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TR-ANSITION  IN  THE  HOUSE-IMAGERY

         OF  VCTAUGH'S  NOVELS*

Saeko Nagashima

  
"Houses,

 houses, houses," Nigel Dennis exclaims  in his essay  on  Evelyn

Waugh.  As Dennis goes on  to say,  
"large

 country  houses, often  faIling

down  or  badly kept up,"  are  one  of  the recurrent  central  motifs  of  VUaugh's

works,  even  before the  celebrated  house of  Brideshead Revisu'ted (ig4s) (Den-
nis 36). Country houses in VUaugh's fiction are  often  considered  in relation

to his undeniably  snobbish  attitudes,  particularly his admiration  and  sympa-

tihy for the  life of  aristocracy.  Raymond  VUilliams, for ex2mple,  mentions

the  novelist  as  one  of  those writers  who  make  
"consciously

 reactionary

idealisations" of  the  traditional  country-house  inhabitants and  their way  of

life (24g). This remark  may  hold true fbr Bn'deshea4 which  can  indeed be

categorized  as  a  
"country-house"

 novel;  but in his early  novels,  though  the

houses are  certainly  in those works,  they are  not  the  objects  ofidealisation,

rather  they  are  the  objects  of  sharp  irony and  satite.  It seems  that  the  early

VUaugh stresses  modern  disillusionment with  the  large house, rather  than
"reactionary

 idealisation" ofit  Thus we  are  drawn towards  a  question: how

do Waugh's early  houses of  disMusion shift to the  idealised space  of  his

later works?  To  elucidate  the implications of  the  house, I would  like here to

examine  VOXaugh's image of  the  house, as  they  appear  in his novels  from

Decinie and  .Pizil  (ig28) to Bndeshead And  I would  like to  try to make  out  the

roles  and  meanings  of  these houses,

I

  In the  first place, we  may  say  that the  image of  the house in Britain,

particularly 
"the

 decline and  fa11 of  the  country  house," has been "one

 of

the  obsessional  subjects  of  modern  literature from the  late nineteenth  cen-

"
 I should  like to express  my  gratitude to Professor George Hughes  fot his valuable  comments.

                            Ls]
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tury  onwards"  (Kelsall iss).  Country houses were  thought  to be about  to

disappear vcrith drastic social  changes  taking  place and,  in the  twentieth

century,  the thteat  of  World War. In such  a condhion  modern  writers

tended  to  show  ambivalent  feelings towards  the  image  of  great houses in
their  works;  large houses are  sometimes  described as an  emblem  of  the

traditional  order  worth  preserving, but at othet  times they  are  satirized as

anachronistic  remains  of  the  past-  things which  must  disappear as time
passes. Aldous Huxley, fbr instance, shows  the  doom  of  a  declining country
house in aome  Ylrl7bw (ig2i), in describing the  fate of  Gobley Great Park:
"[t]en

 years more  of  the  hard times and  Gobley, with  al1 its peers, will  be
deserted and  decaying. Fifty years and  the  countryside  will  know  the  old

landmarks no  more"  (26i). Another good example  is Elizabeth Bowen,
who  in 7Jbe Last .September  (ig2g) and  in many  short  stories  describes the
much  harder fate of  Big Houses in Ireland. Apart from general modern

changes  in social structure,  these  houses were  considered  as emblems  of

Anglo-Irish rule,  and  conseguently  were  to be violently  broken or  burnt
down  in the  ig2os  and  ig3os･

  There seems  much  in common  between the  works  of  these  writers  and

Waugh, in that all of  them  show  an  equivocal  attitude  towards  large houses.
The  social  and  financial systems  that  supported  traditional houses had al-

ready  become a thing of  the  past by tihe igsos,  and  it was  impossible for
writers  to  turn  tiheir faces away  from  the actual  decline of  those  houses.
One  of  the  central  motifs  of  their works  was  

"a

 literal walking  out  from the

paternal halls" (Dennis 37), and  a  famous phrase in one  of  W.  H. Auden's

poems precisely shows  this characteristic  of  his generation: 
"Harrow

 the
house of  the  dead; look shining  at/New  style of  architecture,  a  change  of

heart" (j[loenes XXX).

