameless girl in "A
Drive in the Country" remain lacking in psychological motivation, Of
course, the limited length of the short story form diminishes the possi-
bility of detailed character development; but, nonetheless, Fred and his
girl as characters are subordinate to plot and theme, The point of view

and setting in the story also set limits to the possibility of considera-



in all things was his supreme virtue.

Between her father's "balancedeaccount” type of life and Fred,

4, She

with “his air of unbalanced” irresponsibility the girl had to choose.
"wanted a little of both worlds: irresponsibility and a safe love, danger
and a secure heart,"> Yet, there was no middle position; having escaped
from the life she abhored, she refused to commit suicide. Fred lacomically
said, "My dear, I wish you joy of home."S The girl tried to answer him but
the only thought that came to her mind was “"there was something to be said
for the negative virtues of doing mo injury, of simply going on."’ Yet,

the future offers little hope for a spiritually satisfying life.

The plot of the novel moves as a thriller and also thematically
suggests the same inadequacy of legalistic spiritual tallyiang, but the
total scope of the novel invelves much more than this, is much more
oriented toward development of complex characters than can be accounted
for only by the respective possibilities inherent in the short story and
novel form., The "thriller" plot of the novel is conventional and simple
enough, Pinkie Brown, the youthful gangster, sought the top position
vacated by his idol, the murdered Kite. Pinkie had to eliminate anyone
who stood in the way. First, he killed Charles (Fred) Hale, the roving
reporter who sided with Colleoni, the perfumed gangster boss who had
moved in to take over Brighton and who had Kite killed. Next, Pinkie
disposed of Spicer, his companion: guilt had worked om Spicer's comscience,
and Pinkie feared he would expose their part in Hale's murder, Pinkie
then married Rose Wilson, a waitress, because he sensed that she knew
enough to incriminate him in Hale's death., By marrying Rose, Pinkie
planned to silence her in case of future investigationm.

This, however, still did not calm Pinkie's fears. Ida Arnold,
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the woman who had "befriended" Hale shortly before his death, relentlessly
pursued Pinkie. Ida stalked Pinkie until, in desperation, Pinkie persuaded
Rose to enter a suicide pact. They drove in the country. Suddenly and
at the last moment, Ida, Dallow (Pinkie's friemd), and a policeman arrived.
Rose was saved; but Pinkie, blinded by the vitriol he intended for the
others, ran and fell over the cliff, = =

Though the novel has a more exciting plot than the short stery,
Brighton Rock is notably more than a "thrillez." In Greene's thrillers,
plote<and sometimes thematic concerne~is morve important than motivation of
characters, as in "A Drive in the Country." The point of view in the
short story being the girl's necessarily eliminates the possibility of
including Fred's reasoning. He did not voice the immer conflict that
drove him to despair. The dialogue also could have earried the weight
of the characterization, but it limped in this story. Little was said,
and Greene gave only & brief imsight into the girl's mind; she, in turn,
could only surmiseé what transpired in Fred's mind, All the reader knows
is from the girl's observations and the short dialogues. The girl's
summary of Fred's character could also be a sumation of his inadequate
wotivation: “he was only made for the winds to blow through."® Fred
himself uttered only cliches as reasons for his suicide: "Don't you see?
Life's hell, There's nothing we can do.... I haven't a penny.... We
can't live on mothing. It's mo good hoping that I'lL get & job."? Mo
facts or speculations reveal the deep-seated reasons for his actioms.
Even the girl herself is not developed by the point of view in the story.
She remains no more than a witness to two ways of life; with Fred's death,
even the possibility of choice is eliminated., The short story lacks
psychological motivation,
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This short story, though, provided Greene with a conclusion for
his nevel; but in writing the novel Greene was obviously more concerned
with motivation, and the novel form itself permitted the scope necessary
for analyszing Pinkie's motives., For example, Pinkie and Fred utter similar
words regarding the suicide pact; yet, the situation in the short stery
lacks depth whereas the same scene transplanted into Brighton Rock has
dramatic and psychological dimensions., Both Pinkie and Rose thought out
the implications of the suicide pact. The dialogue does reveal the inner
turmoil in their minds., Pinkie, unlike Fred, went through a soul-searching
interior monologue. Pinkie had thought out each murder and envisioned the
implications, even the necessity for Rose's death, A short time before the
suicide attempt, he debated with himself. Greene takes the reader inside
Pinkie's mind for an introspective study: "he thought: there'll be time
enough in the years ahead--sixty years--to repent of this., Go to a priest.
Say: ‘Father, I've committed murder twice., And there was a girl--she
killed herself,’ Even if death came suddenly, driving home tonight, the
smash on the lamp post--there was still: ‘'between the etirrup and the
ground,... He wasn't really deceiving himself--he'd learned the other
day that when the time was short there were other things than contritien
to think about.” (p. 331) Greene utilized the omniscient point of view
in the novel to expose the thought processes and motivations of Rose also.

In the short story the characters and the point of view only
help to carry the theme, In Brighton Rock both point of view and theme
enlarge the psychological dimensions of the characters, and the setting of
Brighton in the novel provides an essential element in the motivational
patterns of Pinkie and Rose. The setting in "A Drive in the Country" is

basically a framework in which to contrast thematically the two types of
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existence portrayed.

1f Greene's new departure and significent merit in Brighten Rock
is his concern with inner conflict (as opposed to his practice in the short
story wvhich has the identical plot and was published the year previous to
the novel), this, of course, is the point which must be supperted, for it
has certainly net been the focus of criticse who have bothered to address
themselves to this novel. Some have pointed out that the plot of Brighton
Rock has been repeated in other thrillers, In fact, Arthur Calder-Marshall
says that "Graham Greene lifted his ideas from contemporary nnnpou.”m
and Harvey Curtis Webster substantiates this by indicating that Greene used
as the basis of his novel an actual series of murders that occurred in
Brighton at the nu.“ Yet, Greene did more than record this journalis-
tic evidence, He used the thriller plot; he needed only to put characters

into the novel who could command more attention than the plot, This he

tried to do im Brighton Reck.
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_u‘

‘To a great extent the world that the novelist of the realistic
mode uses as the setting of his work is, wmore or less, the world that
he himself sees and can recreate with ease, The setting of a novel is,
then, not only important in providing the reader with clues to the author's
conception of the world and man's essential place in it, but also in the
delineation of character, Enviromment plays a vital role in the character's
formation and in providing motivation for the character. To say this of
Greene's relationship to his fictive world is in neo way to suggest that
he is a philosophic determinist, for such a statement would be misleading.
It is only an acknowledgment that since the advent of Freud at least, any
novelist or any student of man can only with the greatest difficulty sepa-
rate man's psychological motivations from his enviromment,

Graham Greene's world in Brighton Rock contains violence, degra-
" dation, loneliness, and all the other components of privation, Into this
severely testing world Greene placed his characters, Pinkie Brown and Rose
Wilson, The deadening influence of this background coupled with a none
existent family life, poor education and little meaningful religious
training hardly equipped Pinkie and Rose with the ability to achieve a
epiritually healthy and fulfilling life. Yet, both must work out a pure-
poseful life within these stifling limitations. One of these hindrances
could have weakened their best efforts; combined, these factors provided
a powerful reason for them to do anything to escape a continued existence
in "The Waste Land” world of Brighton. The total effect of dehumanizing
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environment, education, and subsequent experience on Pinkie's and Rose's
behavior has great psychological significance, Their motives for their
actions, at least those of Pinkie, are understandable considered in the
light of their background, The enviromment thus adds to deepening the
psychological dimension of Brighton Rock.

Both Pinkie and Rose grew up in a slum near the center of Brighton,
@ resort town for bookies, for gangs like Kite's and Colleoni's, and for
spiritually dead pleasure-seekers like Ida Arnold out for a day at the
race track, Low morality, shallow self-centeredness, gang warfare, and
violent rivalries subsequent to race track racketeering characterised the
town, The violence consisted of one gang's "carvimg" with razors the
throats of members of the rival mob and disfiguring faces with vitriol,
Surrounded by an enviromment that united such evils, Pinkie Brown, often
called simply "the Boy," would have had difficulty even if his family
situation, his school and church experiences, or his relationships with
others could have offered him some moral support or a vague hope for a
better life. All of these basic psychological supports Pinkie lacked,
Pinkie's past held no solid or successful element on which to build a
future. Rose had only her own Eeod nature to carry her through life.

Though Greene did mot include abundant detail of Pimkie's and
Rose's lives prior to the period covered im the novel, he supplied suffi-
cient evidence concerning their history through their conversations, their
thought sequences, and the relating of present events to past circumtances
to permit a sketch of their formative years. In the novel, Pinkie is
seventeen years old and Rose is sixteen; yet, they had learned much about
life in that space of time from “the concentrated and limited experience

of the Brighton slum...." (p. 149)
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The experiences of Pinkie's childhood in large part directed his
life, His boyhood remembrances embittered him toward people. Although
Creene provides little information about Pinkie's parents, the reader knows
how they affected Pinkie and Pinkie's attitude toward them. He does not
regard his real parent as his father; Kite, the gangster who picked him
off the streets, was his father figure: ‘"when Kite had died in the waiting
room at St. Pancras, it had been as if a father had died...." (pp. 189-190)
Pinkie's mother, too, remained hidden in his memory; Rose's mother, who is
in the novel, reminded Pinkie of his own mothers-"stupid, vindictive."

