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Anotace: Prace pojednava o pohledu na masovou rkhukiyposlednich fech romanech
amerického spisovatele Nathanaela Westdl{gs LonelyheartsA Cool Milliona The Day of
the Locust Hlavni teze je, Ze tyto romany nemégté negativni pohled na masovou kulturu,
i presto, Ze ji kritizuji. Prvni dvkapitoly popisuji kulturni prosedi v dolé, kdy West tvail,
véetrg modernismu, masove vyroby a ndxava masovou kulturu, které byly typické v 30.
letech minulého stoleti. Nasledujiciedkapitoly na tomto zakladdetailré rozebiraji Wesiv

pristup k masové kulte ve vSechiech jeho romanech.

Annotation: The thesis deals with the views on n@asdture in the last three novels of the
American writer Nathanael West (iMiss LonelyheartsA Cool Million andThe Day of the

Locus). The main argument is that while these novelerofriticize mass culture, their views
of it are rather ambivalent than purely negativhe Tirst two chapters describe the cultural
context that informed the novels and their viewnafss culture, including modernism, the rise
of mass production, and opinions of mass cultuae were typical in the 1930s. The next two

chapters then proceed to examine in detail the raaag of mass culture in the novels.
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1. INTRODUCTION

The last three novels of Nathanael Wésiss LonelyheartsA Cool Million, andThe
Day of the Locustare often read as attacks on mass culture, bugt'$Vattitude may be
interpreted as actually being more complex and eahnt. In this essay, | use the term "mass
culture" in the wider and more basic sense of ¢t which refers to entertainment products
like Hollywood movies, burlesque, vaudeville, pagruinusic, newspapers, comic strips, and
other such items that are seen as distinct fron tigture (such as avant-garde art, canonized
traditional art, or art that is seen as likely topeal to an educated and sophisticated
audience). | will make no distinction between tharts "mass culture" and "popular culture”
here, using both of them to refer to these entartant products.

The basic situation is as follows. It is perhapsyet see the three novels as being
against mass culture when they contain a few phatsovertly speak out against it (e.g. the
statement ifMiss Lonelyheartebout mass culture being "puerfieThe Day of the Locust
statement about the kitschy buildings in Los Angddeing "truly monstrou$"the makers of
mass culture products in all three of the noveladgeuthlessly interested in making a profit
without a regard for moral considerations, the r&s&' in The Day of the Locudbeing
emotionally numbed by their repeated exposure xoiadity and violence in mass culture).
The novels also connect mass culture to variouglsidls, including poverty, street violence,
prostitution and fascism. Furthermore, some paftshese books may (or may not) be
interpreted as making fun of and correspondinglgicking mass culture. It is also possible

that the theories and ideas that some West cominentase to analyze West's works might

! Nathanael West, "Miss Lonelyheart$fle Complete Works of Nathanael Wew York: Farrar, Straus &
Cudahy, 1957) 115. All subsequent quotations an@ this edition.

2 Nathanael Westhe Day of the LocugNew York: Penguin Books, 1983) 24. All subsequnitations are
from this edition.
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be more anti-mass-culture than the novels themsalud cause the commentators to attribute
ideas to the novels that the novels might not sesndly contain in themselves. The
commentators could also assume that since West avasodernist writer, he shared
modernism's idea that mass culture should be sgletdr its vacuousness while high,
canonized or avant garde art should be preserv@@@oreciated. On the other hand, though,
the novels contain many allusions to mass cultane, even their forms are at least partially
derived from it. West demonstrates a great knowdedfymass culture - perhaps even the
knowledge of a hardcore fan - which implies thaspent a lot of time reading, watching, and
listening to it. Jay Martin's biography of West ewventains at least a few mentions of West
enjoying popular culture (mainly comic strips, H@bod movies and vaudevile)As | will
explain later, it could be argued that the allusitm mass culture in West are used to signify
and/or give form to various relatively sophistichtieleas or that a mass culture product
sometimes acts as a found object in West's woek tfie reader can have a new view of an
object when it is placed into an unconventionaltest). Plus, there are even some moments
in the novels that could be read as praising soamsroulture product.

Thus, my thesis is that West's last three novetsildhnot be read as completely
privileging art and rejecting mass culture. Ratheir view of mass culture is actually
ambivalent in the sense that they depict produch®th art and mass culture as texts that can
have many different qualities and that should f@liwgly be subject to scrutiny and criticism
before being judged. Such a view corresponds ta@dinelitions of the U.S. in the early 20th
century, in which mass culture and mass-producednuudities were a relatively new
phenomenon that saturated daily life while traditibstandards for art (as well as norms in
general) were in decline. Also, in all three of tievels, West depicts people who suffer for
various reasons while being surrounded by popuiterainments that might make them feel

mildly better psychologically, even though this &siem is insufficient as a solution to

3 Jay Martin Nathanael West: The Art of His Lifidew York: Farrar, Straus and Giroux, 1970) 64,1108,
143, 203.



people's suffering. In fact, it could be arguedt téest is generally more concerned with
cruelty and suffering in the context of Americaritere than with mass culture itself. Thus,
mass culture is perceived by West as a set of mexdihat need not be purely negative in
themselves but that are often abused by their ppptoducers in various ways.

The first chapter places West into the contéxhree subgroups of American modernists
that did not have a purely negative view of madtucer the Dadaists, the modernists who
valued at least some forms of mass culture, ananih@ernists who had an interest in mass
culture because of their left wing politics andresponding interest in working class people.
Afterwards, it draws some analogies between Was#és of mass culture and those of James
Joyce and T. S. Eliot. Finally, it also appliesd.i®tty's ideas about some works by Andy
Warhol to West's uses of mass culture.

The second chapter basically provides thé&dracind for the two chapters that follow. It
briefly describes the rise of mass produced comnesdand entertainments of the late 19th
and early 20th century and the simultaneous dedingarious traditional norms, as this
sociocultural situation is a major theme in allethirof the novels under discussion here. This
chapter also summarizes the criticism of the Hodlga film industry by the conservative
business magazirféortune from 1932, which helps us to see some of the &mecguments
against this sociocultural change and some of $ksees related to the Hollywood film
industry that are dealt with ihhe Day of the Locust

The third chapter examines the depictions aésrculture in botMiss Lonelyheartand A
Cool Million. In my discussion ofliss Lonelyhearts! initially focus mainly on the theme of
how the novel depicts an anomic world where madaireuis used to mollify its users'
suffering through dreams in the early 20th centayd where art and Christianity are
discussed as possibly superior sources of sootliegms against suffering. However, this
also entails discussions of Shrike's Dadaist pasodf mass culture, the novel's criticisms of

the inanity and untruthfulness of mass culture, trednovel's apparent conclusion that art,
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Christianity and mass culture are all mere pleaghdoubtful) diversions in an anomic world
where people are doomed to suffer and die, andentathing is revered.

