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Activity 1 – Brighton Rock: Evaluating Ida’s role as detective
· Make a bullet-pointed list of all the features we expect of a detective: how we expect them to behave, what we expect them to do in the process of investigating the crime, the reader’s attitude toward them, etc.
· Add to this by doing some research into well-known fictional detectives, such as Sherlock Holmes, Hercule Poirot and Auguste Dupin.
· In what ways does Ida fulfil the traditional role of detective in crime fiction? In what ways does she subvert this?
· Now read the article ‘Ida Arnold and the detective story’ by Brian Diemart. Can you add any further points on how Ida fulfils/subverts our expectations of a detective?

Activity 2 – Brighton Rock: Focusing on the metaphysical
Although there are various shifts in point of view, the main perspective is that of Pinkie Brown. He is a religious gang-leader, who fights against secular enemies. His behaviour is shaped by his Roman Catholic concepts of good and evil, of damnation and salvation.
· How significant is Pinkie’s religion in understanding the novel as a crime text? Do you need to understand a little about the central concepts of the religion, or can it be viewed simply as good vs. evil, or right vs. wrong?
· Read the article “Brighton Rock: what is it about?” What does this add to your understanding of Greene’s intentions? Is he evaluating/criticising the Roman Catholic church and their beliefs, or is this a more general exploration of the concept of beliefs and morality?

Activity 3 – Brighton Rock: Nietzsche and the übermensch 
Philosopher Nietzsche, in his 1883 work ‘Thus Spoke Zarathustra’, hypothesised the eventual evolution of man as resulting in an übermensch, translated as ‘overman’, whom would possess the capability to craft his own morality to replace the one dictated by morally omnipotent institutions such as the Church.
· Apply Nietzsche’s concept to Brighton Rock, looking particularly at Pinkie and Ida. 

Activity 4 – Brighton Rock: ‘opiate of the masses’
As you may remember, Marx described religion as the ‘opiate of the masses’ in his seminal writings. To what extent is this view present in Brighton Rock? Conversely, do your opinions agree with Orwell’s reading of this text as ‘papist propaganda’?