Pinkie's only recurring memory of his parents is their sex rela-
tionship which Pinkie termed the "Saturday night exercises.” He dreams of
this on his own wedding night: "he lay still thinking: ‘What a dream!®®
and then heard the stealthy movements of his parents in the other bed. It
vas Saturday night, His father panted like a man at the end of a race and
his mother made a horrifying sound of pleasurable pain. He was filled with
hatred, disgust, loneliness; he was completely abandoned: he had no share
in their thoughts--for the space of a few minutes he was like a soul in
purgatory watching the shameless act of a beloved person.” (p. 271)

Sex did not mean love to Pinkie as it apparently had not to his parents,
The word “home" did not connote family life or a place where one goes for
security, "Home" was a place from which one escaped. It was with fear
and disgust that Pinkie passed the place that had been his "home" when
circumstances finally forced him to visit Rose's parents. He was even
scared of going back to Paradise Piece, the ironic name Greenme gives to
the section of Brighton which held his childhood home and the place “he
thought he had escaped for ever.” (p. 203) He noticed om this visit to

Rose's home that the city had demolished half the area in readiness for
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building new flats: "his home was gone: a flat place among the rubble
may have marked the hearth; the room at the bend of the stairs where the
Satuvday night exercise had taken place was now just air, He wondered
with horror whether it all had to be built again for him; it looked
better as air." (p. 204) L1 )

Pinkie iqnttd this past, Even in the old neighborhood, "he
began to fear recogniticn and feel an obscure shame as if it were his
native streets which had the right to forgive and not he to reprove them
with the dreary and dingy past." (p. 204) From this misery he had
escaped; still he feared that any connection with Rose would drag him
back. He did not want te be involved with her and "get mixed up again
with that drab dynamited plot of ground they both called home." (pp. 128-
129) For moet of his seventeen years, this had been all he had seen of
life,

Rose fared no better in environment and family situation., Pinkie
realized this when he went to see her parents in Nelson Place to bargain
with them about his marrying her. Through the broken window glass, Rose
spied him coming, She led him through "a little passage which stank like
a lavaﬁm” up a newspaper-covered staircase to a cold, dirty room. Rose's
parents, who are named simply Mother and Father, "had a mood on: they
watched him with silent and haughty indifference--a small thin elderly wan,
his face marked deeply with the hieroglyphics of pain and patience and
suspicion; the woman middle-aged, stupid, vindictive., The dishes hadn't
been washed and the stove hadn't been lit." (p. 205) The whole scene
repelled Pinkie; he bargained with the father for Rose, At first, the
father posed as indifferent. As Pinkie bid higher for Rose, he "saw
swimming up through the blind vindictive eilence incredulity, avarice,

suspicion.” (p. 207)
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Having offered his final bid, Pinkie "looked with horror round
the room: nobody could say he hadn't done right to get away from this, to
commit any crime,... [8ic]when the man opened his mouth he heard his
father speaking; that figure in the corner was his mother; he bargained
for his sister and felt no desire,..." (p. 207) Poverty had dimmed the
parents' sense of values so that they were willing to exchange Rose for
fifteen guineas. The father's "selling" his daughter while the mother sits
back and willingly permits it is the epitome of indifference and a real
lack of values or love in life. The point to be made out of this is that
Rose's parents really resembled Pinkie's and that Pinkie's reaction to this
background is credible to the reader. Greene, of course, has deliberately
provided the details of this disgusting background to make Pinkie's violent
ections believable. This i{s evident when, during the bargaining scene,
Pinkie, twice a murderer and now marrying Rose to silence her as a poten-
tial witness against him, feels for her “the faintest twinge of pity for
goodness which couldn't murder to escape.” (p. 208)

Pinkie had empathy for Rose because he clearly understood her
dilemma; he lived it too. In the midst of the auction, Rose declared her
position to Pinkie, "Never mind what they say. I won't stay here." (p. 207)
Pinkie understcod this rebellious statement; both of them had to escape.
His ambiguous compassion and attraction for Rose countered by his hate
and repulsion is now psychologically credible, Pinkie was not totally
without compassion,

Greene remarked once: "I write novels about what interests me
and I can't write anything else., And one of the thinges that interests
me most is discovering the humanity in the apparently inhuman ehueur.""
Pinkie's family situation and home in Paradise Piece submerged any possi-
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ble m of his humanity, For Pinkie to have responded to his background
and his present situation in any other way would have been psychologically
unrealistic and unhuman, He rebelled against his parents and his slum
upbringing., Raymond Chapman generalized from Pinkie's background that

"the Boy" is "typical of a generation that has grown up without roots,
without loyalties ... twisted and embittered before he has become a man,
Greene stresses the power of this disillusionment to become a driving,
destructive force,"?

Thie violent force resided also in the boys with whom Pinkie
sttended school. Pinkie's memories of his echool days consisted of an
asphalt playground, fights with dividers [mni:) with hie classmates,
“a cracked bell ringing, a child weeping under the cane..."” (p. 346)

Kite saved him from these frequent brawls, and it was for this that Pinkie
dedicated himself to Kite's service. Kite then assumed the role of Pinkie's
master; Pinkie imitated Kite's manneriems, dedicated himself to Kite's
goals, and even after Kite's death, Pinkie followed the reasoning process
that he thought Kite would have used, for Kite lmmuj provided Pinkie
with psychological mechanisms and physical responses which temporarily,

at least, stayed the destructive violence and debilitation of the environ-
ment, What Pinkie only vaguely perceived was that these mechanisms and
responses were themselves destructive of him., Pinkie's world, then, cen-
tered around Kite and his gang in Brighton., With Kite's death, Pinkie
assumed the role of head of the gang by default: no one else was strong
enough to oppose him, or for that matter, wanted the ludonhtp.

Never having been part of a group, much less a leader, Pinkie
gradually lost control because he manifested an unfeeling attitude toward

them, He feared a close personal relationship with anyone because this
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vation Army gaff at the corner, his own home beyond in Paradise Piece, the
houses which looked as if they had passed through an intensive bombardment,
flapping gutters and glassless windows; an iron bedstead rusting in a front
garden, the smashed and wasted ground in front where houses had been pulled
down for medel flats which had never gone up." (p. 127) Pinkie and Rose
had identical backgrounds.

Of Roge's secular and religious education, Greene says nothing.
Rose's reasoning processes indicate formal doctrinal training. She debated
internally on the evil of entering a civil marriage and of committing sui-
cide. 1In opposition to Pinkie, Rose perceived and believed in the love-
center of Christianity, Even though Rose admitted net going to Mass regu-
larly, it was important to her that Pinkie was a believing, if not practi-
cing, Catholic, Asked if he believed in the Catholiec religion, Pinkie
responded, "Of course there's Hell." ‘to which Rose added, "And Heaven
too." (p. 72) That Rose, a product of the same background as Pinkie, could
have made the leap of faith of which Pinkie is so miully incapable is
a major problem for the critic seeking psychological realism in Brighton
Rock; consideration of this problem is in Chapter 1V,

Greene briefly described Rose's background in one sentence: "in
Nelson Place, from which she had emerged like a mole into the daylight
of Snow's restaurant and the Palace Pier, she had never known a boy with
enough money to offer her a drink," (p. 67) Beyond what has already been
noted, Greene related little more, At sixteen, in the present of the novel,
she became a waitress at Snow's restaurant. She knew little about life
in general since she never left her home in Nelson Place. She told Pinkie
she had never seen a newspaper because they could not afford them im her
home,



was not part of his experiemce, was imn fact, according to his experience,
positively to be avoided, He trusted no one, including Rose and Ted Dallow,
‘because he dreaded others' finding out his background and despising him for
it, He preferred being alone with his thoughts and dreams, In these,

at least, he could create his own world,

In the real world, Pinkie knew his stature was low, To Colleoni,
the elegant gangster, Pinkie ranked as a no-count teenage opponent, To
his gang--Cubitt, Spicer, Dallow, and Drewitte-he was "the Boy," The law
labeled him as a cutthroat, Only Rose accepted him fully, and Pinkie
dreaded involvement with her, Yet, when forced by circumstances to marry
her, Pinkie feared the authorities would object on the basis of his age.
Ironically, Pinkie remarked the happy outcome: "And then, you see, there
was a stroke of luck, I wasn't registered, Not anywhere they could
£ind," (p. 242) Thus, even legally Pinkie is a nobeody, |

This, then, is "“the Boy" that Jacques Madaule named "the arch-
angel of the furnished room," "the Lucifer of the slums,” and "the Napo-
leon of the rasor," Perhaps Madaule's phraseology overstates Pinkie's
character, but it does portray the vision that Pinkie had to himself
and of his world, Pinkie could not visualize a future that differed from
hie past, If he could not escape Brighton, then he would be the "worst"
person there, for that person would be the “best" and strongest of all

he had seen and experienced. Rose proved to be the drawback, Her pres>
ence reminded Pinkie of his past., "He thought he had made his escape,

and here his home was: back beside him, making claims,"” (p. 127)  Rese
might have been able to wear down Pinkie's stubborn resistance if he had
not so completely identified her with Paradise Piece., Pinkie knew that