Afterwards, | turn to explaining hoMiss Lonelyheartss like a comic strip (as West
himself stated that he used comic strip-like deviaden writing it), the possible rationale
behind this strategy, and the effects of this sgat Oddly, this use of elements of comic
strips points to a somewhat affirmative view of maslture (in contrast to the novel's
content), in which comic strips or mass culturelddae perceived as a source of devices that
could be used to make literature more modern amoviettive. However, this view is tempered
by the fact that the "comic strip form" also copesds to the novel's matter-of-fact
depictions of violence as well as its depictionasf and mass culture as being equally
inconsequential.

The following subchapter turns to examinin@sfis uses of mass culture citationsAin
Cool Million. The first matter that is discussed is the nowétisatio Alger-like form, which |
mainly interpret as showing that West saw Algegpictions of how one could succeed in
America as inaccurate. Next, | explain and intargne few explicit mentions of mass culture
in the novel, mainly by connecting them with somguanents and events of the 1930s. Here,
| find thatA Cool Million depicts mass culture as giving inaccurate messsgms American
history while hiding the human suffering that gaeto the production of entertainment
products. It also emphasizes that depictions dbtysare always strongly influenced by the
motives of their creators. However, | also findtthaCool Million shows that mass culture
could still be used to give truthful messages altbetworld in spite of how mass culture is
often abused by its corrupt producers.

The fourth chapter deals with the many défe uses of mass culture Tine Day of the
Locust In its first subchapter, | explain the "chaotimtc style" of Hollywood as it is
depicted in this novel, pointing to Tod's ambivaleiew of it and to the theme of the poor

suffering people of Hollywood being surrounded Ioyegtaining objects that appeal to their
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fantasies. The second subchapter examines thectérarddarry and Faye Greener. Both of
these characters are actors who internalized thes ithey repeatedly play. | explain the
various allusions involved in this plot device, luding allusions to how stars are
"discovered" and/or created in Hollywood; differeadetween stage and film acting; method
acting; the problem of bodily movements being areli@ble index for what a person thinks
and feels; and the idea that people become madkaevhen performing dull, repetitive
tasks under capitalism.

The third subchapter makes the argument that aot privileged over mass cultureTihe
Day of the Locustbut that art and mass culture are basically sktexts that surround the
characters and influence their thinking. Furthemmothe novel shows that art is often
informed by mass culture just as mass culture tenoinformed by art. These points are
demonstrated mainly through Tod's many thoughtstedlto art and mass culture. In the
fourth subchapter, the examined topic is how Diag of the Locustharacters actually use
mass culture and/or what effects mass culture s uhem. The novel proves to be
ambivalent in this respect as well, since it deproaiss culture as encouraging violence and as
giving dubious messages to the characters, busat shows how mass culture consoles the
characters, entertains them, gives them hope, afgs lio organize their thoughts. This
subchapter also correspondingly discusses thelpessiplied meanings of the scene at the
Cinderella bar and Faye's imagined movie plots. Tifite subchapter is the chapter's
conclusion, which basically summarizes its findings

The conclusion attempts to answer the questiovhat exactly is West's attitude to mass
culture in his novels (on the basis of what wasestan the preceding chapters). West really
does criticize mass culture for several differesasons. However, when we subject his mass
culture citations to a close reading, we find ptastere he depicts mass culture in a positive
light and also places where he depicts a work adsnmaulture as having both positive and

negative qualities. The implied meaning seems tthhdehe sees both art and mass culture as
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multifaceted texts that should be subject to soyubefore being judged. His work also seems
to hint at mass culture being more positive wheto#s not have the corrupt interests of big
business behind it. Finally, as West uses masareuttitations in the forms of his novels, this
could imply that mass culture could have a positredue by contributing to making art

progressive and modern.
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2. NATHANAEL WEST AND MASS CULTURE:

AN AMBIGUOUSRELATIONSHIP

The preceding introduction posed the maoblem of this essay: how can one account
for the contradiction of West using so many madtugel citations in his work while often
writing against it? This chapter will attempt to latast partially explain this apparent
contradiction by placing West in the context of soof the intellectual trends of his time
(roughly from the 1910s until the 1930s). The ckaptill also include a brief application of

Lisa Otty's ideas about Andy Warhol's art to Westsk.

2.1. American M oder nism and M ass Culture

One explanation of the novels' mass cultitegions can be discovered in certain streams
of American modernism. It is true that modernisrtenfpraised high, canonized or avant
garde art for its complexity, its allusiveness,stdf-reference, the "real” emotions it causes,
and even its moralify Mass culture was assumed to lack these quaditidsvas also seen as
being formulaic, as provoking "cheap, mechanicatibBonal responses and as encouraging
immorality and "social, national, and herd prejedi®. However, R. Brandon Kershner
points out that there were several minority movemeithin modernism that defended mass

culture at least to some extent:

1. Marinetti's pro-technology stream of modernism;

2. Dada, which was against traditional genteel staixler art;

* R. Brandon Kershner, "Modernity, Postmodernity &agular Culture in Joyce and Eliokfodernism:
Volume 2eds. Astradur Eysteinsson and Vivian Liska (Amteien and Philadelphia: John Benjamins
Publishing Company, 2007) 608.

® Kershner 608.
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3. Those members of the 1920s intelligentsia who hadeathusiasm for African-
American culture (including jazz), the movies amdéome other kind of popular
culture;

4. The leftist modernists who became interested insncafture and used elements of it
in their work out of a solidarity with "working da culture" and also because a
"mandarin" modernist aesthetic stance was incrgbsimntenable in the context of

left-wing ideology®

Out of this list, it is the second, third and fdurhovement that are particularly relevant to
West. It should also be mentioned that these thr@eements were not completely separate,
as some modernists fell under more than one otd#étegories (for example, Gilbert Seldes
fell under all three), and as the movements evareshcommon or similar ideas at times.

In regard to Kershner's second movement, knswvn that West did have an interest in
Surrealism and Dada (as Surrealism grew out of Diads difficult to neatly separate these
two art movements). Since his work contains absitghtions and bizarre juxtapositions,
which are a major part of surreal or Dadaist humamd also elements of mass culture, West
could also be seen as a Surrealist or Dadaist .wdiiso, Jonathan Veitch argues that the
images in West's books are obviously surreal instrese of being dream-like: "In his fiction
doorknobs bleed, flower, speak; horses languisihatbottom of swimming pools; can
openers turn into hairbrushes and flowerpots intbrasas, while revolvers dispense candy
that turn out to be button8." Furthermore, Jay Martin explicitly points out thé/est

especially appreciated the Dadaist art of Max Er@&torge Grosz and Otto Dix, practiced

® Kershner 609.