  VUaugh, surprisingly,  seems  to  share  Auden's feeling to  some  extent,

particularly in the early  works.  The  houscs in his first two  novels,  Dec17ite and

thrz and  I/7le Bodes (ig3o), have already  been, or  are  in the ptocess of  bejng,
altered;  they no  longer keep the traditional  values  they used  to  h2ve, and
Waugh  cooly  describes them exposed  to merciless  modernisation.  King's
Thursday in Decl:ine and  .Fiza which  

"was

 recognized  as the finest piece of
domestic Tudor in England" (i i6),  is being rebuilt  as 

"something

 clean  and

square"-  
"a

 surprising  cteation  of  ferro-concrete and  aluminium"  (i2o),
designed by a young Bauhaus  architect  Otto Silenus, who  declares that 

"the

only  perfect building must  be the factory, because that is built to house
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machines,  not  men"  (i2o). (I"his is an  obvious  parody of  Le Corbusier,

whose  famous dictum is "La

 maison  est  une  machine  d habiter.") Anchor-

age  House  in t/ore Bodlies, 
"the

 last survivor  of  the  noble  town  houses of

Londen;'  is now  full of  
"vile

 bodies" as  party guests, 
"debouching

 from the

cloak-rooms  like City workers  from the  underground')  (i26).
  In these  descriptions we  may  find the  author's  irony, but there  seerns  to

be comparatively  liule of  the nostalgia  for the  past or  anger  over  the  present
situation  which  we  could  find more  or  less in his later works,  p2rticularly in

Bndesheaal It is rather  
"disillusionment"

 or  a kind of  resigned  acceptance  of

the  decline of  the traditionai house that we  are  to discover in early  VUaugh.

He  shows  us  this disillusionment with  a detached narration,  so  that his early
houses have been described as  

"2ntihouses,"

 
"a

 foolish parody of  the com-

munity  [theyi once  [were] or  sti11 lpretend] to  be" (Giil i3s).

  The  structures  of  thc  tcxts  are  also  related  to  characteristics  ofhouses  as

places of  disMusionment in VVaugh's early  novels.  The  general plot of  those

works  in relation  to their house settings  is that  at  the  beginning the hero

does not  have his own  habitation; as the story  of  his misadventure  is

unfblded  he is given the oppottunity  to gain a homestead  by marriage  to

a woman  who  is or  will  be the  mistress  of  the house; but finaliy he is to

fal1 both to  marry  her and  to  get the  house as  his own  horne. The  houses

in XPeTaugh's novels  often  belong to  women,  though  in the  early  works  the

women  are  far from being kind of  spiritual centre  of  the  house that might

be expected.  Women  give the  heroes the opportunities  to gain a  stable

home  of  their own,  but as  a  consequence  they  make  the  heroes fail to  settle

in a  stable  community.  Margot Beste-Chetwynde in Dedeie and  .FLia is an

archetypal  character  of  this kind: playing the  role  of  tihe owner  (and de-
stroyeD  of  King's Thursday, a  seducer  of  Paul, and  the  mistress of  an

internarional white-slaver  business, she  holds all of  modernity,  tradition  and

sexuality  together  in her hand. As  to her wicked  business, this is directly

linked to the  house. King's Thursday is maintalned  by earnings  from her
"Latin-American

 Entertainment Co, Ltd;' which  actually  is a  notorious

organisation  for intetnational prostitution. Perhaps we  should  not  be sur-

prised by this as  EngUsh country  houses were  often  maintained  by funds

from  the exploitation  of  colonial  estates. The  hcroes of  these  novels,  on  the

other  hand, are  constantly  outsiders  and  even  sometimes  invaders in the

houses, and  they  are  to  be expelled  in the end.

  S)Vhat  is particu12rly noticeable  in these works  is a  frequent change  of
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place. Both Decv7ne and  I Li" and  Tl7le Bodes consist  of  a  series  of  loosely
connected  fragmentary episodes;  between them  there  is usually  little logical
causation,  and  as  the  stories  are  unfolded,  the  characters  are  made  to move

rapidly  from one  scene  to another.  Paul Pennyfeather's misadventures in
DeciZne and  Flall are  a remarkable  example.  Paui is forced to move  from place
to  place; starting  from Oxfbrd, he goes on  to Wales, Hampshire, London,
MarseMes, Blackstone Gaol, Egdon  Heath Panel Settiement, until  at  Iast he
returns  to  Oxfbrd again.

  It might be possible to  explain  this movement  in terrns  of  cinematic
technigue.  The  influence of  cinematic  style  

-
 in particular that  of  cutting

and  montage  
-

 is obvieus  in early  V7augh's narrative.  at should  be added

that  it is typical of  the  ig3o's  generation writers,  like Auden  and  Isherwood,

to take the 
"camera-eye"

 or  
"bird's-eye"

 view  in theit  works.)  Also we  can

make  a  connection  between these moves  and  the  flourishing of  travel  writ-

ing of  the time, as  Waugh  himself was  at the time as well-known  a travel

writer  asa  novelist.  Though  there  appear  so  many  different places in
VVTaugh's early text, however, we  may  get a monotonous  impression from
the  whole  series  of  transitions.  As  Paul finally returns  to  his starting  point
znd  it looks as  if nothing  has happened  through  his misadventures,  no  place
in the  text  essentially  has any  difference from another,  and  this applies

equally  to  the  houses. In L/7le Bodes, Nina takes  an  aeroplane  with  Ginger,
and  the waste-landish  scene  of  