Rose's background was the same as his: "the barred and battlemented Sal-



Yet, Rose's presence reminded Pinkie of some general religious
ideas gleaned from hie catechism instructions; some music that he learned
as a choirboy frequently reverberated through his censciousness. Not sur-
prisingly, Pinkie had seen only the negative aspects of religion. What
he says about the devil, heaven, hell, peace, mortal sin, mercy, confession,
Communion, the sacraments, and the Catholi¢ Church are basic tenets of
Catholicism, but his emphasis is on law rather than on love. Pinkie has
memoriged a catechism; but he has no conception of mercy, of compassion,
or of brotherhood, The concepts he recalled, in retrospect were those
wost consonant with his own experience, i.e., Hell, Heaven was beyond his

conception:

seshe wasn't made for peace, he couldn't believe in it,

Heaven was a word; Hell was something you could trust,

A brain was capable only of what it could conceive,

and it couldn't conceive what it had never experienced;
1

hie cells were formed of the cement school playground,
the dyi in t St, Pan
[} []

An awful resentment stirred 1n~ him--why shouldn't he ’

have had his chance like all the rest, seen his

glimpse of Heaven if it was only a crack between the

Brighton walls?... (Greene's ellipsis, italics ours, p. 331)
Still religious rituale constantly loomed up in Pinkie's imagination: the
host raised at Mass, the censor swinging, and the priest in the confessional,
He vaguely felt the non-legalistic, inexplicable love-center of these
rituals, but all his experience militated against the giving way teo such
dangerous tendencies as love and trust: “you could lose vice as easily
as you lost virtue, going out of you from a touch.” (p. 198)

Brighton thus shaped his outlook om life. Raymond Chapman sees
the setting as "an extra, comprehensive character in the story exerting
its influence," and perceptively suggests that “the description of the

seafront is as significant in its way as the brooding introduction of
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Egdon Heath in The Return of the Native."™  Greene did describe all the
facets of Brighton--the arcades, the pier, the bars, the restaurants, the
hotels, the race track, and the parade. "The long tumnel under the parade
was the noisiest, lowest, cheapest section of Brighton's amusements....
The lights were always on in the tunnel; the air was warm and thick and
poisoned with human breath.” (pp. 258-259)

The people, too, were an integral part of Brighton; they made it
what it was--a pleasure resort, On the way home to Billy's after their
marriage, Pinkie and Rose witness ordinary oceurrences: "an old man
struck a match to light his pipe and showed a man and girl cramped in the
corner ... a blonde with Garbo cheeks paused to powder on the steps up to
the Norfolk bar.” (p. 261) There were the Ida Arnolds singing in the
bars, the homely secretaries sitting in the two-penny deck chairs along the
parade waiting to be picked up, The 50,000 pleasure-hungry people coming
for a weekend race, the people at the peep shows, slot machines, and
shooting booths, the bookies standing in the stalle along the race track,
and the gangeters trying to outwit each other.

Colleoni, the gangster, dominated the area from his penthouse
in the Cosmopelitan Hotel, His world consisted of the miseries of man-
kind: a group of blind musicians marched along the parade; a man who had
lost half his bedy--shoulder, arm, and leg--sold miscellaneous items; a
child with an iron-braced leg played among the ruins of Pinkie's former
home in Paradise Piece. Even the attendant at the parking lot has a gammy
leg; "he moved it with a mechanism worked from his pocket, lurching with
an air of enormous strain te pocket sixpence.... he looked worn with the
avful labour of the trivial act.... Hand in pocket he pulled the hidden
wire and made his unsteady and diagonal way towarde a Ford." (pp. 342-343)




All of Brighton is thus maimed, mechanical, debumanized of the good in
humanity. The aura of a petty, weak, not even glittering, accomplishment
hangs over Brighten.

‘Even when Pinkie dreamed of escaping all this misery, he concluded,
"'But 1'd feel a stranger away from here. I suppose I'm real Brighton'--
@s if his single heart contained all the cheap amusements, the Pullman
cars, the unloving week-ends in gaudy hotels, and the sadness after coi~
tion." (p. 319) . . sapa Brighce ¢

With all of the violence and wretchedness, Pinkie had a sense of
belonging to the world of Brighton in & way that he felt he could never
be a part of any other place, His Paradise Piece home, the school, the
Church, Brighton itself and the people Pinkie encountered along the way
provided the foundation for his character, for the psychological mecha-
niems we see at work in the novel. Yet, this canmnot be all, If it were,
Greene would be & philosophical determinist, which he certainly is not.
“Greene recognizes maladjustments in the social order, of course, and
even launches a ripple of social criticism now and then, but he always
uses darker and bolder strokes to paint the evil within man than the evil
without ,"® Logical though Pinkie's psychology and actions may be in the
light of his enviromment, he himself notably determined the final direce
tion of his character. It is well to remember that Greene added the final
dimension, the motivating factor beyond environment. "Greene believes
that the compulsion to evil is as much spiritual as it is environmental,
The corrupted nature of the fallen man is simply given direction by the
horrors around him."’ There are horrors in Brighton, but the place that
produced Pinkie also gave birth to Rose. They came from practically the
same background; yet, as previously noted, she responded to life dithr-r j



ently than did Pinkie even if in a sometimes extremely simple fashion.
To say like Marie-Beatrice Mesnet that "he |Pimkie| belongs to the host of
juvenile delinquents who bear witness to the shortcomings of our social
order,” is to state only half the uﬂ.’
Still the enviromnment of Brighton does pmut psychological moti-
vation in th novel, Pinkie both revolted mmt an‘ ul»und everye-
thing lu.htn was and uﬁoluod. for ln mu !hul a sense of belonging
no vluro olu. Unable to uupc lrtﬁun. he dumd to make use of every-
thing in building himself to stand first -ou the -oot evil people there.
"What makes Pinkie at once the most dreadful and Satanic character in
modern !t'ctu- is that In hu lutuiiol a"ltntumt fact Mc the nature
of evil: in its Ml-cc form it invelves more than the miﬁfomz seedi-
ness and crﬁin;llty that characterize lu.u nrmndtnjo; it requires a
corruption of that which is sool."’ This uuuto a uet«. transcending

enviromment, that provides the nycholouul d-pth.



Chapter III

For any novel to be meaningful, especially .a psychological novel
like Brighton Rock, the author im: disclose the forces which motivate a
character as he faces life's challenges. Any realistic portrayal of a
tictloﬁul character should reveal the psychological problems of that
character. Graham Greene has uélorod beneath the human surface in Brighton
Rock, grappling with the psychological conflicts of Pinkie Brown and Rose
Wilson, The characterization of Pinkie Brown, however, has been a source
of contention among Greene's critics for thirty years; some say he is
unbelievably evil; others, that he is merely interesting for theclogical
consideration, Both these positions will be duéuud in Chapter 1IV. The
contention of this thesis is that Greene intended the ‘chaueurtuuon in
the Ml to be his main concern and poycbolo;iul motivation the focus
of his attention. |

In writing Brighton Rock, Greene drew upon his earlier novels
and thrillers for some ideas and techniques; but here, for the first time,
hi consciously inserted Catholic doctrine as one pole of opposition stand-
ing mtut the actions toward which his ehaucnu' blckgroundl impel
them, 'rhu dupnod by tln thulo.ldcal di.-nuin. __m_g_q __g was Greene's
trial ballm in his attc-pt at poycholqtul ruuu.

The basis for plyeholniul ruun in Gruno 8 writings is his
fictive world; "a world untquoly fot-d o! olcunu mtont and modern:
Christ's Passion and the lordid catalogue ot contemporary violence, Pascal

and psychoanalysis, the defiant asssertion of miracles and the literary
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techniques of a suspense story. Constantly re-enacted in this world is
a drama of pursuit with four protagonists: the hunter, the hunted, the
betrayer, and the long arm of grace."l

An understanding of the characters' psychological conflicts requires
an avareness of the basically antithetical elements which compose Greene's
vision of the universe. Seediness and "the sordid catalogue of contem-
mmlm“h-thmtmcﬂum&u‘uunutm
that are antagonistic to their i.uu in the tenets of Catholic doctrine.
The reader must be willing to accept this universe before he will aceept
the credibility of these characters. Greene's forte is his deep probing
into his characters who live this polar existence. Greene once wrote,
"I find myself always tornm between two beliefs: the belief that life should
be better thn it is and the belief that when it appears better it is
worse."? The paradox Greene presents through his characters is, then, a
paradox he has perceived in himself, Life, for him, can be seen under two
aspects simultaneously. Later, he added, "I was discovering in myself a
thing I thought I had never possessed: a love of 1ife."® These two ideas
form almost a rhythmical pattern in Brighton Rock: the evils in life and
the love of life in spite of evil, It is Greene's attempt to pull together
the poles of opposition in his fictive world which is productive of the
central conflict.