" Wapedia, "Surreal humoutWapedia 16 Oct. 2008http://wapedia.movi/en/Surreal_humour

8 Jonathan VeitchAmerican Superrealism: Nathanael West and the iPslif Representation in the 1930s
(Wisconsin: The University of Wisconsin Press, 1984.
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Breton'shumeur noirin the U.S., and shared the Dadaists' feeling thatcontemporary
world was absurd and that the artist should thbelragainst its traditiors.

An explanation of American Dadaism is in ortlere. In the 1920s, there was a tendency
among both American and European intellectuals#otkeir societies as absurd, largely due
to the grand scale tragedy of World War | (andthe U.S., the failure of Wilson's New
Freedom), and the irreverent and anti-traditionabfDada and Surrealism became a way for
them to protest against and laugh at their traufiioninded societie¥. Correspondingly,
Dada and Surrealism mocked society's traditiorduding the genteel tradition in art. Martin
states that "the creative power of the twentiesltvase from the ethics of rebellion, the urge
to affront the bourgeois, commitment to the irraib and an attitude of contempt - in short,
the urge to destroy”, which were a part of butlimited to Dada"*

Dada attempted to create an innovative new tf@at by using elements of mass culture,
technology, everyday speech, and everyday life. Quadity of technology and mass culture
that was attractive to the Dadaists was that theyewconsidered to be "anathema to
conservative leaders in the arts" and thereforeah#shock value*? However, the Dadaists
also used technology and mass culture in their svorlan attempt to "overthrow established
forms in order to open a new realm for creatibhMatthew Josephson, the editor of the
American Surrealist/modernist magaziBeoom (and West's friend), described the aims of
American Dadaism as follows (paraphrasing Apoltli@an the process): "the poet is to stop at
nothing in his quest for novelty of shape and makehe is to take advantage of the
possibilities for infinite combinations, the new uggment afforded by the cinema,

phonograph, dictaphone, airplane, wireleéstn other words, beyond its shock value,

° Martin 82-83.

1% Martin 46-47.

1 Martin 47.

12 paul R. Gormart,eft Intellectuals and Popular Culture in Twenti€@lentury Americ§Chapel Hill and
London: The University of North Carolina Press, Gp%0.

'3 Gorman 70.

1 Gorman 71.

14



American Dadaist art was intended to be genuinelgiessive - not just in utilizing elements
of pop culture and new technology, but also in cmmlg them in new ways (including
combining them in the bizarre juxtapositions memtd above). According to Josephson,
American Dada was also supposed to depict the'datophany” of American urban life of
the early 20th century by including depictions @fpplar culture (such as advertisements,
newspapers, sports and moviEsHence, to sum it up, Dadaism utilized elementsnass
culture to make its art novel or modern and alstcabse mass culture was a major part of the
contemporary urban world. After all, it was the agenew (or relatively new) technologies
(radio, film, and sound recordings being the obsiexamples), new ideas and the growth of
urban populations, so it makes sense that art smeghways to depict this new world.

It is uncertain whether West would fall und@rshner's third type of pro-mass culture
modernism (the 1920s intellectuals with an enttamifor mass culture). He was known to at
least sometimes consume mass culture in his pdrigendut he was not a public defender of
it the way Gilbert Seldes was. Nevertheless, tfpg of modernism is relevant to a discussion
of West and mass culture because as Paul R. Godewsaribes it, it shows that a typical
attitude of modernists and intellectuals toward snadture in the 1920s and 1930s involved
praising some specific forms of mass culture wislél rejecting the rest and utilizing
elements of mass culture in "serious" works forgake of depicting the contemporary urban
world (a concept shared with Surrealism and Dallbpagh the works did not necessarily
have to be Dadaistic or Surrealistic per'Se).

Gorman connects this view especially to the enogt critics who wrote for small
intellectual magazines like thgial, Seven Art@ndBroom'’ It is not surprising to mention
Broomagain in this context because these critics shaoédnly Dada's desire to use popular

or everyday materials in art, but also Dada's disétar traditional genteel standards. More

15 Gorman 71.
18 Gorman 53-54.
17 Gorman 53-54.
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specifically, they shared the belief that "oldestablished ways of thinking had become
outmoded and oppressive in a world turning so dtigally modern" and correspondingly
saw the genteel opposition between high art andilpogulture as something outmoded that
new ways of thinking should get rid Bf.In opposition to the high art / popular culture
dichotomy, they shared a "determination to reinticed the concerns and experiences of
everyday life to the arts and literature and mélesé forms relevant to modern America" and
“to bring vernacular energies to expressive cultiite
This meant that at least sometimes, it becdes#rable to quote mass culture in serious

works of art, since this was believed to contribtdecreating a non-genteel art that would
reflect the life experiences and "vernacular emstgof ordinary American®. In criticism, it
also meant that some products of mass culture (@sdbhaplin films, D. W. Griffith films,
the comic strigKrazy Kator even organized sports) were examined and eegluss serious
works of ar* However, this criticism was limited in the senbattit basically praised a few
artists who excelled in working in popular forms il@hstill making the then common
argument that most mass culture is hackneyed, nmifeentimental, overly simple, lowbrow,
of a low aesthetic quality, and/or emotionally ¢ixgj rather than intellectually stimulatifg.
It was also limited in the sense that it focusedilmisolated qualities of the popular work
itself and on highbrow or esoteric topics like "@ha's rectangular movements" and "how
watching sports is itself a sport”, while ignoritige reactions of more typical members of the
audience?

Getting back to West, though, this type of king almost certainly had an influence on

him, and he might have had a similarly ambivalaetwof mass culture. Also, it might have

'8 Gorman 54.

9 Gorman 54, 74.

%% Gorman 59-60, 70-71.

2L Gorman 74-75.

2 Gorman 59, 74-75.

% Gorman 74-75. However, e Day of the Locuitself shows, even the reactions of "typical" oedacated
audience members to the popular work can be unatiow@l or idiosyncratic.
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been one of the reasons for why he used so mutheo¥ernacular and the popular in his
work. Not only did he use vernacular language sravels, but when he co-edited the small
literary magazineContactwith William Carlos Williams in 1932, their explicaim was to
publish in it works of literature that would be sealistic and brutal (in the sense of depicting
the harsher realities of American life) while wilig vernacular languadé. Furthermore, the
idea of some mass culture being worthy of studg d&lsngs up the important point that
genres of mass culture could be seen as mediumsginrwhich both high quality and low
quality work can be created and that mass cultaes diot have to be specifically good or bad
in itself. In fact, | will argue that this is a noajpoint in West in the following chapters, as can
be seen by his depictions of works of mass culagehaving both negative and positive
gualities.