"a
 horizon of  straggling  red  suburb"  she

observes  causes  her nausea  (igg-zoo).
  Thus England  cannot  hold any  traditional  value  in these  early  books of
Waugh, and  it seems  that  Waugh  does not  hesitate to face up  to the social

conditions  of  his time. No  matter  how  frequently the scenes  change

through the  stories,  we  find that  every  space  in the texts is exposed  in two-
dimensional panoramic view, so  that  it keeps us  from putting stress  on  any

particular scene.  At  the same  time, however, as  we  are  to see  in his later
works,  it seems  obvious  that  

"i)QJaugh

 does not  at  all appreciate  social

changes,  nor  try to compromise  with  them. Instead, despite the  fact that
society  is changing  and  old  houses are  disappearing, in his fiction Waugh
will go on  to  reconstruct  them  as imaginative spaces  which  can  surNTive  in
the  modern  world.

  Thcre are,  as we  might  expect,  Iarge differences between X>C"2ugh's early

house images and  the heuses which  appear  in his later fiction. At first sight
the  later idealisation of  the  traditional  house seems  to indicate Waugh's
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conservatism;  but that  may  be too  simple  an  answer  to explain  the full

significance  the image of  the  house is given by Waugh. To  make  clear  the

complexiry  and  significance  of  VCJaugh's idealisation of  the  house, it is nec-

essary  to  have a  close  look at  chatactetistics  of  the  house in A  Handel  of
Dusi (ig34, in which  the  hero, diffbrent from in the early  works,  becomes

the owner  of  the house  as  a  central  setting  of  the novel,  and  consequently

the  house itself becomes foregrounded.

II

  A  Hantipl ofDerst is VeTaugh's fburth novel  and  is the one  which  most  his

critics  put above  all among  the  early  works.  The  general plot of  the  text

spins  frorn commonplace  to  fantasy. It begins and  ends  with  imprisonment

and  boredom: boredom  of  a  wife  in provincial England  shifts  to boredom

of  a husband captured  in Brazil. At the start, after seven  years of  marriage,

the  hero Tony  Last's beautifUl wife Brenda, who  is secretly  called  among

their acquaintances  
"the

 imprisoned princess of  fairy story"  (s7), lives in

their country  house, Hetton  Abbey, and  comes  to have an  affair  with  a

shallow  young man,  John Beaver. Her  bored married  life is in the  country

house; her love affair  is significantly  in a  flat in London  designed byJohn's

mother,  Mrs Beaver. Mrs Beaver is a  modern  interior decorator whose

favorite style of  house decoration is "chromium-plated

 walls  and  natural

sheepskin  rugs"  -  
CC[the]

 unsettling  juxtaposition of  the rnodern  and  primi-
tive" CMcCartney i36).  After their  son  has been killed, Btenda  confesses  her

affair  to  Tony  and  asks  fbr a divorce. At first Tony  consents;  however,

when  he learns that she  wants  him to sell Hetton  to  provide alimony,  he

fitmly rejects  divorce and  sudden!y  goes off  to Brazil to  seek  for afi ancient

City in company  with  an  archaeologist  Dr  Messinger. Then  he gets lost and

is helped in the jungle by the half English Mr  Todd, and  imprisoned in Mr

Todd's hut to read  Dickens aloud to him until  the  end  of  his life. At the

end  of  the  story  we  find a  memorial  to Tony  has been built at  Hetton, part
of  which  is now  used  as a silver-fbx  farm.

  One  remarkable  characteristic  of  the novel  is that house-imagery comes

to play a  much  more  impottant role here than  in the  previous works.  In

conttast  to these early  heroes and  to the early  houses, Tony  is not  an

outsider  nor  invader to Hetton, but its legal owner;  therefore he is inevita-

bly required  to  defend his own  household, which  is his pride and  joy,
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against  various  powers which  try to deprive him of  it. Hetton is so  closely
related  to  Tony's characterisation  that the readers  are  invited to look on  the

house as a place internalized by hirn.

  From  the  beginning, however, we  can  find some  irony in the  description
of  Hetton, We  read  that, according  to  the  county  Guide Book, Hetton  

"was

formerly one  of  the  notable  houses of  the country,"  but "entirely
 rebuilt  in

i864  in the  Gothic  style and  is now  devoid of  interest" (i4). Wzugh  illus-
trates the  house through  Tony's own  account.