Greene, despite his pessimism and his tendency to see the dark
side of life in his novels, leaves his readers with an element of hope
and with the understanding that he does feel a compassionate concern for
his characters. Even in leaving this element of hope, however, Greene
has shattered the possibility of placing characters into neat, self-contained
categories. Necessarily in conflict because of their beliefs and their



surroundings, his characters are constantly drawn in either direction; his
characters are shallow only when they fail to recognize the existence of
the two poles.

This fietive world, which the critics call "Greeneland," came
into literary existence in Brighton Rock. Greene told his French biogra-
pher, Ronald Matthews that A Gun for Sale (in the United States, This Gun
for Hire, 1936) was a "dry run" for Brighton Rock and that he used Raven,
the hired killer, as a sketch for Pinkie.* This entertainment provided
Greene with a "sketch" for Pinkie, but Brighton Rock gave psychological
dimensions to his character. Pinkie Brown, faced with the existential
decision, chose the life of evil. Pinkie's choice of evil resulted from
environmental influences as well as a boundless pride which prompted him
to do anything to eecape the misery of his home in the Brighton slum.

From his past, Pinkie learned two things: only in dominating others
and isolating himself from personal relationships could he hope to succeed
in life. The assumption of the leadership of Kite's gang gave him the
opportunity to dominate others, but he was still plagued with a basic
insecurity, a fear that if he did not succeed he would be forced to return
to the anonymity of Paradise Piece. Fear stalked Pinkie--fear of being
exposed for what he was, fear of being humiliated, fear of involvement,
and fear of hell.

Because of the shame and insecurity of his Brighton slum back-
ground, Pinkie created for himself a goal that would give him greater
prestige as a person~~to be the most evil of the evil people in Brighton.
Motivated by this purpose, he must keep goodness at bay. Thus, Pinkie
led a dual life; exteriorly, he tried to manifest power and intelligence;
but, in reality, this facade hid his inner fear and limited knowledge.



The paradoxical descriptions of Pinkie's clothing and face well
indicate his primary characteristic--pride, but his outward appearance
cannot completely masquerade the Brighton slum within him. Duia!oauu
does not quite fit him, and his face belies his age. His proud self-image,
like his suit, is not commensurate with his intelligence and his achieve~
ments, Even his names, Pinkie Brown and “the Boy,” diminish his preteanded
stature.

In delineating Pinkie's physical characteristics, Greene described
him as a character of contrasts, the natural result of a character in cone
flict with himself, Pinkie had a “face of starved intensity" and wore a
"shabby smart suit.” (p. 7) Later, Greene observed that "from behind he
looked younger than he was in his dark thin readyemade suit, a little too
big for him at the hipsj but when you met him face to face he looked older...."
(p. 26) Pinkie, a boy of seventeen, has a "young ancient poker face." (p. 33)

Pinkie's poker face cloaked his fear; only the tic im his cheek
revealed his nervousness. It appeared on his face in threatemning situa-
tions--in the tea room after Hale's murder, (p. 29), in Snow's restaurant
as he searched under the tablecloth for the ticket, (p. 33), when Rose saw
his hand under the cloth, (p. 34), when Rose told him she remembered faces,
(p. 36), when he confronted Spicer after seeing his picture posted, (p. 135),
when he heard that Spicer was still alive after being carved, (p. 170), when
he was apprehensive about marrying Rose, (p. 213), and when he arranged
with the lawyer Drewitt for the legal marriage. (p. 217) This mannerism
betrayed Pinkie's real state of mind., He spoke furiously and proudly,
but the tic contradicted his words; it externalized the comflict.

Pinkie must constantly balance his perception of his real self
with his projected ideal self. A realization of the discrepancy between



what he really is and what he wants to be caused fear in Pinkie and moved
him to act rashly. Brave when unopposed, Pinkie went to pieces when he
faced an adversary equal to him. Pinkie rated himself as a professional
with a ragor blade, "but he had never yet used it on an armed enemy.” (p. 153)
He feared that others would discover the real Pinkie--this, to him, would
be the greatest humiliation. "He is humiliated by being originally from
Nelson Place; eic humiliated by finding himself like the oilln accessi-
ble to sexual pleasure; humiliated by being considered by the others under
a certain connection as a boy."> Plukie habitually refuses to acknowledge
that he is human; he must be better than his associates. When confronted
with a truth about himself, he lied--never admitting his birthplace, his
mistakes, his fears, or even the fact that he dreaded going further in the
way of violence. He escaped anxiety by living in the dream world that
his pride fashioned; but even here, fear sometimes crept in., He dreamed
of deposing Colleoni, of becoming the dictator, of living in the Cosmoe
politan, of finding peace in Brighton for himself, This is the fantasy
world that gave Pinkie security., Being first ia evil meant attaining
success for him,

‘Yet, when experience contradicted the actuality of this fabricated
world, Pinkie, in his pride, returned to it imaginatively, When "defeat
cut in his face and hand" by the rasors of Colleoni's men, Pinkie limped
alone on the sand hiding his bleeding hand and dreaming of the day when
he would be a young dictator. For Pinkie, “life was a series of compli-
“mmtm..wl&mﬂ-ehmu“tu.
thought out on a brass bedstead among the crumbs of a sausage roll,”

(p. 159) Pinkie had fooled himself into believing that he was an English
Napoleon conquering Brighton so that he could escape from the atmosphere
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of Paradise Piece to that of the Cosmopolitan Hotel. He had convinced hime
self that when his Waterloo came only hell would be a fitting home for a
person of his evil calibre because he had identified Brighton with hell,
Being first in Brighton meant being evil} therefore, he felt destined to
hell.

Pinkie believed only in the existence of hell because this, too,
gave him a sense of importance; he could show them--meaning God--that he
could defy them. For him, hell fit the scheme of things. It was "flames
and damnation ... torments.” (p. 72) After being attacked by Golleoni's
men, an additional image of hell came to him: "Eternal pain had not meant
much to him; now it meant the clash of razor blades infinitely prolonged.”
(ps 155) Pinkie must visualize everything in his own imagination; he
created hell from the elements in his experiemce. Everything that happened
to him he related to former, usually unhappy, experiences; “pain happened
to him; and he was filled with horror and astounishment as if one of the
bullied brats at school had stabbed first with the dividess." (p. 152)

Pinkie latched onto a few precepts and overworked them, His
reveries on hell resulted ordinarily from someone's attacking his personal
worth or his own awareness of his inadequacy. Rebuked by the police inspec-
tor for being too young for a gang leader, Pinkie resorted to dreams of
greater plans., "He trailed the clouds of his own glory after him: hell
lay about him in his infancy. He was ready for more deaths." (p. 93) This
is a rather exaggerated reaction to a passing comment, but then Pinkie's
projected self~image was rather exaggerated in proportion to his abilities.
He justified his conduct by telling Rose that when he was baptized, “the
holy water didn't take. I never howled the devil out." (p. 181) Even
the thought of hell as a final destiny gave him a greater stature in his
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own mind and fed his pride,

Pinkie tried to make life conform to his image of it. In this
world he envisioned himself as the big man. Anything that upset this
idea threw him into a state of fury; a "bright spot of color" stood out
on each cheekbone. Insulted, he reacted violently., His pride limited the
scope of his knowledge: "he had an air of removing his thoughts, like
heavy bales, and stacking them inside, turning the key on all the world,"
(p. 315) He was too insecure to think through the full problem and too
unsure of his own worth to lay himself open for appraisal. He needed to
feel important; he even expressed disappointment when, because of the need
for secrecy, no one could praise him for his brilliance in executing two
wurders which the police considered natural deaths.

True, Pinkie master-minded the remnant of Kite's gang, but this
was not much of a gang; and the main motivation for his actions was revenge,
fear, ox anger; solid reasoning played no part. Pinkie could not feel
secure as long as he was challenged, Feeling inadequate as a person, Pinkie
so identified himself with Kite that he failed to develop his own indivi-
duality and delve into the deepest meaning behind his actions. He was
woved more by impulse and imitation than by thought.

Filled with grandiose ideas, Pinkie remained a child--even in his
own estimation. At the races shortly before Spicer's carving, Pinkie tem-
porarily faced the truth about himself: "the soured false age, the concen-
trated and limited experience of the Brighton slum, drained out of him.

He wished he had Cubitt here and Dallow. There was too much to tackle by
himself at seventeen, It wasn't only Spicer, He had started something
on Whit Mondsy which had no end. Death wasn't an end; the censer swung
and the priest raised the Host." (p. 149)
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Pinkie needed the others and something more than the others; yet,
he was too proud and too afraid to become involved. He feared a close
relationship with anyone--man or woman-~because this would have made him
cognizant of his imperfections. Isolation was his defense mechanism, "The
imagination hadn't awakened. That was his stremgth., He couldn't see
through other people’s eyes, or feel with their nerves.” (p. 62) 1f some-
one had really been close to him, "it would have been necessary to disclose
oneself, to stop acting, to offer no resistence, to permit the feelings of
others to penetrate as far as his soul like the music which he loves and he
detests because only it is upﬁloo!“u-.utuum." Having chosen
evil, he had to ward off any possibility of goodness-even friendship--from
weakening his fortress.