Kershner's fourth type of pro-mass culture moden is relevant to West not because his
last three books show any particular or overt soifgl with the working class, but because as
Jay Martin points out, this change in intellecttr&nds had an influence on West and his
interests while he was working on the novels. DyiNdest's years as a college student in the
early 1920s, he and his friends were heavily urierinfluence of the thought of H. L.
Mencken. They were especially influenced by Mentkeynicism and his idea that the writer
should be mainly concerned about his or her wrishgde and not about politics and social
problems?® As George Jean Nathan, a critic with similar idlgas it, | am constitutionally
given to enthusiasm about nothing. The great probl®f the world - social, political,
economic, and theological - do not concern me m shghtest... My sole interest is in

writing."?® This went along with the early 1920s trend forplsisticated" young Americans to

24 Martin 146.
25 Martin 100.
26 Martin 100.
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cynically laugh at attempts to rectify world pratle and at earnestness in general and to have
little interest in Russia and communidf.

However, as the 1930s approached, commusustally conscious or left-wing thought
became increasingly fashionable among intellecfifalartin demonstrates this pattern
through the example of Malcolm Cowley, Josephs@ideés and John Dos Passos. In 1924,
these writers were seen as Dadaist aestheticisiger uMencken's influence, and they
despaired of American civilization, including itswer classes. By the late 1920s, though,
they grew to idealize and support the worker, theefican masses and reform moveméhts.
Martin rationalizes their apparent change of hégripointing to Daniel Aaron's idea that
these writers and many writers similar to them weseer really as politically indifferent as
they claimed to be during the 1920s, but that theafessed indifference was only an "act of
protest" associated with Dadaisfh.Nevertheless, going along with the intellectuals'
newfound support of the masses, they grew to calebmass culture as the anti-elite culture
of ordinary American people, even though they hesvipusly often seen mass culture as
"evidence of the lack of culture in Americ®".

In the context of this pattern, West himsedcédme associated with the American
Communist Party in the early 1930s, although he meagr actually a member of the Party,
only agreed with some of its ideas and did not deryhing that it demanded of hith.
However, what is probably more important for a deson of West's treatment of mass

culture is that at about the same time, like mathgrothen contemporary writers and artists,

West became very interested in the lives of orgipeople and mass Iifg.

27 Martin 100-101; it should be mentioned that in WWé® characters Shrike, Claude Estee and JoamaBzten
seem to be followers of this type of thought.

28 Martin 101.

29 Martin 102.

30 Martin 102.

31 Martin 102.

32 Martin 257.

3 Martin 164.
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The early 1930s were marked by the Great Bsmr, and unemployment and poverty
were correspondingly high. As the masses of peepféered in various ways, they read,
watched or listened to products of mass culturertvide them with an escape from their
problems and/or to give them the feeling that tfieen order to lifé* As Garry Leonard puts
it, "popular culture operates as a compensatortesy®ffering solace, encouragement, or
illusion to people who feel they lack somethirfgtt was also common for the masses to take
part in contests and lotteries of various sortettaer form of mass culture) in the hopes that
they would win money when they could not earff iMartin points out that while similar
types of misery led to revolutions in Europe, th@ekican poor were confused by what was
going on and usually did not think that they coasiiry out a revolution of any soft.If
people tend to define themselves through theirespcmany Depression era Americans felt
lost because their society was then perceived tim lsestate of disorder, incomprehensible,
"drifting" and "undefined"”, and they correspondingppreciated the attempts of mass culture
to depict or find an order in life, even if theseempts might have been wrong, dishonest or
questionable at time¥.

As West worked in a relatively inexpensivedian the early 1930s, he directly witnessed
the situation described above in the lives of theggling people who stayed thefeln fact,
not only did he witness the situation, but he wasfar as to spy on the guests and secretly
read their mail to learn more about it, even thohghdid feel a compassion for the guests at
the same timé° In a letter, West wrote that it was common for hinsee, in his own words,

"shabby, lonely men and women reading pulp magazaiméhe lobby, and inventing elaborate

% Martin 162-164.

3 Garry Martin LeonardAdvertising and Commodity Culture in Joy&éorida: University Press of Florida,
1998) 14.

% Martin 162.

" Martin 161.

%8 Martin 165.

% Martin 158-161.

* Martin 166.
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daydreams as a result of their vicarious thrillsv@e from the reading® In addition to the
people's Depression-related problems, he also baw ¢motional problems, such as their
loneliness and "broken hearts", which may or mayhawe been related to the Depressfon.
West wanted to depict the situation of these peaplbis fiction, including his last three
novels, even if the result was more like an exationaof the lives of unfortunate Americans
rather than an overt examination of the DepresSidn.relation to this interest, West also
"interested himself in entertainments in which mhesses were interested, and now reassessed
movies, cartoons, popular culture, and jazz asessiwns of collective yearning®.Indeed,
the theme of suffering people turning to mass calta mentally escape from their troubles is
a major theme in botMiss Lonelyheartand The Day of the Locustt is also relevant to
mention here that West based the letterdliss Lonelyheart®n real letters by lower class
readers to the "Susan Chester" advice column oBtheklyn Eagle which he came across
by chance in 1929 when he met the columnist thrahgh mutual friend S.J. PerelmahAs
with the hotel guests, West felt both a fascinatmd an intense pity for the writers of the
letters?®

The above three types of modernism, thewwrmfus about some neutral or even positive
functions that mass culture can serve in West'«kwoin many other modernist works. First,
in the early 20th century, using mass culture ie'®mwork was both a rebellion against
traditional or genteel standards for art and a wagreate an innovative new type of art.
Second, an artist could depict mass culture inohifier work as a part of an attempt to
honestly depict the contemporary world and everydayf the U.S. and Europe. Third, mass
culture could be quoted in art and literature foe tsake of depicting the sociopolitical

situation of the lower class consumers of massirliltFourth, mass culture could be seen as a

41 Martin 160.
42 Martin 160, 165.
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set of mediums which do not have to be positiveegiative in themselves. Fifth, mass culture
could be used and examined in modernist novelse&préssions of collective yearning".

Finally, it could also be inferred that if the mouists could see mass culture as at least
sometimes positive in itself, its positive featucesild be seen as positive in their own novels

as well.

2.2. Analogies with Joyce and Eliot

The above mentioned neutral or positive fliomst that mass culture could have in West's
work are not the only ones. For more, we could ttona couple of relatively recent
examinations of how James Joyce and T.S. Eliot, tmadernist writers who were
traditionally seen as being against mass cultused uts elements in their work, as some of
the findings could be analogously applied to Westia novels.