...there  was  not  a g]azed brick or  encaustic  tile that was  not  dear to
Tony's heart. In sorne  ways,  he knew, it was  not  convenient  to run; but
what  big house was?  It was  not  altogether  amenable  to modern  ideas of
comfort;  he had many  smal1  improvements in mind,...But  the  general
aspect  and  atmosphere  of  the  place...with which  he had gtown  up

were  a source  of  constant  delight and  exultation  to  Tony;  things of

tender  memor}T  and  proud possession. (i4-s)

Even  Tony  is aw2re  that  the house is not  suitable  for modetn  life; but he
apparently  rejects  the  

"modern

 idea of  comfbrt"  itselg fbr the  house evokes
fbr him 

"tender

 memory  and  proud possession" -  the  symbolic  feelings of

English romanticism.  Based on  this anachronism,  however, he at the  same

time  believes that the  time wijl  come  when  opinion  will  reinstate  Hetton in
"its

 proper place" (is).
  At  first Hetton seems  to  be introduced as  a  symbol  of  declining tradition
which  is worth  defending, 

"both

 the  embodiment  ofbeauty  and  the reposi-

tory of  tradition and  faith" (Howarth g4. Indeed  Hetton is juxtaposed with

the  tiny maisonette  in London,  in which  Brenda  has her affair with John
Beaver. In contrast  with the  classical  building of  Hetton, the flat is "some-

where  to  dress and  telephone"  (42), one  room  which  has a  large built-in
wardrobe  with electric  Eght inside and  space  for bed, with  a bath-room with
limitless hot water  and  everyday  transatlantic  refinement;  this is, according
to Mrs Beaver, exactly  what  people want  and  will  fi11 a long-felt need.

Hetton on  the  other  hand represents,  like E. M.  Forster's Howards  End,
"the

 traditional  order  of  landed England," as  opposed  to 
"the

 shallow,

anarchic  world  of  fashionable London"  (Gill is7-8).

  But we  have to be carefu1  not  to identify Hetton  too  hastily as  an  em-

blem of  tradition.  The  narrative  presents it in such  a way  only  as  fbcussed
by Tony's understanding.  He  concentrates  on  his fantasy of  his house so
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much  that  he cannot  realise  that  he has lost touch  with  realities,  nor  that  his

wife  is bored with  their life. As  we  have observed,  Hetton has already  been
rebuilt  as  2 sham  Gothic building, and  Tony's imagination committed  to
"the

 Victorian values"  represented  by the  house -  
"the

 picturesque medi-

evalism  of  Rossetti and  Tennyson and  the  melodrama  of  Dickens," at last

leads him to his imprisonment  in Todd's  hut (SJQ'asson i34.  It is Tony  who

has named  the bedrooms of  Hetton after  the knights and  ladies of  the
Arthurian Iegend, and  in consequence  makes  the  house a  parody of  ancient

Camelot. Crhe name  of  Brenda's bedroom  
"Guinevere"

 suggests  Tony's
fate as  a cuckold  from the  beginning.) VUhen  he is told  of  Brenda's hope  of

seMng  Hetton, the  narr2tor  commefits  that  
C`[aj

 whole  Gothic world  had
come  to grief. . . there  was  now  no  armour  glittering through  the  fbrest

glades, no  embroidered  feet on  the  green sward;  the cream  and  dappled
unicorns  are  fled..." (edipsis by X)Uaugh) (isi). In reading  this passage we
must  recognise  that, in spite  of  the  narrator's  sympathetic  tone  towards

Tony's disillusionment, there  undeniably  exisits  a sharp  irony about  Tony's

childish  imagination of  the Gothic world.

  Tony's enthusiasm  for Hetton  is, from  Brenda's point of  view,  just
"madly

 feudal" (3g); she  loathes the  house  and  firmly rejects  her husband's
infantile fancy. She is seerningly  a  typical shallow  and  faithless wife  who

betrays het husband and  ruins  his life; but at the  same  time her character
shows  us  a possibility of  becoming a modetn  heroine who  cannot  be con-
tent  with  her conventional  life and  seeks  a new  life of  her own.  VUe should
not  be too  much  surprised  when  we  find that Gill compares  this novel

to D. H. Lawrence's Lzady diaderieyb Lover (ig28). This seemingly  fancifu1,
but indeed persuasive comparison  is helpful to make  out  some  of  the

characterisation  of  Brenda. Gill explains  that  from  one  point of  view  A

Han`pml ofDftst might  be taken  as  a  parody of  Lawrence: in both novels  
"a

country  gentleman preoccupied with  his ancestral  home  is married  to a

woman  who,  bored  with  his house  and  his company,  betrays him  with a

man  not  a member  of  their own  class  but a  stranger,  an  outsider"  (is6).
This observation  reveals  a  possibility that Tony  could  be reduced  to a  bore
like Clifford Chatterley, while  Brenda could  be exalted  to a  much  more

powerfu1 heroine iike Lady Chatterley. Djfferent from mythical  Margot jn
DetVliite and  Iburz or  apathetic  Nina  in L!SZe Bodes Brenda  could  have been the
first life-sized heroine in XSQiaugh's novels  we  can  sympathise  with.

  In the  text, however, she  is given only  the  role  of  a  common  villainess.
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There is a  lirnitation she  could  never  be brought into focus, for the  whole

narration  of  the  text  and  its narrative  focus is inseparable from Tony's
imagination. In the  latter half of  the novel,  as the settings  change  from
England  to Brazil, the narrative  spins  to fantasy. VUith the  emergence  of  the

fantastic, it seems  that the focus also  moves  from the  house to the foreign
world.  As Tony  moves  to a  distance from the  actual  house, the  image of  the

house as  an  ideal place becomes emphasised  within  his imagination.