Activity 5 – Brighton Rock: antimodernism?
Read the article Paper Thin Modernity: Graham Greene’s Brighton Rock. Firstly, summarise the article and then write your response to the ideas presented in it.
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Week 2: Brighton Rock: what is it about?
At one level, this novel is a simple, if elegant, thriller: Ida Arnold, an unlikely heroine, pursues the evil but failed gangster Pinkie Brown; she seeks his punishment, while trying to save from his influence the young woman, Rose, whom Pinkie has married to buy her silence. In these terms, with vivid but usually straightforward characters and well-drawn locations, and the shocking conclusion (the reader is aware of Rose's imminent discovery of Pinkie's hatred) the novel shows why it achieved great popularity, and why it was successfully adapted for the cinema. Unlike some classic works, it obeys the convention of popular fiction, that there should be a well-paced and exciting story; "suspense" is also provided by the reader's concern for the perhaps doomed Rose. But why is the novel also considered to be serious fiction, or a "modern classic"? This is a little less obvious, but we can find reasons for this opinion, if we look.
Like many writers from earlier times, Greene is deeply interested in what could be called metaphysical questions: about the real nature and purpose of this world, about the nature or existence, even, of God; about man's freedom, by his own efforts, to alter his circumstances - or lack of this freedom. In order to address these arguments, Greene depicts characters who are not at all complex, but who hold, profoundly in the case of Pinkie, radically differing views on these matters.
Dallow, like Ida, sees only the immediate material world before him, as do the punters who see Brighton's jolly facade and gaiety, but not the squalor behind this. Pinkie, though, believes also in a world of unseen but eternal spiritual realities. Initially, he believes these to await him after death, and he aspires to better his status in this world; but he comes, gradually, to see what Prewitt, his bent lawyer, articulates for him, that "this (this world, generally; for Pinkie, Brighton) is hell, nor are we out of it". Brighton in its two aspects (the Palace Pier or Paradise Piece) becomes a metaphor for heaven and hell, while the novel begs the question: does Pinkie have a morbid and deluded imagination, or is he right in his view of the world? Ida is a likeable heroine, but Greene does not at all endorse her matter-of-fact view of the world.
In Brighton Rock, Greene shows the continuing importance of religious belief. In Hale's funeral service and Ida's superstitious dabblings in the "spirit world" he ridicules the then fashionable compromise between religious faith and so-called "rationalism". Pinkie's rebuke to Dallow's "I don't believe in what my eyes don't see" ("They don't see much then"; p. 212 ) could reasonably be read as the author's gibe against the blindness, to eternal realities, of the modern materialist outlook. These ideas will be discussed more fully later.
[bookmark: 3]Pinkie accepts the Roman Catholic teaching about heaven and hell, but in a rather perverted way. There may be heaven though he can form no idea of it; but he has a vivid idea of hell: "Of course there's Hell. Flames and damnation." (p. 52) Initially, Pinkie believes that hell awaits him after death, and there is no point in troubling about it beforehand: "Hell - it's just there. You don't need to think of it - not before you die" (p. 91) But his remark to Rose immediately prior to this ("I don't take any stock in religion") is not convincing. It is probably true, however, at this point, that Pinkie believes he can use his position as Kite's successor to gain status and influence, though it is not clear to the reader how he can achieve these, as Pinkie lacks imagination; his refusal to meet Colleoni's terms seems foolish. What Pinkie wants immediately is to obliterate his past in Paradise Piece, with the knowledge of his parents' sexual habits, and to escape from the room at Frank's, where strategic planning is made impossible by the interruptions of the other gang members and Judy. An idea of controlling the race track, resisting Colleoni and doing what he needs to, in order to silence Rose is Pinkie's vision of worldly success. The reader notes, first that the celibate, ascetic Pinkie is unfitted to enjoy the fruits of this success, other than the prestige it might bring; second, that Ida, effortlessly, achieves what is denied Pinkie: he is refused a room at the hotel on his wedding-night, while Ida uses the "unlucky" Hale's tip to pay her way in Brighton, and her charm to hitch a lift to the races in a luxury sports car.
What Pinkie comes to realize about his original view of things is that it is mistaken, and that hell is all around us. In trying to silence Rose, he finds himself committing a sin more serious than murder (the corruption of an immortal soul). He also sees how the squalid domestic routines and the sexual relations he has hitherto sought to escape have now trapped him; the only way out is to arrange Rose's death. Pinkie sees this most vividly when he takes his bride back to Frank's place:
Now it was as if he was damned already and there was nothing more to fear ever again. The ugly bell chattered, the long wire humming in the hall, and the bare globe burnt above the bed - the girl, the washstand, the sooty window, the blank shape of a chimney, a voice whispered, " I love you, Pinkie". This was hell then; it wasn't anything to worry about; it was just his own familiar room. (p. 182)
Later, when he visits Prewitt (Part Seven, Ch. 3), this is articulated most clearly. Pinkie's fear of settled domesticity is alarmingly embodied in Prewitt's household. Prewitt is successful enough (or has been) to own a house and to employ a servant. But his house is near the railway line, "shaken by shunting engines" while soot settles "continuously on the glass and brass plate". The party wall is so thin, there is non-stop noise from the neighbour's radio. The wife in the basement and the girl with "grey underground skin" suggest the hell just beneath this world. Prewitt tells Pinkie that the Boy's danger of conviction is to be preferred to his own living death: "The worst that can happen to you is you'll hang. But I can rot". Finally, Prewitt tells Pinkie of Mephistopheles' words to Faustus: "Why, this is Hell, nor are we out of it" repeating the phrase soon afterwards. Pinkie would not be familiar with Marlowe's play, but the quotation expresses an idea to which his own thoughts have been tending.
The reader sees that Pinkie is like Faustus: he has tried to make a deal, accepting his own damnation, in return for some advantage in this world. Like Faustus, he finds that the worldly gain is illusory and unsatisfying. We see further how Pinkie becomes aware more and more of a loss of control. When he confronts Hale, he is utterly confident he can kill him with impunity. Early in the novel (p. 7) Greene likens Pinkie to a hunter "before the kill". As he is drawn into closer relations with Rose, Pinkie sees how his scope for action is lessened. This becomes explicit when he visits Prewitt: "More than ever yet he had the sense that he was being driven further and deeper than he'd ever meant to go": he is now the hunted.