To begin with, Kershner claims that the mods#snin general "were characteristically
ambivalent in most of their statements about adther than constantly insisting on
privileging high culture and dismissing mass cuttirKershner's two main examples for
supporting this argument are Eliot and Joyce. gare to biographical information about the
two writers, he emphasizes that while both Eliad dnyce made statements professing their
aestheticism and elitism as well as statementsnaggaopular culture, they sometimes also
made statements professing their affection foeastlsome forms of 1 Kershner states that
the work of Eliot, Joyce and other modernist watevas traditionally read as necessarily
being more or less unambivalently against massi@ilinainly through the influence of New

Criticism:

47 Kershner 615.
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The American 'New Criticism' as it developed durthg 1940s and 1950s,
taking its cue from some comments of Pound's amat'€land some early
pronouncements of Joyce and his character Stepleelals, solidified the
notion that 'high' modernist art was in fact théithasis of popular art. The
attributes of 'true' art, especially complexityluaiveness, ambiguity, irony,
self-reference and self-enclosure, were more @ bgsdefinition pronounced

to be what was lacking in popular &tt.

However, Kershner maintains that this type tfwhking is too simple. In regard to the
writers as human beings, it denies their compleagtyndividuals (as in that their views could
have changed over time, their public statementsdichave to necessarily be consistent with
each other, their generalizations about art didhawe to apply to every single work, etf.).
In regard to their work, it seems to claim thangsmass culture in the literary work was done
merely to increase the realism of the work or teitevoff' mass culture, and not because the
citations of mass culture could have been enten@inaesthetically interesting, or
intellectually stimulating in the context of the o But Kershner, using the example of
Joyce, claims that this was usually not the casaddernist writing: "Joyce's invocation of a
work of popular fiction is virtually never simplatation or quotation, and the relationship
between the two fictions is seldom simply ironic[The] relationship between Modernist art
and instances of popular culture dsalogical - that is, that it involves a dialogue and
dialectics...” In other words, modernist literature depictedetiht languages or systems of
thought (including mass culture) reacting to eaitteiojust as modernism and popular culture
reacted to each other in life in spite of some moide efforts to keep them separated, and it

did not mean that popular culture necessarily adoé "written off" in the modernist

49 Kershner 608.
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literature. To cite but one example of mass cultuwe being "written off" in a modernist
work, in Joyce's fiction, it is often the case tha® mass culture texts Joyce alludes to are
interpreted as opposing the dominant British celiarcolonized Ireland?

From this, we could state that it is possihigt even if West's last three novels contained
overt statements against mass culture, these coodgibly be interpreted as voices in
dialogue with other voices in the novels, includimgrious voices associated with mass
culture. It also follows that West could have bsenilarly ambivalent about mass culture as
Joyce and Eliot were (although, to repeat, Westibiealence was also connected to the
American pro-mass culture modernisms outlined apawel that his own work could have
been seen as more anti-mass culture than it actwalh because of the traditional belief that
modernists in general necessarily and unambivglentbte against mass culture. However,
Kershner and Garry M. Leonard point out several enogdt strategies that Eliot and Joyce
used when citing mass culture in their work, andiibs out that some of them are strategies
that West himself used.

To begin with, Eliot, West, Joyce, and othexdernist writers often cite mass culture in
their work by making the mass culture text appesndrous or bizarre. An example of this in
Eliot could be the citations of vulgar speech anguar songs iThe Waste Landershner
argues that such uses of mass culture in the poenfrequently read as attacks on mass
culture, but that they need not be read in this.way an example, he states that the
"Shakespeherian Rag" sectiondie Waste Lanttas an "energy" that possibly even Eliot
himself was "warmly amused and pleased By".

In regard to Eliot, one could also mention tdinished verse plagweeney Agonistes
which is so filled with elements of mass culturatth is difficult to interpret as a rejection of
it. Anthony Burgess is one of those critics wheoeiptet the "Shakespeherian Rag" as an

attack on mass culture, but it does not keep hamfseeingSweeneyws an example of how

52 Kershner 612.
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great art could be made mainly out of citationsraiss cultur@* More explicitly, Sweeney
contains dialogue in verse that strongly resemiiedyrics of popular songs from the 1920s,
has a rhythm that resembles the rhythm of jazz, iarel/en accompanied by a snare drum
when performed® Burgess points out that the rhythm of jazz wasirmmovation that
modernist poetry in general could not afford tolee® However, he sees the elements of
jazz as not just a new rhythm for modernist wortst as something that is crucial for
Sweeneyto achieve its effect: "To present not only a tbhgg but a vision of hell and a
rejection of redemption in the rhythms of jazz islaage literary achievement, and yet
nowhere, except in the title, subtitles and epigsaps there an evocation of literature. The
materials are commonplace and the speech crudadeffect is devastating™

From this, one could infer that in West, niemé and uses of the forms of mass culture do
not have to be read as attacks on it. Also, thrabgrexample cEweeney Agonistess could
be repeated that a modernist work could be corsulucut of "building blocks" of mass
culture citations without necessarily being agamass culture. In fact, mass culture could be
used in the work to make it more innovative andtegally interesting.

Kershner also states that a common strategiliot, Joyce and other modernists was to
place modernist themes in places where one woulccaaventionally expect to find them.
These "places"” could include made up popular worksitations of mass culture within the
modernist work?® Sweeney Agonistds obviously an example of this practice. Kershner
names two other examples of it from Joytdissses First, there is the instance dhe Count
of Monte Christaeminding Stephen Dedalus of some strange andbteethings that he heard
about in his childhood and also of the alienatibthe modernist artist Second, the idea of

the "transmigration of souls" is introduced in ti@vel when Molly Bloom reads about it in a

% Anthony BurgessThis Man and Musi¢New York: Applause Books, 2001) 100-103.
%5 Burgess 102-103.
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racy circus novel? In West's novels, works of mass culture do noessarily always contain

or inspire modernist ideas per se, but they amnadfyymbolic of something that one would not
expect to find in the popular work (especially asstoften uses metaphors, double entendres
and hidden meanings), and they also sometimesecthes characters to think about
something else in their lives. An example of thenfer practice could be Faye Greener's plot
ideas for films, which are not only examples of wemtional Hollywood plots, but also
symbolize what she herself wants (88-92). An exangdl the latter practice could be the
moments when Tod Hackett's trek through the stlediceminds him of paintings that he has
seen, a children's novel, and pictures of soldiems his childhood, giving him ideas about
dreams in general in the process (125-131).

Another modernist practice that overlaps witl one just mentioned is that in which a
popular text provides a character with a form withich to organize his or her thoughts.
Garry Leonard's example of this practice in Joycthe beginning oA Portrait of the Artist
as a Young Manwhen Stephen Dedalus is a toddler, his fathetsré@m a story about "baby
tuckoo", and Stephen relates to the story to suchxent that he identifies "baby tuckoo"
with himself and the street in the story with higrostreet, on which Betty Byrne sells lemon
platt®® Leonard's interpretation of the passage mainthis'the young Stephen Dedalus had
not made any connection among such things as rtradeling, and stopping off for a treat
until the story helped him organize these appayerghdom events into both a pleasant
memory and an anticipation of future consumptitfnJoyce's original text actually does not
state that little Stephen could not connect thesgys before hearing the st8tybut the point
remains that in both Joyce and West, mass culaxts tan provide narratives through which
characters organize their thoughts. In West, exasnpf this could include, again, Faye's

imagined movie plots, but also Tod's last rapedsyt which has the style and cliches of
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conventional crime fiction (187), or even the Algsgue form oA Cool Million being used
to bring together ideas about the sociopoliticaldibons of the U.S. of the 1930s.