  A  remarkable  difference between Waugh's first two  nevels  and  A  Hana

fal ofDast is the existence  of  unfamiliar,  foreign places in the later novel.  In
.EYade swsthZsf(ig32) also,  the novel  published just before A  Hant277tl ofDas4
the  setting  of  the  story  moves  abroad  to  distant country.  These distant

places can  be regarded  as  a  transformation  of  the places VCTaugh actually

travelled; after  the publication of  J/Zle Bodes he had 
"no

 fixed home  and  no

possessions;' and  continuously  travelled  both in Britain and  abroad-

 chiefiy  in tihe Near  East, Africa and  tropical  America (see Preface to JIFJben
the Gbifrg was  ( bod). He  aimed  to  write  travel books, like other  writers  of

the  thinies,  
"as

 attempts  at supplementing  the  poet's or  novelist's  less than

good income"  (Cunningham 34g-so)･

  In spite  of  the  fiourishing of  travel  writing  in tihis period, VUaugh's travels
werc  by no  rneans  

"adventures"
 and  what  Waugh  found in his travel was

not  truly  foreign nor  exotically  unfam-ar  any  more.  The  title of  his first
travel  book, Lahets (ig3o), is chosen  

"for

 the  reason  that al1 the  places foe]
visited  on  [thaq trip are  already  fu11y labelled" (i 3). As travelling  abroad  had
become  easier  and  safet  in the  twentieth  century,  so  there  seemed  to be less
and  less room  for what  we  call  adventure.  Instead, VUaugh found every-
where  in the  world  just the  

"bogus"
 way  of  life he was  already  accustomed

to in Britain. The  imaginatry fbreign empire  in Blade swmbiefis 
"a

 looking
distortion of  liEngland]" (Heath g2), and  Waugh's representation  of  foreign
countries  is always inseparably connected  to that  of  Britain. Thus we  can

add  a  new  perspectivc in considering  the houses in Waugh  by comparing
them  to remote  piaces, in that  both of  them  zre  

"borderlands

 of  confiicting

cultures  and  states ofdevelopment,  where  ideas, uprooted  from their tradi-
tions, become oddly  changed  in tr2nsplantanion"  (IVinety-lvo Days io-i).

Foteigri places are  always  presented as  counterparts  of  England, and  only

for this reason  are  they  of  significance  in Waugh's texts.

  In A  Hdin`ipl ofDas4 Hetton, Brenda's flat in London,  and  Mr  Todd's
hut in Brazil all  range  themselves  as  egually  barbaric places; each  of  these
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three  settings  is analogically  related  to the  others,  and  Hetton is situated  at

the centre.  Tony  makes  up  his mind  to go with Dr  Messinger because tihe
City they are  searching  for is in his mind  

"Gothic
 in character,  ...a  trans-

figured Hetton" (i6o), though  at last it turns  out  to be Mr  Todd's prison-
like hut. Also the scene  of  Tony's desparate quest in the jungle is juxta-
posed with  Brenda's isolation in London  by using  montage  technique:  in
the jungle Tony  imagines a  dinner party in London  with  Brenda, and  imme-
diately the  scene  is switched  around  with  the  scene  of  an  actual  patty at

Anchorage House,  where  Brenda  and  Jock are  dancing together  and  talking

2bout  Tony. While Tony  is lying alone in the darkness of  the jungle and

crying,  in London  Brenda is also  breaking down  in an  agony  of  resentment

2nd  selflpity  at her miserable circumstances.  At last, in Tony's hallucination
caused  by a fever, Brenda  and  his acquaintances  in London  appear  in Brazil;
England and  Brazil are  merged  with  each  other.  Tony  sees  the  mirage  of  the

City and  it is also  a  likeness of  Hetton.

At  last he came  into open.  The  gates were  beforc him and  trumpets  were

sounding  along  the  walls,  saluting  his arrival;  . . . petals of  almond  and

apple  blossom were  in the air;  they  carpeted  the way,  as,  after  a  summer

storm,  they  lay in the  orch2rds  at Hetton. (2o3)

In this novel,  instead of  being a  realistic  setting,  the  house  becomes a

symbol  of  the  chaotic  disorder of  the  modern  world.  The ending  of  the

novel  may  remind  us  ofJoseph  Conrad's Heart ofDadeness (igo2); Tony's
imprisonment can  be read  as a  parody of  Conrad. In Hieart of Darkness,
returning  from his nightmarish  search  for Mr  Kurtz in Belgian Congo,
Marlow  visits  the  house of  Kurtz's intended and  finds that the  false calm-

ness  which  he cannot  break is filled in the  house. In contrast,  Tony has to
be excluded  from his dream house, and  trying  to  seek  for a  refuge  outside,

he finds genuine 
"horror"

 in Mr  Todd's hut. His ideal only  exists in his
childish  imagination, so  that  he is never  allowed to  find any  ideal place in
reality.  VCJaugh seems  sympathetic  to  Tony's ideal to some  extent,  but he
obviously  realises  that  Tony's struggle  must  result  in failute. 