This idea is central to the novel's conclusion: although Pinkie is fairly sure of his own damnation, he believes (in theory) that a Catholic can be saved if he repents before death, an idea he thinks of repeatedly in terms of the rhyme about the "stirrup" and the "ground". When he fears he may be about to die, after the attack on the race-course, he finds that this does not work, that his whole attention is given to trying to stay alive. But Greene is careful not to exclude the possibility of forgiveness for Pinkie. Driving with Rose to the country, to arrange her "suicide", Pinkie thinks of himself as pre-destined, unfairly, for damnation, because of the experiences of which "his cells were formed". He is stirred by "an awful resentment", and wonders why he should not "have had his chance, like all the rest, seen his glimpse of heaven, if it was only a crack between the Brighton walls". (p. 228) But as he looks back on his brief courtship of Rose, Pinkie has his chance. He discovers, to his surprise, that he remembers it "without repulsion" and the (slight) possibility of affection for Rose occurs to him; "somewhere, like a beggar outside a shuttered house, tenderness stirred, but he was bound in a habit of hate".
The image is repeated (p. 237) as Pinkie feels almost protective of Rose in response to the boasting of the upper-class men in the bar: "Tenderness came up to the very window and looked in". The chance of repentance, twice refused, comes most vividly, the third and final time; as he drives away from the bar, Pinkie is aware of "an enormous emotion", likened to "something trying to get in; the pressure of gigantic wings against the glass. Dona nobis pacem...If the glass broke, if the beast - whatever it was - got in, God knows what it would do." (p. 239) The colloquial "God knows" here clearly has a serious literal meaning. Pinkie is aware of what is happening, this is the "crack" opening in Brighton's walls, but when it comes, he resists it.
Having declined the threefold offer of mercy, Pinkie cannot escape the divine judgement. His death is presented very much as the action of supernatural punishment: "it was as if the flames had literally got him" (the burning of the vitriol anticipating and becoming a metaphor for the hell-fire which Pinkie is about to meet). When he goes over the cliff no sound is heard: "it was as if he'd been withdrawn suddenly by a hand out of any existence - past or present, whipped away into zero - nothing". (p. 243) The "hand" is a conventional anthropomorphism for the action of God, while the reference to time indicates how Pinkie's hell, as Prewitt correctly divines, begins before his death.
In the depiction of Pinkie, Greene addresses many of the paradoxes of Roman Catholic doctrine. Pinkie seems to be doomed - both by his environment and by his temperament - to hell, and yet he is held accountable for his actions. His lack of imagination (of others' sufferings) and inability to value those for whom he has no affection (and he has affection for nobody) explain, but in Greene's eyes neither justify nor excuse, his crimes. He has the possibility of mercy but declines it. The reader is satisfied (with Ida) that justice has been done (though we understand it, as Ida does not, in the context of eternal damnation).
Ida, like Dallow, believes in what she sees. She is superstitious, being quite ready to believe in a spirit world, but not seeing, as Pinkie does, the vivid reality of hell-fire. "She believed in ghosts, but you couldn't call that thin transparent existence life eternal". (p. 36) This is contrasted with Ida's hedonistic ideas about life, as a series of tangible material pleasures to be enjoyed without self-reproach: "She took life with a deadly seriousness". (p. 36) Ida has no belief in heaven or hell: "That's just religion...Believe me, it's the world we got to deal with". (p. 198) "Fred" has been deprived of life and Rose's life may be in danger; Ida, with her overwhelming sense of "right and wrong", of fair play, casts herself in the rôle of avenger.
Greene explains Ida's popularity in terms of her understanding of ordinary people; her physical presence, her joie de vivre and her sentimentality all make her attractive; she is generous in every respect, and mixes common sense with commonplace superstition. In this, she is a kind of representative of the people, and of the popular world view. Many readers will see things as Ida does; most will admire the courage with which she responds to what she sees as her duty to "Fred". Whether we agree with Ida's belief that "it's the world we got to deal with" is another matter. It is possible to see Pinkie's theology as the morbid fantasy of a moral imbecile. But the conclusion of the novel appears more to endorse the supernatural than the worldly outlook. The "hand" which seems to withdraw Pinkie from existence, for example, is not in his mind (we have no insight into the dying man's thought) but in the narrative.
Just as Ida sets out to save Rose's (mortal) life, so Rose hopes to save Pinkie's (immortal) soul. If this is impossible, she thinks, she would rather be damned with him. Though familiar with the Catholic doctrine in which she has been brought up, her understanding is very different from Pinkie's. She is quite ready to defer to his authority, even when he pretends not to believe the orthodox teaching on marriage, in order to persuade Rose that he and she are "to be married properly". Although Rose is conventionally "good" she has a sense of inhabiting a country where "good or evil" live together, speaking "the same language", coming together "like old friends"; Pinkie and she live in a common world, from which the non-Catholics are excluded. She sees Ida (in relation to Catholicism) as resembling "an Englishwoman abroad", as if "in a strange country" without a "phrase book".
Rose rightly suspects that Pinkie's background is the same as hers; he denies this (p. 91) not least because his home is the thing of which he most wants to be free. Rose fails, at the last, to commit suicide; though she thinks of the voice prompting her to stay alive so she can plead for Pinkie "at the throne of grace" as speaking like a "devil", yet her hand is stayed long enough for her to be overtaken by events. When Ida and the policeman arrive, Rose throws away the revolver she is holding. Rose tells the priest (p. 246) that Pinkie was damned and knew it. The priest encourages her to believe it might be otherwise "if he (Pinkie) loved" her, and tells her to make her child a saint "to pray for his father". The novel's concluding sentence intimates that Rose will soon discover (from Pinkie's recorded message) that he hated her, thus giving the lie to the priest's suggestion.
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Like comparable figures elsewhere in Greene’s novels (Mather and
Raven in A Gun For Sale or Rowe in The Ministry of Fear), 1da has little
in common with fictional detectives such as Holmes or Poirot, who
are seldom in error. Because they have powers of interpretation 50 re-
fined as to render even the most opaque texts lucid and casily read,
these detectives are granted an authority by the society they serve
and by the reader of their stories that elevates them above the norm
and above the law. For them, all the universe is intelligible and no
mystery is so deep as to defy the power of intellect and reason. In
contrast, Ida’s belief in “ghosts, ouija boards, [and] tables which
rapped” (36) makes her almost a parody of the Holmesian investi-
gator. As the above passage makes clear, she is neither rational nor
upper-class; instead, the text emphasizes her femininity (something
Pinkic is particularly fearful of f92 and elsewhere]) and her ties to
popular culture. Ida, we arc told, is “of the people” (32), while her
room reflects popular taste both in its decor and in the assortment of
books displayed: “an Edgar Wallace, a Netta Syrett, from a second-
hand stall ... Tie Good Companions ... Sorrell and Son” (42).' Both by
her sex and her “popular heart” (34) Ida is placed outside the do-