Of his men, the only one he felt he could trust was Ted Dallow.
Dallow encouraged him and defended him against the ridicule of others; from
him, Pinkie gained a "sense of triumph and companionship and superiority.

He felt as a physically weak but cunning schoolboy feels who has attached
to himself in an undiscriminating fidelity the strongest boy in the school.”
(p. 81) This was as close to friendship as Pinkie would ever come. Instead
of being grateful for Dallow's support, however, Pinkie "felt anger at the
way another's loyalty could hamper and drive." (p. 198) He did not under-
stand people and when he was made aware of his ignorance, he became angry.
"Other people's feelings bored at his brain; he had never before felt this
desire to understand.” (p. 296)

Pride and non-involvement were defenses of Pinkie's goal of evil,
but they did not relieve the imner tension of an inherent need for others.
Nevertheless, he could not bear “to be touched, to give oneself away, to
lay oneself open+-~he had held intimacy back as long as he could at the



end of a raszor blade." (p, 194) He had known hate; he had not known love,
and he could not trust an unknown quality. Pinkie refused to accept him-
self for what he was, and he feared others, knowing him as he really was,
would reject him, Isolation was better than rejection,

Love for him was a synonym for dependence, and sex was a sign of
weakness. Sex did not connote love to Pinkie; his unfortunate impression
of love as "the Saturday night exercise" of his parents never changed
because he failed to see a good relationship in the reality around him,

Sex was fifteen year-old Annie Collins laying her head om the train track
because she was pregnant for the second time with no husband; sex was
Dallow and Judy, Billy's wife, furtively embracing on the staircase; sex
was Sylvie in the back of a Lancia; sex was one of Spicer's magazines; sex
was Cubitt's vulgar wedding present; sex was the twenty-five year misery of
Drewitt with his "spouse;" eex was a girl by the race track waiting to be
picked up for the day; sex was Ida Arnold, a woman that belonged to every
man,

When a hint of the goodness of love and sex came through Rose, he
rejected it, With Rose in a restaurant, he watched two dancers and he
was "shaken by a sense of loneliness, an awful lack of understanding.” (p. 68)
Pinkie's egoism and intent on evil prevented him from understanding and
caused him to fight understanding.

Even his eyes revealed the lack of love in his life. Pinkie could
choose evil without much difficulty because love was not and had never
been a force in his life. "His grey eyes had an effect of heartlessness
like those of an old man in whom human feeling has died." (p. 8) Greene
speaks again of the "grey inhumen seventeen-year-old eyes,” (p. 17), "the
slaty eyes,"” (p. 26), "the ageless eyes,” (p. 30), the "dangerous and
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unfeeling eyes,"” (p. 39), “the eyes which had never been young [and whieh)
stared with grey contempt,” (p. 68), and the "grey ancient eyes giving
nothing away." (p. 79)

The peychological eonflict in Pinkie grew out of a gnawing need
to understand the full weaning of life. His pride and fear had blinded
hin from seeing life as it really was; but he could not hide his inner
turmoil, “Under his apparently invincible strength, an immense weakness
lies, a fundamental fear that compels him to refrain from getting entangled
with the reality of life and suffering.”’ Involvement mesnt a weskening
of his choice of evil to which he clung because it alone gave a purpose
to his life.

Yet, Pinkie is human; some remfints of good remained from his
childhood and, in spite of his fighting them, insistently asserted them«
selves. In his characterisation of Pinkie, Greene provided hints of the
goodness which he sees as innate even in the most depraved of men. In an
essay he wrote, "Por to render the highest justice to corruption you must
retain your innocence: you have to be conscious all the time within your-
self of treachery to something valuable."® Even though evil was Pinkie's
choice, love, repentence, and peace tempted him to the end, He could not
forget his past: he still pursued evil as his supreme goal, but keeping
good at bay became increasingly difficult. When he drove in the country
to Peacehaven, the ironic name for the place of Pinkie's death, “an enor-
mous emotion beat on him; it was like something trying to get in, the pres
sure of gigantic wings against the glass. Dona nobis pacem. He withstood
it.... If the glass broke, if the beasts-whatever it was--got in, God
knows what it would do. He had a sense of huge havoce-the confession,
the penance, and the sacrament--an awful distraction, and he drove blind



into the rain." (pp. 347-348) This blindness and uncertainity as to which
world he would finally choose plagued him to the end. Even in death, his
face '"was like a child's, badgered, confused, betrayed; fake years slipped
avay--he was whisked back towards the unhappy playground.” (p. 352)
This background which impelled him toward evil also left him with

a love for music though he could not understand the mysterious effect it
had on him. This is one of Greene's hintse of incipient goodness in Pinkie.
“Between heaven and hell, Pinkie has chosen, and he delights in his evil choice.
But here exists however somewhere in him a music that does not let itself
alvaye be ignored."’ Music moved Pinkie in & etrange way. With susic any-
where in the background, he would react. This was the one joy he retained
from his boyheod. . He told Rose proudly that he vas once in a choir and
then tuamtuntuuntlnnuqf mtu-mmu "In his voice
.mm-uu; the uu: ‘corner mmm. the smell of
incense and u-um surplices, -l the music. lhlic. u didn't matter
what musice-‘Agnus Dei, ' 'lmty to look at, beautiful to hold,' 'the
starling on our walks,' 'crdo {n uoum m'-my music moved him,
speaking of :hun he didn't nimtnd ’ (p. 111. italics nldul)

© There vas in u-u.. 4£ he d1d not understand it, a small
part clnt was um u-., that uund to u-ttuu .nl, that still longed
torthjoyootthumundmuthmummtnth
hysan, He lived uuu-tly in an ct-uphon of mu--lda'c ballads, the
orchestra on thc parade, tbo blind b.al. the wireless, and his own reminis-
cence of church music. Ida's songs made him furious; the orchestra music
caused ht- .mtbu n-uu-: the wireless was hu source of breaking the
wonotony of silence. The music played by the blind musicians vas “plain-
tln. pltytn.. something out of a hymn book about burdems; it was like
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a voice prophesying sorrow at the time of victory." (p. 188) There was an
inner music too: "it was the nearest thing he knew to sorrow.”" (p. 63)
Music calmed him or tormented him, but it did not leave him unresponsive.
"Only music made him uneasy. The cat gut vibrating in the heart; it was
like nerves losing their freshness, it was like age coming on, other
people's experience battering on the brain.” (p. 62) When the music
became too forceful, or its meaning became almost clear, Pinkie changed
his train of thought.

In the theatre on his wedding night, he watched a romantic film;
in one part he was really moved: the actor was singing a love song,

suddenly, inexplicably, the Boy began to weep. He shut his

eyes to hold in the tears, but the music went on--it was like

a vision of release to an imprisoned man, He felt constric-

tion and saw-<hopelessly out of reach--a limitless freedom:

no fear, no hatred, no envy., It was as if he were dead and

were remembering the effect of a good confession, the words

of absolution; but being dead it was a memory only--he couldn't

experience contritione-the ribs of his body were like steel

bands which held him down to eternal unrepentance., He said

at last: ‘'Let's go. We'd better go.' (p. 261)

This was his way of forcing back t-ptatlion to good,

Pinkie's inability to admit the propensity for good which his
response to music tﬁulo in him is the consequence of his pride and his
comnittment to becoming the "best" of the worst, as described earlier. In
temporal terms Pinkie has consciously committed himself to evil; he has
not, however, in eternal terms consigned himself to hell-that is, he did
not want eternal hell, though he was willing to risk it in his pursuit of
evil, This, of course, creates another level of psychological conflict,
and this inner conflict--that between his desire for peace and the inevi-
tability of not finding it in his present course--further substantiates

the claim to an undeveloped good in Pinkie.



The lines that sum up Pinkie's committment to evil but reluctance
before hell are written in the epigraph to the novel: "This were a fine
reiga. To do i1l and not hear of it again.”'® Pinkie, the character of
contradictions, could say, "I don't take stock in religion. Hell--it's
just there. You don't need to think of it--not before you die." (p. 128)
Yet, a few minutes later, he could tell Rose, “You know what they say--
'Between the stirrup and the ground, he something sought and something found.'"
That “something" was mercy.!l! These alternating statements regarding
damnation and possible salvation indicate that Pinkie was definitely con-
cerned with his eternal destiny. Even in the midst of his thinking about
Hale's and Spicer's murders, he vaguely hoped for forgiveness and mercy.
Ironically, he even thought of asking God's forgiveness while he was
planning Rose's suicide. Yet, Pinkie wanted to be first here on earth,
even if it meant being first in hell.