Furthermore, Leonard points out thatlipsses advertising is similar to Christianity (in
the sense that ads tell their audience how to eelpeace and spiritual fulfilment and that the
advertised products are perceived to be "sacredct®)) and Christianity is similar to
advertising (in the sense that Christianity gaingimof its appeal from slogans - e.g. quotes
from Jesus - and from churches using some comnamtiges of advertising and busine¥s).
Miss Lonelyheartgontains a parallel to this idea in that the adwokimn of the newspaper
is seen as similar to Christianity in the sense thahould ideally give its readers advice,
guidance, hope and the ability to psychologicalype with their problems the way
Christianity should, and it is even connected wihristianity in the sense that Miss
Lonelyhearts sometimes tries to give his reademiatty Christian advice. Furthermore,
Miss Lonelyheartsdeals with the theme of mass culture becoming dhswp source of
dreams of a better life for people when Christignhich traditionally had this role, is in
decline.

To be sure, it is not my intention to déukh comparison of West with Eliot and Joyce.
My intention is rather to simply use the texts bgrghner and Leonard to isolate some
modernist uses of mass culture which are not gpaliyf against it in West's last three novels.
Still, it should be pointed out that there obvigusire differences in the three writers’
approaches to mass culture. West's last three s\daké place in the context of the United
States of the 1930s, while Joyce writes about ncklaand Eliot usually sets his poems in
England. Correspondingly, it is debatable whethdbtEand Joyce fit into the three
predominantly American pro-mass culture streamsiofiernism discussed above, but West
(at least partially) fit into them more obviouslyan the other two writers. All three of the

writers make multiple allusions to both high cuétand mass culture, but while Joyce and

64 Leonard 11, 17, 30.
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Eliot only occasionally mention or quote mass aaitin their work (the vernacular-filled
surviving fragments oSweeney Agonistdé®ing the exception for Eliot), West mentions or
guotes it almost constantly in his last three nevespecially irMiss Lonelyhearteand The
Day of the Locustn fact, the central plots of these two novets strongly connected to mass
culture sinceMiss Lonelyheartdakes place against the backdrop of a newspaperitand
advice column, and@he Day of the Locusékes place against the backdrop of the Hollywood
film industry. Correspondingly, even if works bytbhaloyce and Eliot contain passages that
are critical of mass culture, a theme in West's thiee novels is that the institutions that
produce mass culture are often corrupt and cruébpe that the other two writers do not
really focus on.

Another major difference between the writerg the complexity of the styles they write
in. There is some complexity in the meaning of Vges¢éntences (in the sense of what they
allude to and what their hidden meanings are),dsuta superficial level, they are mostly
short, lucid and direct (almost resembling the baileéd style of writing in this respect). In
contrast, Eliot's poetry and Joyce's various stgfstyles inUlysses with their many obscure
allusions and occasional nonstandard syntax, des @pague even on the most superficial
level and are much more complex than West's wating could also be added that West
frequently utilizes characters that are grotesquéhée sense of inducing both disgust and
empathy® while Eliot and Joyce only rarely utilize such cters. Last but not least, while
West shows some psychology and depth of charaatenz in his characters, some
commentators still say that the characterizatiosnisuperficial that the characters are rather
like caricatures. In contrast, Joyce, especiallyipsses goes to great lengths to show the

complexity of his characters' thoughts and innerdi

% Wikipedia, "Grotesque, Wikipedia 8 Feb. 201®ittp://en.wikipedia.org/wiki/Grotesque
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2.3. Analogies with War hol and Otty

To this discussion, one could also add imags culture itself or citations of it in "serious"
art do not have to have the qualities that are llysa#tributed to mass culture. Lisa Otty
demonstrates this point on a few works by Andy Warfio begin with, Warhol's works
often cite mass culture in such a matter-of-facy Wt it is difficult to tell whether the works
criticize mass culture, affirm it, or treat it widambivalenc&® However, Otty argues that
Warhol's art is an examination of the effects araperties of relatively untraditional media,
including mass culture, just as Dadaist art attechpd do something similar a few decades
earlier (as was briefly discussed abo¥eThus, Warhol's work does not necessarily have to
specifically affirm or attack mass cultufe.

Clement Greenberg (being a modernist critic was very critical of mass culture) argued
that kitsch (a category which is usually interpdess including many works of mass culture)
gets an instant emotional reaction from its audieldecause of its explicit, pre-programmed
and emotionally charged message or meaning (iGause of what the work depicts) rather
than from its simple, uninteresting and conventidoam.®® Two projects of Warhol, the
"Death and Disaster" sequences an@ nove] show that this idea is problematic, though. A
photograph of a popular deceased celebrity wouldventionally be expected to inspire
emotional connotations in the minds of some ofviswers. However, the "Death and
Disaster" sequences show that such pictures ddawe to provoke that kind of reaction
because the garish colors and the repetition ofirtfagye tend to have a rather "numbing"
effect instead® a; a novelis a transcription of a tape recording of 24 hoiarshe life of

Warhol's friend by several anonymous typists, dairig both conversations and various

® Lisa Otty, "Avant-Garde Aesthetics: Kitsch, Intitmsind the Work of Art, Litteraria Pragensial3.62, 2006:
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everyday soundS. One would then conventionally expecto be similar to kitsch as defined
by Greenberg in the sense that a reader would fosushat is transcribed (i.e. the meaning
or message) rather than on the text's phonic, iplasirmal or aesthetic qualities, which
would be uninteresting and conventional. Howevety @rgues that the opposite is the case.
As the work was written by several anonymous tgpigstcontains many noticable variations
in things like spelling, punctuation, the size loé type, and layout. Also, while transcribing

a conversation verbatim leaves relatively littleomo for arbitrariness in regard to content
(althougha does supposedly contain places where what is wrdtifers substantially from
what was on the tape), the typists had to show swaaivity in deciding how to convey any
sounds which were not the sounds of spoken langfagthus shows that art or even mass
culture can never be reduced to mere content (wkarse is mostly ignored) because no
matter how transparent, conventional or uncredtigewvork may seem to be, every detail in it
makes a difference in the meaning of the work angvinat its audience perceives. It also
shows the limitations of prose in trying to captwvbat is not prose (i.e. heard language,
sounds, reality itself).