minant critical community of the inter-war period typified and led
by conservative and élitist figures such as LA. Richards and the
Leavises.

None the less, Greene's mocking tone when Ida is described sug-
gests not only that Ida is incapable of loving but also that she lacks a
sense of “higher,” spiritual, things. (She boasts to Rose that “it's the
world we got to deal with” [198], and elsewhere attention is drawn to
her “old and vulgarized Grecian name” [16]) This perceived short-
coming, perhaps more than anything else, has dominated readings of
the novel because a conflation of interests has enabled critics, most

of them male, to attack overtly Ida Amold‘s character and her actions.
while covertly dismissing critical approaches that focus on aspects of
the secular, the feminine, or the popular in the novel. Ida is deni-
grated for her lack of spiritual awareness while Pinkie s elevated to
tragic stature as the latest in a line extending from Macbeth and Mil-
ton’s Satan through the damned heroes and heroines of the Roman-
tics into the present because he professes a belief in a divine order
against which he defiantly rebels: “Credo in unum Satanumi” (165). In
Pinkie’s “dark theology” (114), the crucial difference is not between
right and wrong but between good and evil.  Because Rose shares
Pinkie's knowledge, she and Pinkie are presented in the text and in
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critical discussions both as complementary elements and as morally
superior to Ida and many of the book’s other characters, such as Dal

low, Cubitt, Colleon, and Phil Corkery. The novel makes this point
particularly clear in Rose’s comments to Pinkie and in exchanges
between Ida and Rose:

“Why, won't you lift a finger to stop him killing you?” [Ida asks.]