"The'

 country

house  tradition  is good if it has actuality"  (Heath io2),  and  it is the  actuality

that Tony  cannot  gain after  all.

  In this novel,  however, the house is not  totally destroyed at the end.  In

spite  of  Brenda's brothet's aillrmation  that  
"fo]ig

 houses are  a thing of  the

past in England" (i4g), Hetton remains  as  Hetton -  though part of  the
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estate  is changed  to a silver fbx farm; its new  owner  Teddy  hopes, by means

of  the earnings  from the silver-fox  business, 
"one

 day to  restore  Hetton  to

the glory that it had enjoyed  in the days ofhis  cousin  TonY'  (22i). In spite

of  the obvious  irony in the  passage, still a  kind of  strength  that  originates

from internalisation remains  in the  house. Tonv  has to  be exiled  from the                                        J

house because of  his undying  infantile illusion; but without  his idealisation,
the  house  itself would  be ruined  at  once.  After this novel  the  house in

VUaugh gradually changes  to a shelter  from reality,  as  we  shall  cleatly  find in

Bitidleshead

                               III

  Under  the  threat  of  war,  VV'augh's works  in thc  ig4os  became more  and

rnore  serious  in contrast  witli  the  previous comedies,  and  the  change  comes

to the  surface  in Bndesheaal The  novel,  told  in the  first-person narrative  as  a

reminiscence  of  the  narrator-character  Charles Ryder, is strikingly  serious

and  religious.  Though  I do not  want  to go into the  intricate problem of

X5CJaugh's conversion  to  Catholicism here, the  house image  in the  text  also

s¢ ems  to refiect  this change.  In this text, Brideshead Castle becomes a  kind
of  spititual  centre  which  stands  against  the  desolated modern  world  without
irony. Waugh  wrote  in igsg,  in the  preface to the  revised  edition  of  the

novel  as  follows:

It was  impossible to foresee, in the spting  of  ig44,  the  present cult  of  the

English country  house. It seemed  then  that the  ancestral  seats  which

were  our  chief  national  attistic achievement  were  doomed  to decay and
spoiliation  like the  monasteries  in the  sixteenth  century.  So I plled it on
rather,  with  passionate sincerity.  (7)

This comment  may  remind  us  of  Charles's characterisation  as  an  architec-

tural painter, who  is called  in all  over  the  country  to  make  portraits of

houses that  are  soon  to be deserted or  debased. VVith the  potent of  com-

plete destruction, the  great houses, which  seemed  to be in the  process of

collapse,  came  to  regain  their  traditional value  in fiction.

  It cannot  be denied, therefore, that in the  novel  the  big house becomes

an  idealisation of  the past against  its present decline. But  
iJCraugh's

 way  of

ideallsation is not  so  straightforward  as it seems;  by employing  the  first-

person narrator  as  a  narrativc  device, Waugh  makes  this tcxt a  Proustian
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story  ofpefsonal  reminiscence,  so  that we  look at everything  in it threugh
the  narrator's  internalized point of  view.  On  one  hand, because of  this nar-

rative  technique,  the  distance between the  reader  and  the fictional world

seem  to vanish.  On  the other  hand, however, as  it is a limited viewpoint,
there  remains  some  doubt whether  we  may  take  the  whole  story  at a  face
value.  As we  observed,  Hetton  was  idealised only  within  Tony's under-

standing;  does idealisation of  Brideshead Castle also  exist  only  within

Charles's understanding,  or  is it possible to consider  the house  functioning
as  a  truly ideal space  for the first time in VCiaugh's fiction? In order  to fully
understand  the  meaning  of  Brideshead Castle, I would  like to focus on  two

separate  features: first the  material  beauty of  the  house in relation  to

Charles's paintings; next  the  nursery  room  and  the  chapel,  which  represent

the  spiritual  sisrnificance  of  the  house.