Otty's account shows that when productsads culture or their citations are placed in a
new artistic context, they do not necessarily heovgposess the qualities that are usually
attributed to them. Thus, & Cool Millionis written in the form of a Horatio Alger novel,eth
conventional reader reacts differentlyAaCool Million than to an Alger novel, and the same
could be said aboWliss Lonelyheartand its "comic strip form". Furthermore, as wasesta
above, a mass culture citation in West (such ake ¢r an instance of slapstick) is usually
not mere entertainment or a "realistic” depictidrthe genre (and it is only sometimes an
attack on the genre), but it is used to reveal eespmbolic meanings. In this context, every

detail of a seemingly banal citation of mass celtisrespecially potentially important, but as
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a shows, every detail in a work is potentially im@mtt to some degree even without hidden
metaphors because the detail makes a differentte inontent and/or because the viewer's or
reader's attention can be drawn to the detail. ,Adspecially in the case of the "comic strip
form" of Miss LonelyheartsWest's uses of mass culture citations could texpreted to be
experiments in seeing how elements of visual/ptonass culture could be adapted to prose
(i.e. again, how prose could capture what is nosey. Plus, as Warhol "thrived on mixing the
effects of different medid®, West's novels can similarly be interpreted asatorg an
interesting aesthetic effect by putting citatioisn@ss culture media (comic strips, Horatio
Alger novels, nongrammatical letters, films) inbe tmedium of a modernist novel.

To sum up, then, West used mass culture iwbr& for various reasons. Going along with
Dadaists and other modernists who showed some @apoa for mass culture, he used mass
culture in his novels to make them innovative, Haes against traditional standards in
literature, and adequate to representing the tbetemporary situation in America. He also
used mass culture in the context of writing abowtdr class people who often made up its
audience. Furthermore, by placing mass culture nmbolernist novels, he placed it in a new
context as a "building block" of a modernist, napplar work. In his novels, mass culture
also serves the functions of providing metaphos similes, organizing characters' thoughts
and giving ideas to characters. Finally, West's theee novels could also be read as an
attempt to examine the properties of mass cultwdianand how these media could be cited

in modernist prose.

" Otty 42.
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3. THE RISE OF MASS PRODUCED FANTASIES AND THE

DECLINE OF NORMS

In order to understand the three novels bytWieder discussion here and the role of mass
culture in them, it is necessary to keep in mirat tine relatively new introduction of mass
produced objects which consumers associated watin tantasies and the decline of binding
norms and traditions in the West made the worldegy different place from what it was
before the middle of the 19th century. This isentle that is conspicuously present in all three
of the novels, but before we can turn to the notledsnselves, this topic should be at least
briefly explained here.

To begin with, as the middle of the 18&mtury saw great advancements in production
technologies, more products were available in sttihean ever before, and ordinary buyers
correspondingly bought more products than they eveamed of owning previousR/ As
"[m]achine made goods could be made more quickdy thnd in much greater volume than
goods produced by hand”, medium grade products wewe sold with a markup that was
previously only appropriate for objects of a poamrlity’®. Thus, this led to, for example,
people owning several sets of clothes (as theyigusly usually had only one set) or a larger
variety of pots and pans with specialized purpdasgshey previously usually only had an all-
purpose stewpot and skillet).

This led to another important 19th century wett@n: as store owners tried to encourage

the sales of their products, they tried to makespettacle” out of them or make them

S Richard Sennetfhe Fall of Public Marf{Cambridge, London and Melbourne: Cambridge Unitefress,
1976) 142-143.
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"stimulating”’® A common way of doing this was to display a lavgeiety of objects side by
side, which had the effect of estranging individodlects and of the products mutually
"supporting" each othéf. This process was then pushed even further as starers
displayed and sold products that were quite strangbeemselves (such as exotic products
from foreign countries), emphasized the producas Were the most unusual, and elaborately
decorated the stof8 Richard Sennett describes the situation as foll6ise use character of
the object was temporarily suspended. It becanmaukiting,’ one wanted to buy it, because it
became temporarily an unexpected thing; it becatmange.?" In other words, consumers
now bought products because of the way the prodoatde them feel or the personal
meanings that the products had for them rather berause of the product's practical use
value® The consumers felt that the right product couldilségn of their "personal character,
of private feeling, and of individuality’®> The products even allowed the consumers to
indulge their fantasies and play pretend in a sass&hey believed that wearing a ten-franc
dress worn by the Duchesse de X made one a lithle raristocratic,’ or believed that a new
cast-iron pot had a personal meaning to the buyeteims of his fantasies of Moorish
pleasure®

Going along with this trend in the second ludilthe 19th century was the rise of the style
that Rosalind Williams calls "the chaotic-exotidida correspondingly, the rise of various
representations and simulations designed to appeabnsumers' fantasi&s.The chaotic-
exotic style was basically the style of the stosgth varied products mentioned above, but

Williams also connects it with fair-like "educatalh expositions of the second half of the
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19th century and early filnf8. This style "represents an attempt to expressnésaf distant
places in concrete term&".For example, the 1900 Trocadero exhibit in Pavise(of the
"educational” exhibits mentioned above) containggtaductions and simulations of various
exotic settings, often incongruously side by sidd without depicting any of the unpleasant
realities associated with the represented entdageshe exhibit was intended to pleasantly
entertain and to serve the ends of business (fample, as various products were sold and
advertised during the exhibit) rather than to etei®The chaotic-exotic style thus advertises
products by appealing to the fantasies of the amessi and also passes off fantasies as reality
(since exhibits like the Trocadero exhibit claimrépresent the exotic places as they actually
are)®® Thus, some stylistic features that are typical fbe chaotic-exotic style are
"syncretism, anachronism, illogicality, flamboyangand] childishness® At the same time,
like the store products mentioned above, the ctraototic style appeals to consumers by
giving them feelings of glamor, romance, lavishnessl foreignness as well as by giving
them feelings of "numbed fascination" with the 'sheariety” of the many different strange
or interesting object$-

There is a major reason for this rise in patgluhat appeal to fantasies. Williams states
that "[firom earliest history we find indicationsat the human mind has transcended concerns
of physical survival to imagine a finer, richer, racsatisfying life.®? It was usually art and
religion that provided the means to express thes@esb for a better |if€& However, with the
technological advances of the mid-to-late 19th wantsuch dreams could be approximated in

daily life as never before through commodities, wdations, representations, reproductions,
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and mass culturé. As these were relatively inexpensive and prodicegteat quantities, all
people could indulge their dreams through them veeguently, and “[c]Jonsumer goods,
rather than other facets of culture, became fooitp for desire®?