“He wouldn’t do me any harm.”

“You're young. You don’t know things like I do.”

“There’s things you don't know.” ...

“I know ane thing you don't. I know the difference between Right and
Wrong. They didn’t teach you that at school.”

Rose didnt answer; the woman was quite right; the two words meant
‘nothing to her. Their taste was extinguished by stronger foods - Good and
Evil. The woman could tell her nothing she didn't know about these - she
knew by tests as clear as mathematics that Pinkie was evil — what did it
matter in that case whether he was right or wrong? (199)'>

On these occasions, the narrative in Brighton Rock frequently, though
sometime uneasily, contrasts two distinct views of the world - the
secular, one is tempted to say pagan, outlook of Ida and others, and
the religious perception of Rose and Pinkie. For Greene, the latters’
point of view is preferred to Ida’s, since a spiritual awareness gives
“some significance to living”; as Greene complained in his essay on
Frangois Mauriac, the absence of a spiritual context in novels by
Woolf or Forster reduces the importance of the human act (C£ 91).

Similarly, critics grant Pinkic and Rose moral superiority on the
basis of TS. Eliot's remarks in his essay “Baudelaire” (1931), of which
Greene thought enough to quote in “Hlenry James: The Religious As-
pect” (1933) (ck 41) and then echo both in “Frederick Rolfe: Edwar-
dian Inferno” (1934) and in the priest’s final words to Rose in Brighten
Rock: “A Catholic is more capable of evil than anyone. I think - per-
haps because we believe in Him - we are more in touch with the devil
than other people” (246).7 The “religious sense” (cE 91) that suffuses
Brighten Rock allows many commentators to interpret Ida as one of
the “lukewarm” (Rev. 3:16) who is of no consequence in the novel’s
religious world (Kunkel 102).
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“To read Pinkic o Ida in this way is to set the book against tradition-
ally canonical authors and their texts, and, for traditionally minded
critics, this is easier to do than to look at it through the lens of less ca-
nonical popular works or genres, although such an approach, as Neil
Nehring's fine article demonstrates, has tremendous potential for ex-
panding our understanding of the text. If one examines the novel from
the perspective of other detective stories, a different generic structure
emerges: Pinkie may have Macbeth and Milton’s Satan as textual ante-
cedents, but his character also has Rico from W.R. Burnett’s Little Cae-
sar (1929) as a closer precursor, while Ida becomes a central character
conceived as both a literary heir to and a reaction against a tradition of
extremely rational and esoteric amateur detectives. Like them, she is
highly observant - we are told, perhaps ironically, that “she missed
nothing” (20) - and, like them, she secks the truth (37). As well, as is
the case with Poirot in Christie’s The Murder of Roger Ackroyd, her task
is explicitly figured as one of reading; however, in her case the texts
she reads, “Sukill” and “Fresuicilleye” (44), are literally occult ones.
provided by the ouija board and not by a naturalized author inscribed
in the narrative, such as Dr Sheppard in Christie’s novel. Greene may
find Ida a flat character who refuses to come alive (w# 61); but, if we

read Brighton Rock as a detective story and in the context of his other
crime novels, Ida must be seen - whatever his view of her - as more
than a spiritually ignorant character who is to be mocked. As a detec-
tive, she differs only in frifles from Mather, Raven, Rowe, and even
Mason in “Murder for the Wrong Reason,” and her spiritual blindness
serves as one of the means, particular to this nove, of discrediting her
authority and of reflecting the difficulty of any one person arriving at
a definite, final understanding of events or of texts.
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‘Ida Arnold and the detective story’ by B
BRIGHTON ROCK

n Diemart

Greene also conceived his next novel, Brighton Rock, as a thriller. A
Gun for Sale had been both a literary and a financial success, and an-
other thriller offered Greene the opportunity both to capitalize on this
success and to explose further those issues that he had already dealt
with in his earlier novels.