Dedicated to a life of violence, he constantly yearned for peace.
Three times when he was taken off guard, he cried, "My God, must I have a
massacre.”" (p. 189, 255, 295, italics added) Yet, Pinkie positively
avoided thinking fully about his actions and their inevitable consequence
to himself. He desired peace but refused to realize its impossibility in
his present course. On one occasion he pushed aside a blind band leader;
reproved by Dallow for this unnecessary rudeness, Pinkie showed surprise
because he had not realized the whole group was blind; "he was shocked by
his own action., It was as 1if he was being driven too far down a road he
wanted to travel only a certain distance." (p. 188) He is significantly
benighted, really refusing to think, His refusal to think of consequences
is a further indication of his attempt to ward off turmoil if not to find

p@ace.
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Almost symbolically, he chose to act in darkness or semidarkness.
When phoning Colleoni to plam Spicer's death, "he switched on a light by
the telephone and then switched it out again, he didn't know why.” (p. 137)
He hid his intention even from himself. Surprised by being also attacked
by Colleoni's men himself, Pinkie thought of the possibility of a sudden
death. "Now, of course, was the time, while darkness drained into the
bottom, for him to make his peace. Between the stirrup and the ground
there wasn't time; you couldn't break in a moment the habit of thought:
habit held you closely while you died...." (p. 155) Yet, again the con-
flict arose; perhaps there would be a chance for him. He finally concludes
that “he wasn't made for peace, he could not believe in it, Heaven was a
word; hell was something he could trust. A brain was capable only of what
it could conceive, and it couldn't conceive what it had never experienced."
(ps 331) This was Pinkie's inconsistent Satanism; he frequently expressed
his belief in hell and rejected any consideration of the possibility of
heaven, for "the Boy couldn't picture any eternity except in terms of pain."
(pe 137) Yet, he continuously regretted that he could not go to heaven.

Later, when Dallow again questioned Pinkie's actions and begged
him not to continue killing, Pinkie's response reveals hesitance in his
committment to evil; again Greene is hinting of the slightest trace of
8ood through Pinkie's answer: "Maybe I got to. No choice. Maybe it's
always that way--you start and then you go on going on." (p. 297) At
least in part Pinkie did not want to continue to evil; but he realized that
if he stopped, he would inevitably slide back to the Brighton slum. Even
this partial reluctance diminished his total committment to evil, This
feeling that he had to keep on comes again almost as if he were relieving
himself of any further responsibility for his choices. “More than ever
yet he had the sense that he was being driven further and deeper thanm he'd



ever meant to go." (p. 302) Pinkie knew what he was doing; yet, he pre=
ferred to blind himself into thinking something else was pushing him,
Something good in Pinkie made him unwilling to take responsibility for
further evil,

Pinkie's repeated resistance against the temptation to good is
expressed in his relationship with Rose, "She was good, he'd discovered
that, and he was damned: they were made for each other." (p. 180) Greene
seems to be hinting that Pinkie is not altogether motivated by necessity
in his marriage to Rose (she could not testify against him as his wife).

He had to admit that the sexual act, the thought of which had repelled him
earlier, had taken on a different aspect because of Rose., Her presence
made him feel a sense of tenderness, but his infernal pride prevented him
from giving himself to her, Even when Rose promised her undying love,
“Pinkie fetched up a smile for the blind lost face, uneasily, with obscure
ghame," (p. 183, italics added) What is most significant here is Pinkie's
semiawareness of a latent love and compassion aroused in him by Rose and
vhich caused him shame because it violated his proclaimed pursuit of evil,
This very complex psychological responmse operates, however, at an almost sub-
conscious level ("uneasily, with obscure shame"), Rose's sincerity reached
him also; when he realiged that he would have to marry her because she was
8o involved in his life, "he managed a smile--those muscles were beginning
to work...." (p. 201)

Pinkie benefited from his contact with Rose; she stirred his dormant
tenderness and compassion, On his wedding night, Pinkie experienced an odd
sense of triumph: "he had exposed himself and nobody had laughed ... a
faint feeling of tenderness awoke for his partner in the act.”" (p. 264)

He knew Rose loved him, ‘whatever that meant, but love was not an eternal

thing like hate and disgust."” (p. 272) Yet, even hate did not remain "an
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eternal thing," for at the end of the novel Pinkie thought that with Rose
“there had been a kind of pleasure, a kind of pride, a kind of--something
else.” (p. 347) The crux of all this {s Greene's use of the Pimkie-Rose
relationship to express the incipient capacity for love and compassion in
Pinkie. Still Pinkie significantly would not reason to the eonclusion--
the reality of love in himself, As William Birmingham stated, "Even in its
sinful aspects,... the sexual act represents a motion toward communicatien,
and cau, a8 in the case of Pinkie, threaten the isolation of the person who
has chosen himself alome."'2

Rose's presence had altered Pinkie. Fear and uncertainity regarding
his future now vitally cencerned him. Yet, he visualized a life of sixty
years with Rose as similar to the one he had escaped in Paradise Piece.
Even to the end, Pinkie was aware that Rose's goodness would still tempt him
from his goal of evil and prevent his escape from the Brighton slum. Having
given Rose the gun in the suicide scene, "he put out his mouth and kissed her
on the cheek; he was afraid of the mouth «- thoughts traveled too easily
from lip to lip." (p. 350) Even at this last moment Pinkie feared Rose's
influence., He realized that it was never too late to change. REarlier he
had voiced to Dallow his belief that people could change: ‘we change, don't
we? It's as you say. We got to see the world....(Greene's ellipsis) After
all I took te drink, didn't 17 I can take to other things." (p. 320)

With the entrance of Rose into his life, Pinkie did change; she
made him recognize that there was something other than evil. Because of
Rose, he knew love existed, and he consequently regretted not having seen
@ glimpse of heaven even if it was only through "a crack between the
Brighten walls.” On the long ride in the country, Pinkie looked at Rose
"as if she might be it -~ but the brain couldn't conceive....” (p. 331)
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Pinkie was not blind to what Rose was: all the passages in the novel re-
garding his tenderness for her indicate this. Yet, Pinkie fought this
tenderness, this pity, this "something else" because he could not be as
sure about its end «- heaven -- as he could of hell,

The "something else” which Pinkie vaguely feels with Rose but
refused to name was love. Rose, with her boundless love for Pinkie, her
simplieity and her innate morality revealed innocence and goodness to
Pinkie. In her complete love for Pinkie and knowing the evil he had done,
Rose was willing even to risk eternsl damnation. Such love was incompre-
hensible to Pinkie. Still, when his defenses against good relased, he
recognized "the astuteness of her simplicity, the long experience of her
sixteen years, the possible depths of her fidelity." (p. 161) Only eix-
teen end yet she had experienced working in a restaurant, marriage, in-
volvement with a murderer, attempted suicide, and soon possible mother-
hood., Still, her experience cannot account for her boundless capacity for
love. She had lived in two loveless worlds -« the poverty of Nelson Place
and the violence of Brighton. Never having been really loved either by her
moody parents or by her disdainful husband, she was ready to sacrifice
herself for the love of that husband, even though her actions conflicted
with her strongly held religious beliefs.

The motivating force in Rose is her remarkable, and perhaps unbe-
lievable, love for Pinkie., Rose's love is necessary for theme and intensifi-
cation of the psychological conflict in Pinkie: through her love she was
able to drav forth some good from Pinkie. Ironically, even though Rose
moved nearer to evil -- marriage to Pinkie and attempted suicide -- love,
not concupiscense or despair, motivated her, With an understanding of
the evil in 1ife, Rose came to a greater understanding of the essential



paradox of l1ife: man has within him elements of good and evil.

Rose's capacity for love seems almost unlimited. It was Ida who
put the idea into Rose's mind that perhaps she might becowe pregnant.

This possibilicy brought Rose joy; she glovied in che thought that she
might have a child "and that child would have a child, It was like raising
an army of friends for Pinmkie....Therve was no end to what the two of them
had done last night upon the bed: it was an eternal act.” (p. 293) The
poasibilicy of pregnancy made her responsive to the cries of a neighbor's
baby; she felt a vicarious agony for the child whom she thought had been
left alone. (p. 312) While she and Pinkie xede in the country, a bus
passed them: ‘“a ehild pressed her face to the glase and for a moment at
a traffic light they were so close the face might have been held against
her breast.” (p. 329) Life could not be bad if she loved Pinkie and if
she could bear him & child, Even when Pinkie asked her if she really
meant everything she had written in the love note, she replied affirma-
tively, feeling "as if she were signing away more than her life -~ Heaven,
whatever that was, and the child in the bus, and the baby crying in the
neighbor's house.” (p. 330) Her love for Pinkie had a rival in her love
for her unborm child.

In marrying Pinkie and in almost committing suicide with him, Rose
was acting on love, a quality which vitally motivates her as it does no
other character in the novel. Because love gave her purpose, she could
not despair, though she might have comitted suicide. Suicide "was the
worst act of all, the act of despair, the sin without forgiveness; sitting
there in the smell of the petrol she tried to realise despair, the mortal
sin, but she couldn't; it didn't feel like despair., He was going to damn
himself, but she was going to show them that they couldn't damn him without



damning her too...." (p. 332) Greene perhaps sees this as the greatest act
of love.