  Located in a  secluded  valley,  from the  beginning the  house appeats  like a
shelter  from reality.  It looks like a  secret  Arczdia; while  Chzrles first stay
there  with  Sebastian, it makes  him  believe himself "very  near  heaven" (77).
But  actually  it is never  heaven itselC but a  limbo, where  people are  not

allowed  to stay  eternally.  The  house seemingly  tepresents  an  almost  com-

plete architectural  beauty, and  as  Charles exclaims,  it is "an
 aesthetic  educa-

tion" to  live in it. VUhat should  be noted  here is, however,  that  Chatles, who
receives  

"an
 aesthetic  education"  in the  house and  later becomes an  archi-

tectural  painter, is referred  to  in Waugh's letter to  Nancy  Mitford as  
"dim"

and  
"a

 bad painter" (Lettets ig8).  Employing first-person narration,  Waugh

creates  his narrator-character  as  an  artist  like himselg but does not  make

him a first-rate one;  and  this may  suggest  th2t  VQfaugh czrefully  puts some

distance between his narrator-persona  and  himself. Charles is, more  ot  less

like his creator,  a  faithful recorder  of  the vanishing  old  houses; but in fact
his painting has "nothing

 to recommend  it except  fois] growing technical
skil1, enthusiasm  for [his] subiect,  and  independence of  popular notion"

(2i6).
  Anthony Blanche, his affected  friend in Oxford and  a  cosmopolitan

aesthete,  severely  criticises  Charles's Latin American paintings as  too
"charming

 
"
 and  too  

"English":
 from this connoisseur's  point of  view,  his

paintings are  
"a

 very  naughty  and  very  successful  practical joke," 
"simple,

creamy  English charm,  piaying tigers" (z6o). This criticism  may  hold true

also for the  material  beauty of  Brideshead. It is merely  a secular  beauty

related  to  romantic  nostalgia;  therefbre it cannot  attain  completion  by itself
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While  on  his first stay  in Brideshead, Chatles paints in one  of  the Rococo

panels on  the  walls  of  the  oflice  a 
"romantic"

 landscape "without
 figures, a

summer  scene  of  white  cloud  and  blue distances, with  an  ivy-clad min  in

the  foreground, rocks  and  waterfall  affording  a  rugged  introduction to  the

receding  pzrkland behind" (8o). This is a  
"charming"

 work,  but at  the same

time it anticipates  the  ruined  Brideshead he is to see  later. Beauty or  charm

is not  sufEicient  to prevent the house from declining, nor  to be of  great
importance in itsel£

  This is more  striking  for us  because we  become  aware  of  the spiritual
sighficance  of  Brideshead. It seems  that  there  are  two  separatc  kinds of

idealisation of  the  house in thc text: first, the  house as  an  imaginative space

of  nursery  dreams, a  symbol  of  lost innocence and  youth; second,  the  house
as  a sanctuary,  a  holy place in the  modern  waste  land; and  these  two  do not

seem  to  be in accord  with  each  other  as might be expected.

  In the  first place, Brideshead is a  dream house of  childhood.  This
characterisation  of  the house is telated  to  the  story  ofSebastian  Flyte, rather

than  to that  of  Charles. Sebastian, the younger son  of  the  Marchmain  family
and  a  close  friend of  Charles in Oxford, is a  successor  ofTony  Last, in that
both of  them  are  captured  within  their infantile imagination. Just as  Tony
"madly"

 loves his house, Sebastian `fis

 in love with  his own  childhood"

(ioo). VUe have already  observed  Waugh's irony about  immature fantasy in
A  HantZlr2tl ofDast in describing the result  of  Tony's childish  persistence in
his Gotihic house: Sebastian's fejection  ofbeing  grown-up as well  

"make[s]

him very  unhappy"  (ioo). Tony  is to be imprisoned in the hut of  Mr. Todd;
while  Sebastian becomes a  drunkard and  runs  away  from his family to

Motocco.

  It is Sebastian who  takes Charles to Brideshead. When  Sebastian comes
to  the  house, he always  visits  the nurseries,  where  

"the

 souvenirs  of  many

holidays" in his childhood  are  kept, to meet  his nanny.  Guided by this

immature Sebasdan, Charles as well  comes  to  feel Brideshead as  a  refuge

from the dismal world  of  grown-ups. While they  stay  together  there,

Brideshead becomes the  
"enchanted

 palace" where  Nanny  Hawkins  calls

them  
"a

 pair of  children  two  of  you"  (78). Like Hetton, Brideshead is also
a house which  evokes  infantile illusion; if captured  in it, one  is to  fbllow

Tony's fate. Thus Sebasdan and  Charles are  not  allowed  to stay  there;

Sebastian runs  away,  while  Charles is made  to  leave, feeling that  he is
"leaving

 part of  [himseiq behind" (i63). In Waugh's works,  though  there  is
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undeniable  idealisation of  the dream house of  childhood,  we  cannot  over-

look, at the same  time, how  it is not  allowed to  survive  in reality.