There is something disingenuous about Greene’s claim in Ways
of Escape that the detective story in Brighton Rock is confined to the
first fifty pages. Even if he had had the strength of mind to do so
Greene could not have taken the detective story out of Brighton
Rock, for its structure is woven into the fabric of the novel and can-
not be excised with the surgical removal of a fixed number of pages.

Whatever Greene may say, Brighton Rock, though it is many other
things, is also a detective story. As a story of reading and interpreta-
tion, the novel thematizes reading and so comments on how it is to
be read. Within the narrative, scenes of reading abound while the re-
sidual structure of the detective story contains these within a larger
interpretive frame that is the detective’s investigation of a criminal’s
fiction. These thematic and structural elements raisc a number of
points about reading in general and, by extension, about how critics
have usually approached the novel. Like the stick of candy that gives
the book its title and can be broken at any point to reveal the name
“Brighton Rock,” the novel, no matter where we look in it, always
presents the critic with his or her own activity of reading and inter-
preting.

Central to the novel’s presentation of interpretive issues is the
character of Ida Arnold, who functions in a role analogous to that of
the detective in stories by such writers as Conan Doyle, Christic, and
Dorothy Sayers. Ida is the amateur investigator whose self-appointed

task is 1o sift the various clues and the statements of witnesses for
information that will help her to construct a true account of Hale's
death. She, in fact, reads and interprets others" texts so that she can
produce a narrative which is the story of what happened to Hale; and
in this way she is also a figure analogous to the reader or critic of
Brighton Rock wha sifts the text for meaning in order to develop his or
her own interpretation of the text.
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In Brighton Rock it is quickly made clear that Hale's death is in some
way precipitated by Pinkie’s gang, though how they do this remains
unclear throughout the novel. As the story opens, Fred Hale, fearing
for his life, strikes up an acquaintance with Ida Arnold, a fun-loving
pragmatist who repeatedly insists on her knowledge of the difference.
between right and wrong. After Hale's death, Ida begins her own in-
vestigation in order to bring Pinkie to justice and to save Rose the suf-
fering that Pinkie will inflict upon her. As well, Ida sees her quest as a
chance to have a bit of fun (37).

Also quickly apparent to the reader acquainted with detective
stories is that Brighton Rock's narration treats Ida in quite a different
‘manner from the way more orthodox detective stories treat their

great detectives. Characters such as Dupin, Holmes, Poirot, Wimsey,
and Miss Marple are part of Ida’s lineage, yet, unlike them in their re-
spective narratives, Ida is mocked by the narrative in which she ap-
pears: her understanding of the case and of the world she inhabits is
clearly shown to be limited by her inability to see beneath the surface
of things. Brighton for her is a place of fun and excitement, and lifc,
though she takes it with “deadly seriousness” (36), is always “good”

(19, 72), made up as it is of various physical sensations and corporeal
pleasures: “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 bobbing up. Life was poor Fred’s mouth pressed down
on hers in the taxi, vibrating with the engine along the parade” (36).
Ida’s naive optimism, which we are told has “something dangerous
and remorseless” (36) in it, and her spiritual blindness undercut her
authority as an interpreter of events and partially account for the
ironic tone that dominates many of the text’s descriptions of her:

1da Amold was on the right side. She was cheery, she was healthy, she could
et a bit lit with the best of them. She liked a good time, her big breasts bore
their camality frankly down the Old Steyne [a Brighton street], but you had
anly to fook at her to know that you could rely on her. She wouldn't tell tales
10 your wife, she wouldn't remind you next morning of what you wanted to
forget, she was honest, she was kindly, she belonged to the great middle law-
abiding class, her amusements were their amusements, her superstitions
their superstitions (the planchette scratching the French polish on the occa-
sional table, and the salt over the shoulder), she had no more love for anyone
than they had. (80)
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