Rose knew the meaning of love; and she was correct when she com-
mented about Ids, "she doesn't know about love.” (p, 356) In all of Ida's
“love" affairs, like everything she did, she sought only fun, She lived in
@ world of external, and Greeme appropriately used only externsls to des-
eribe her. He related little of her background except that she had been
married to a man named Tom, had a long list of men who became bedroom acquainte
ances, sang in bars for drinks and for companionship, consulted the ouija
board, and led a life of sentimentality, Appropriately enough, Greene
reflected Ida's whole life in a mirror in her room: "in a glass<fronted
cupboard her life stared back at her, a good life: pieces of china bought
at the seaside, a photograph of Tom, an Edgar Wallace [a mystery writer| ,

& Netta Syrect from the second<hand stall [juvenile auther of fairy plays) ,
some sheets of music, The Good Companions, her mother's picture, more china,
a fev jointed animals made of wood and elastiec, trinkets given her by this,
that, and the other, Sorrell snd Son [sentimental novel by Warwick Deeping) ,
the board." (p. 55) This mirror image reflected the tawdry and passionless
surface of Ida's life.

&m“cmminnmlnm:hnldm. As she
sat drinking her cheap port: ‘“the advertising mirror behind the barman's
back flashed her own image at her; the beach girls went giggling across the
parade; the gong beat on the steamer for Boulognee-it was a good life. Only
the darkness in which the Boy walked, going frem Billy's, going back to
Billy's was alien to her: she had no pity for something she didn't under-
stand." (p. 103)



45

Ide was a perfect foil to Pinkie with her friendly, cow-like
eyes. She was a maternal refuge to Hale with her big breasts sheltering
him, and she was the perfect companion--social, friendly, conventionally
kind, "a bit sly, a bit earthy, having a good time." (p. 38) Easy to
teare for the dead Hale, she used intuition to pick wp any clue she could.
She sought vengeance and reward with equal desire: "they both were fun."
(p. 48) Wise ia worldly ways, Ida surmised that Fred did not die from
natural causes, and she retraced his steps, followed each lead until
Cubitt, one of Pinkie's men, supplied the final clue.

The highest praise Ida could bestow on anything she did was "it's
going to be exciting, it's going to be fun, it's going to be a bit of life."
(p. 58) She spoke in cliches. "It's human nacure,” (p. 210), "It's enly
fun after all," (p. 210), "We got te save her," (p. 238), "I don't want
the innoceat to suffer,” (p. 173), "it's in my hand: the girdle of Venus,"
(p. 174), "I like doing what's right, that's all,” (p. 324), ™Well, I alwaye
say it's fun to be alive." (p. 20) She spoke about Right, Wrong, Innocent,
Mission as if they were easily definable. Greene habitually capitalized
these words when they came from her mouth or consciousness,

Ida operates, then, on a sloppy, sentimental, surface level;
there is no depth about her. Ida "dug down into her deepest mind, the
plane of memories, instincts, hopes--and brought up frem them the philoso-
phy she lived by: "I like fair play!" (p. _107. italics added) For lda,
life "was sunlight on brass bedposts, ruby port, the leap of the heart
when the outsider you have backed passes the post and the colours go bob-
bing wp. Life was poor Fred's wouth pressed down on her in the texi,
vibrating with the engine along the parade.” (pe 47) Her only religion was
the ouija board and sentimentality. She pursued Pinkie for novelty and fun,
Ida never considered why Pinkie killed Hale; even Phil Corkery accused her



of this. She was out for "a bit of fun now and then, nothing nasty, nothing
shady, nothing you'd be ashamed to own, nothing mysterious."” (p. 109)
"“She will never be a mature, responsible person; she belongs like Sylvie,
Spicer's girl, to everybedy yet to nobody."13

Sln had no uahnundh. of why Rose married Pinkie., When Ida
outmtd tho unly-nud Rose .bout rtnku'o actions, Rose replied
simply, "People change.” u. mp-ua "Oh, no, they don't. Look at
me. I've never changed. It's like those sticks of rock [candy] ; bite it
all the way dtn. you'll etill rud l:mun. That's human nature." (p. 291)
Brighton is no longer just a name of a place, a special kind of candy;
!ov Ida umu«-oacydol o!ll-nuun Change was not possible
in Ida's u-ttod nnu of --'c possibilities; but for Pinkie and Rose,
living in a polar nnuuo. the poul.btucy of m eluucmd them

at mry -nt .



‘Chapter 1V

ttlgtgg Rock, theu;h not :ho ;tcntclc of Gronno 8 novels, marks
the beginning of htc dcoput chnraccot ctudiol. ln -nktng even this rela-
tively modest clatn, hovuvot, the critic must acknovlod;o that Brighten
loek is by no lll‘u!. an unqunltticd -ueeooo as a novel of psychological
realism, Greene's 1ntroduct£on here of “thn Catholic element" as an
opposing polc to his usual sordid oot:ing resulted in a novel of some psy-
chological depth and set the pattern for hio later and gtoator novoll.
Because in lrl.gtgg 5;55 however, Greene created characters who were
oolcntially uniquo for him in ltght of his tnlhlontn; them around the
extreme polar opposition made possible by his bringin; into conjunction
-the nordtd lotting of his earlier novolo and thc new “CAtholic olc-.nt,
he toudcd to o:n.gornto the characters placed at otthor pole., The new
fictive world of B ri.!t nock, with its polco of oppolitton, presented
problems as voll as advantages.

CGreene ie neither a theologian nor a pojcholo;ilt. but his bor-
rowings invoivod iii in attacks from both ciipl. Thc'dangor inherent in
1ntorptot1n| a fictlonal chnractor as a plychologicnl case study or an
oxc-plificntlon of a thcologienl principlo is tho pooctbility of miseing
the total meaning of the novel by over-emphasizing one facet. Greene's
ju:tapoiition of psychology -nd’thoology (“thc cithoiic ill-nnt“) has
thus posed problems also toi literary ériticc; Those using the psycho-
logical nﬁprduch challenge Grocnc'o‘uoc of grace as notlﬁutlou for Rose's

actions. Those preferring to see theological implications in the novel



react against Greene's making Pinkie Satanic. Critical response to Greene's
novels has thus been varied.

Charles Rolo calls Greene's novels "dramatized theology."! Orville
Prescott, though he relegates Greene to the coterie of writers who have
genuine talent but who write artificial novels of limited appeal, does admit
that "an inner conflict based on a point of religious doctrine could be a
moving and psychologically important and interesting theme for a novel, but
only if the point at issue is explained, in words of one syllable if neces-
sary for readers of other faiths."’ Elizabeth Hardwick heartily disagrees:
"Greene's world is antipsychological; the world of psychoanalytical
motivation does not exist; its questions are never suggested. Class,
childhood, history are irrelevant, teo."> Francois Mauriac, the writer with
whom Greene is most often compared, holde the most balanced view of Greene's
purpose in writing: 'We feel it is the hidden presence of God in an atheis-
tic world, that subterranean flowing of Grace which dazzles Graham Greene
much more than the majestic facade which the temporal Church erects above
the pu.plu.""

Mauriac has here perceptively seen to the heart of Greene's thema-
tic concern. However, using the “Catholic element" for the first time
and also delving into psychological motivation, Greene did not adequately
unify the elements of good and evil in Pinkie and Rose. In Brighton Rock,
the two components of man--good and evil--are over-emphasized in their
separation, Pinkie seems to be overdrawn as a demon; Rose possesses the
“innocence of a dove." Both characterizations are extremes., For all of

Greene's efforts with Pinkie, Rose, and Ida, he failed to provide suffi-

cient psychological motivation for each in a specific area.



' The most common censure that critics hurl at Greene's characteri-
gation of Pinkie concerns Pinkie's "demonic" persen, Joseph M, Duffy cannot
accept Pinkie as credible because "his quite unlettered mind too often oper-
ates like that of an ex-seminarian experimenting with Satanism.”> It is
true that Pinkie projected an extreme image of himself with demonic dimen-
sions: ‘Crede in wnum Satenum." He did challenge "them"--meaning God--to
punish him eternally, He flaunted his murders and acts of violence before
others as a visible sign of his choice of evil but even in Pinkie there is
evidence of latent goodness, as developed in Chapter III, in his love for
music, his memories of the tenets of religiom, his pity for Rose, and his
sudden realizations of his great loss. This is the point about Pinkie's
characterisation that Duffy and so many of Greene's critics seem to have
missed and have, consequently, failed to see the central psychological
confliet in Pinkie, ~ - j . & st o

Pinkie is believable; Greene does provide him with the motivatien
necessary for one bent on excelling in evil, Pinkie's struggle to keep
good at bay is the point of central psychological interest in the story.,
During the final drive, Pinkie did apparently resist the "beast" from
getting in. That goodness still tempted him, however, indicates that even
in an obviously evil person, good is not totally absent. Greene created a
character almost totally evil with just encugh good that the reader would
be provoked to question his own categories of good and evil.

- Whether Pinkie is saved or not is a thematic and theological
consideration, but his choice of evil ies a psychological consideration as
well, for it provides one pole of the conflict within him, Marie-Beatrice
Mesnet says, “If anyone is damned, it is Pinkie.” Yet, she quickly adds,
“And then we are overcome, as Greene is, by pity for this eriminal who is

only a child, the victim of his environment, of fate, of his hatred and
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pride, whose misery is immense."