  On  the other  hand, it can  be said  that  Brideshead also represents  the

Roman  Catholic Church, and  in this respect  Lady  Marchmain  takes  a  sig-

nificant role. She is a domineering woman,  not  completely  dissimilzr from
those  femmes fatales like Matgot or  other  female figures in Waugh; she

"has
 destroyed" Lord  Marchmain, damages the  friendship between Sebas-

tian and  Charles, and  makes  Sebastian run  away.  In contrast  with other

women  in Waugh, however, she  at  the  same  time undertakes  the  presenta-
tion of  the  religious  spirit  of  the  house in the  text, She is a  member  of  the

class  of  C2tholic squires  of  England, and  bord  Matchmain  became Catholic
when  they  got married.  As VCJaugh wrote  in a  letter to  Nancy  Mitford, he
is not  on  Lady  Matchmain's  side,  

"but

 God  is,...and the  book is about

God"  (Leders ig6)･

  She is typical  of  those  female figures of  the  early  twentieth  century  novel

who  take  on  the  role  of  the  spiritual centre  of  the household  like Mts
Ramsey  in 7b the L41hcboase or  Mrs  Gould in .gVostTvneo.  She may  be com-

pared especially  to  Mrs Wilcox in Hbuarzls Ena  both women  are  the mis-
tresses  of  their beloved houses, both die in the  midst  of  the  stories,  and

their inHuences remain  in the texts as significant  forces. Lady Marchmain
has "brought

 back" her husband and  his family "to

 the faith of  their ances-

tors"  (2iz); the  chapel  of  Brideshead is Lord Marchmain's wedding  gift to

her. Once, after  her death, the  chapel  is closed  and  her inAuence seems  to

cease:  
"..,

 suddenly,  there  wasn't  any  chapel  there  any  more,  just an  oddly

decorated room"  (2iz).Just as  the Wilcox  family once  try to  ignore the  wM

of  Mrs  VVilcox, the  Marchmain  family try to  wipe  Lady  Marchmain's  spell

from the house. Perhaps she  is not  severe  enough,  as Heath suggests,  to

make  the house into a representation  of  the Catholic church  all by herself

(i66-7). But her faith does remain  after  her death, and  it finally makes  the

house different from Waugh's previous houses. In the  epilogue  we  see  the

flame burning in her chapel  again;  there  we  can  recognise  a  spiritualiry  that

the house-imagery finally attains.

  VCihat should  be noted  here is, however, though  she  is a  spiritual  centre

of  the  house, this does not  mean  that  she  succeeds  in creating  a  house with

happy family. On  the contrary,  she  leads her family into an  unhappy  life

from a  wotldly  point of  view.  She creates  the  house as  an  exclusive  holy

place -  a  sanctuary  in the  modern  waste  land where  worldly  happiness is
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not  allowed  to intrude. At  the very  end  of  the  novel,  in "revisiting"

Brideshead, Charles finds that  Brideshead has become a  camp  fbr army,  but

Lady  Marchmain's chapel  shows  
"no

 ill-effects ofits  long neglect";  the art-

nouveau  lamp is burning before the aitar, the  flame burning anew  among

the  old  stones  and  it relieves  him from despair (33o-i). It is no  longer a

place where  otdinary  life is led; inside the  sanctuary  the  stories  of  the

Marchmain famiiy merely  become  a  
"fierce

 little human  tragedy" (33i). It
scems  that  the  destruction of  the  house  and  the  family turns  out  to  be
necessary  conditions  of  making  what  is truly worth  preserving. In spite  of

the  apparent  nostaigia  and  romanticism  that  fill Brideshead, in this book
VUaugh  rejects  any  compromise  with realities,  so  that the  house as an  imagi-
native  holy place, from which  even  heroes are  excluded,  and  which  is

premised on  the  loss of  other  secular  values,  can  outlive  all other  scenes  as

an  ideal space.

  We  may  conclude,  then,  by suggesting  that starting  from "disMusion-

ment"  with houses which  are  suffering  merciless  modernisation,  the  house
in Waugh  finally comes  to get a double idealisation in Bn'duheaa The  house

becomes fbr him the illusional place of  childhood  dreams, and  also  a  sanc-

tuary  against  the  secular  world.  We  can  affirm  that  VUaugh's house-imagery

attains a certain  complenion  in this novel.

  Even this house-as-a-sanctuary image, however, is not  his final answer
in the transition  of  his house-imagery. By  employing  a 

C`homeless,

 childless,

middle-aged  loveless" man  as  a narrator-observer,  VUaugh makes  it possible
to  describe the  house without  any  compromise  with  realities  in Bndesheaa
As VUaugh  himself declares in the preface, however, the English country
houses were  actually  

"not"
 doomed  to decay as  he had  once  anticipated.

VUe may  wonder  then,  if the  house has come  to symbolise  
"the

 authcntic

teligious  and  social  conditions  of  England"  (Gill 2i2),  and  if it can  be
expected  to survive  not  only  as  a  closed  sanctuary,  but also  as  an  actual

family household, whether  there  can  be someone  who  wM  keep it and  hand
it over  to a  new  inheritot.

  This is the  problem which  will  shape  XX'augh's final images of  houses in
the  .Simord ofHonour trilogy. As we  have seen,  however, houses are  not  static

in XJC"augh's
 work.  The  image of  the  house is subtle,  interesting and  goes

through  an  impottant process of  transition.

The University of  Tokyo  Received Septembet g, igg7
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