Greene has a priest quote St. Thomas Aquinas at the end of the
novel: "Corruptio optimi est pessima.” (p. 357) The corruption of the
best is the worst. Pinkie had the capacity for potential goodness, but
Greene intentionally underplays this dormant goodness to the point where
the dramatic emphasis is on Pinkie's evil nature. If Greene is hinting
that love was growing in Pinkie, then Pinkie's eternal destiny lies open
to debate., Pinkie thought heaven was closed to him because he could not
conceive its existence; to him, hell was a reality. If then, Pinkie is
completely Satanic, the possibility that love entered his life and modi-
fied, even if slightly, his outlook remains unexplained.

Greene's problem with Rose is exaggeration also. Rose is essen-
tially a good character, perhaps too good; therefore, she lacks the great
inner conflict of good and evil, Having come from the same environment as
Pinkie, she might well have been torn by some of the same conflicts, Until
the suicide scene she seems not to be undergoing a great internal crisis.
Even with the same environment as Pinkie, Rose unexplainably lives entirely
for love. Enveloped in a dismal setting and unloved by her parents, Rose
ie willing to sacrifice life itself for Pinkie, even though she is unsure
of his love. In the car shortly before the suicide attempt, "she put a
hand on him and felt his instinctive withdrawal; for a moment she wae
shaken by an awful doubt--if this was the darkest nightmare of all, if he
didn't love her, as the woman |Ida] said ...." (p. 329, Greene's ellipsis)
The amaszing conclusion Rose reached in this thought sequence--"It dida't
matter; she loved him; she had her responsibility"--is unacceptable, (p. 329)
It does matter how Rose could be so self-effacing. Greene leaves Rose as

the "too-good-to-be-true” character that he himself regarded as "Platonic
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ideas" rather than real people.’ Lynette Kohn states: "The amazing love in
Rose provided a greater enigma than Pinkie's hatred,"

Roge is, then, the most unsatisfactory character in terms of psy-
chological motivation; she appears incapable of doing evil, Further,
Greene's failure to explain psychologically why Rose reacts differently than
Pinkie when both have the same background weakens his deterministic prop
in explaining Pinkie, Though Greene only mentions the word "grace" once in
the novel and that was when Rose told Pinkie she wanted to be in the state
of grace when she married him, and though Greene does not indicate any place
in the novel that Rose has been 8iven grace, the Catholic framework which
provided one pole of the central conflict leaves the concept of grace as the
best and possibly only motivation for Rose's actions. Though grace can
explain Rose's actions in a theological framework, it is most unsatisfactory
in a novel of psychological realism.

In Journey Without Maps, published in 1936, Greene wrote, "I
avoided ideas I didn't like, the idea of eternal life and damnation., But
in Africa one couldn't avoid them any more than one could avoid the super-
natural,"’ Brighton Rock, Greene's first novel published after thie jour-
nal, incorporated both concepts, eternal life and damnation. Both concepts
presuppose an understanding of grace. However, grace posed characterization
problems for Greene which he did not completely resolve. Morton Zabel notes
this situation: "Now that he committed himself equally to the demands of
psychological and moral realism which the novel imposes, he met for the firet
time the test a novelist faces when he joine the human claims of his art with
the theological claims of his faith and grace is bound to become a question~
begging premise on which to rest the arguments of psychic and mworal realism,".0



Grace as the motivating force for Rose's behavior has meaning
for a Catholic and for others who understand the comcept in a theological
context, but Greene in Brighton Rock does not and cannot indicate psyche-
logically how this spiritual force works in Rose. Her total goodness can
be explained only as a state of grace, certainly not a satisfactory motiva-
tion in @ psychological novel., Greenme, then, has most notably failed as
a psychological realist im net explaining Rose's goodness.

1da Arnold, too, does not come across as sufficiently motivated.
1da was wore important in her plot functiom and as a foil to Pinkie than
as a character in her own right. Her motivation sprang from one source--
fun; Creene indicates nothing in her background to make her the pleasure-
seeker that she is.

1da proyides a contrast to Pinkie and Rose; she does not question
anything beyond sucface. life, She told Rose, "I know the difference between
ltlit.-‘ Wrong." (p. 292) . Greene makes it appavent though that lda knows
nothing about the deeper meaning of these words--good and evil, "lda
Arnold has the morality of secular society--easy, kindly, setting little
value on chastity, Her brief encounter with Hale, Pinkie's victim, inspires
her with a desire to avenge the murder, Like a plump, affable Fury, she
hunts Pinkie to his death: justice is served and society is repaired where
a gash had appeared ou its smooth features.”'! True, lda's buxomy body,
friendly manner, loud singing, and "stick-to-it" attitude are overdene.
Colin Wilson said, "Greene takes no trouble to take the reader inside the
character: instead he relies on overcolored djuttm."u This cannot
be truthfully said of all Greene's characters; but with Ida, it is true:
1da has no theological or philosophical committments; therefore, she can
have no psychological depth.



For Greene her kind of pragmatic, private morality seems to lack
depth for psychological motivation, Still the reader cannot but feel dis-
satisfaction with Ida's lack of depth; Ida is shallow. Compared to Pinkie's
intractable Satanism and Rose's almost unbelievable good, Ida comes off
badly. This, however, is exactly what Greene wants the reader to see. Ida,
personifying the amoral code of a secular society, ﬁuda no great conflict
because m life is mt with her environment;" "..»; she is really
playing in a different league from rinki;. never touching or even compre-
hending z‘lu. rq.l. lower d.pthl."u Pinkie sought evil; Rose loved; but Ida
refused to encounter life in depth and wasted lurnl.f in pleasure seeking.

. Though Rose and Ida, then, are inadequate or flawed as real
characters whose motivations are not fully explained psychologically, Pinkie
does come across as credible midor;n; the background from which he came
and the choice of evil he -aM;; made to escape fro- Paradise Piece.
Certainly Greene learned from the mistakes he made in Brighton Rock; hie
insights into psychology, motivation, and d‘auctcitution became more
valid md deeper in the novels after Brighton Rock., Greene worked with
psychological motivation to a c#uidcublo degree in developing the charac-
ter qf Pinkie )rm, and to a lnut‘h;ru with Rose Wilson and Ida Arnold.
The one major eriticism leveled at the cluuctoriutionkin Brighton Rock is
that "good and evil, weakness and strength, are more tml'y‘iin;lod in the
central character of the priest The Power and the Glory, 1940 than they
are in the separate characters of Pinkie and Rnn."“ This remark indicates
a growth in Greene's insights into his characters' motivations. He learned
from the mistakes he ndo writing mr Rock to create a more unified
character in his later novels. Martin Turnell further affirms this: "What

is beyond doubt is that it Brighton Rock not only prepared the way for

The Power and the Glory, but made that novel possible."l3



Conclusion

With m mg publi.hd in 1938, cnh- Goosse .n:.ua on
tho cruti.u o! a ﬂ.cttn vorld tlnc m a new plycholuiul dimion
to hu duuetoro' eou!llcto. m grutn dopth ruultod fto- his inclu-
dtn; "th cnthouc ol.-ut" u :h. !r-uulr. mtu: -Iudl Ptu‘ku lrm
and lou lulun mt work out their ut- style. luud 1n a olu nnd
living in the vulua of tbo mnur mld o! lruhton. thoy eannot
avoid mlutu the ducnpncy bctvnn their uugtm lnucfl and
:bur up«ma. !hit c-chouc uu.u m a nlo of oppoution
onndi.u mlut tho actions ton:d vhuh their mttmt impels th-

nycholonul -otiutum m Ormo'n main mutn in _gm
m Abut cln time of hu vuttng m m. Greene muohod a
short ntory with a «nclulon gimilar to that of the novel., However, in
the short story no real psychological depth is reached because the focus
of attention is the thriller uﬁocc and the thematic concern, not the char-
acter dcnlopﬁn:. Neither the nttiu nor the point of view in the short
story reveal psychological facets of the characters. In Brighton Rock,
the contemporary world of Brighton “is uon against the background of
ctmity."‘ This is the fictive world Greene created with the novel.

Ashamed of his background and fearful that he must spend his
life in Paradise Piece, Pinkie Mo evil as a means of escaping his
birthplace. Thus, he necessarily becomes embroiled in inner conflicts.

Rose chose love as her goal in life; but her love for Pinkie involved her

in the paradoxical position of not willing te do evil yet loving Pinkie
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gso much she would do anything for him, even if it were evil, 1Ida Arnold,
living an amoral life, faced no inmer conflicts because her purpose--always
seeking fun--coincides with her enviromment.

Greene provides Pinkie, as Chapter II indicated, with a realistic,
sordid background which makes his subsequent choice of evil believable. The
inner conflicts nulciu from hu choiu are valid cnough in light of his
environment. m did not -tmiy m in hu cluuctcriuuon of
Rose ud Idl- Rose's u-ihu uvo uuo some psychological uphuuun
to ﬁo it Mblc- and Ida serves more as a foil to Pinkie nnd in a plet
function than as a m.‘ !Ct. though the novel has flaws in charac~
mmuu. mx-u. it merits mtdcutton because it was Greene's
first attempt at psychological realiem using "the Catholic element.” In
cresting his fictive world, Greene set the stage for his later novels in
which he mu better unite the qualities of good and evil to create a more
unified ehn'utor. m Rock provldod Orom with an opportutty for
growth in pﬂychelo;iul insight into -octvati.on.
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