The late 19th and the 20th century were atwrked by a decline in not only the
authority of Christianity in the West, but eventime authority of formerly binding moral
norms and traditions, as these now became quebt@ffaThe rise of the popularity of
commodities and entertainments and the decline hoisttanity meant that Christianity no
longer met the human need for dreams of a befeetdithe extent that it once did. But more
than this was lost. As Richard Sennett points anitinherited culture (which includes norms,
traditions and religion) that a group of peoplellwy and take seriously enables them to better
cope with problems, terrors, suffering and the wnikm®’ It then follows that when they lose
this inherited culture, they lose a sense of oedef stability’® To partially compensate for
this problem in the West, commodities, entertainisieand even clichés (both in and outside
of mass culture) were used to both provide the dvaith a semblance of order and stabffity
and, as was mentioned in the last chapter, to geopleasant diversions from painful truths
(in addition to their already mentioned functionppbviding dreams of a better life). In other
words, consumer goods, entertainments and clicekéane something like a poor substitute
for a religion or an inherited culture.

To this, one could object that "[t]raditiomghich appear or claim to be old are often quite
recent in origin and sometimes invent€d"that these could fulfil people's need for oraer t

some extent, and that both old and new traditiansiy to some extent. Such new or
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invented traditions arose in an especially largmiver over the course of the last 200 years
since invented traditions tend to arise wheneverasgatterns change so greatly that they
cannot be adapted to old traditiofi5.However, Eric Hobsbawm describes the situation in

more specific terms when he states the following:

... hew traditions have not filled more than a drpatt of the space left by the
secular decline of both old tradition and customaght indeed be expected
in societies in which the past becomes increasilggly relevant as a model or
precedent for most forms of human behaviour. Ingheate lives of most

people, and in the self-contained lives of smali-sultural groups, even the
invented traditions of the nineteenth and twentieémturies occupied or
occupy a much smaller place than old traditionsimjosay, old agrarian

societies?

Mass culture could then contribute to inventediti@as by perpetuating them, such as is the
case with, for example, patriotic movies or folkage that are revived in an altered form.

The trends discussed above continued intol829s and 1930s as new products, new
technologies and new entertainments were consthathg created. It should be mentioned,
though, that even as late as the 20s and 30s,wseevarious persons and groups in the U.S.
who felt uncomfortable with the many simulationsddantasy products that seemed to be
present everywhere and who correspondingly longetisimpler” times. For example, on the
left, there were communists like Mike Gold, whot fal dislike for the overabundance of
commodities at this time (as they believed that enoraterial possessions would mean a

greater bondage to the capitalist system and atsmected the products to decadent

101 Hobsbawm 4-5. In West, such new traditions areatty represented by the cultshiiss Lonelyheartand
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lifestyles) and responded to it by celebrating fakhioned values and expressing a "nostalgia
for an age when things were plain and usefti".

For a right wing example of this type of thim, we could turn to Jonathan Veitch's
account of the conservative business magaFadune in the 1930s, as this magazine
constantly supported traditional values while snmfpbmost modern mass produced
commodities:® Veitch states thaFortune contained articles and ads that "betray[ed] a
hankering for English country life" and showed afprence for rather expensive goods like
jewelry, watches and dress shoes that were depagédraditional”, "handcrafted"”, "pure",
"original", and "rare™® To be sure, these products could have been maskiged or
connected to their users' fantasies. However, Wedrgues that becaus®rtunés writers,
editors and readerslued things and activities that they perceivethéaraditional, rare and
luxurious, they had a distaste for mass culture laigtlly affordable commodities because
mass culture and highly affordable commodities weogel, nontraditional, reproducible,
inexpensive, easily available, and genéticFortune as traditionalists and supporters of
industrial capitalismalso tended to glorify thrift, hard work, modermguction technologies,
discriminating tastes, and deferral of gratificatias values in themselves while somewhat
oddly ignoring the goods produced in the procéss.

Veitch then goes on to summarkz@tunés scathing 1932 article on MGM studios and
concludes that the Hollywood film industry repreeehthe opposite of most of the values of
Fortuneand its readers. ABortunebelieved in conventional traditional moral valuesl ahe
deferral of gratification, they strongly disapprdvef the decadent lifestyles of many people

in the film industry, as these often involved illisex, heavy drinking, and/or surrounding

193 Rita BarnardThe Great Depression and the Culture of AbundaKeemeth Fearing, Nathanael West, and
Mass Culture in the 193@lew York: Cambridge University Press, 1995)-33.

104 jJonathan Veitch, "Reading Hollywood," Spring 200@iag. Retrieved from the Proquest database @xp27
2007.
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oneself with excessive amounts of consumer gb8das Fortune emphasized quality, their
writer was disappointed to find that much of thedst was made out of "beaverboard and
canvas™?® He also saw an absurdity in the many differentectsj and people that were
incongruously combined together on MGM's back ia. ¢he chaotic-exotic style again), in
that both people and props were made to appeaorastlsing they were not, and in that
people working in Hollywood often did things thatfiéd conventional expectations (such as
an Oklahoma cowboy playing poltf Plus, asFortune mainly focused on production, its
writer was surprised that there was a greater esipha MGM on the surface qualities,
appearances, packaging and salability of the filh@h on their production or even their
actual overall quality** These objections can all be summarized by thesphréin Veitch's
words) "Nothing is quite what it seems." and, mepecifically, "Nothing is quite what it
'should be.*

What Fortunés creators and readers thought "should be" wabapip a world where
people and businesses follow binding traditions emaventions to the point that the world
seems more ordered, stable and predictable thactutlly is or could be. However, MGM
and Hollywood showed that many of their cherishedws, traditions and conventions were
in decline at least in some parts of the U.S. Tkelide of the norms, traditions and
conventions meant not only a decline in traditiomakality and rules of behavior, though, but
the recognition of the fact that the conclusionsoften reach from the information we are
given (including appearances) are often based athing but norms, traditions and
conventions as well (e.g. there is really no obyecteason for why an Oklahoma cowboy
could not play polo, or to cite an example of tinesn West himself, if a woman wears tennis

clothes, it does not necessarily mean that shespkynis). Plus, even the rise of Hollywood
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movies, mass culture and mass produced commodg&s went against the old norms and
traditions since these were different from tradgitibproducts for leisure. In any event, such
declines of norms, traditions and conventions gdgtamade the world appear chaotic,
unstable and bizarre, especially in the eyes ofsm® who believed in the old standards.
Nathanael West's last three novels take plaeeigely against the background of this
framework.Miss Lonelyheartsleals with the problem of finding a way to copehatiffering
when the religion and the inherited culture thateomade it easier to cope with suffering are
in decline and briefly deals with how mass cultisra very imperfect way of trying to solve
this problem.A Cool Million points to the modern disbelief in traditional vaughile also
emphasizing how the modern world is filled with coodities and also with mass culture that
romanticizes or idealizes the pabhe Day of the Locuspoints to how the 1930s Hollywood
film industry is decadent, how it is full of objscthat appeal to consumers' fantasies, how
appearances do not mean what one would converitiaagect them to in Hollywood, and
especially how Hollywood's fantastic surface appeees are in stark contrast to the many
poor and/or suffering people there. A major pomtNest's novels seems to be that with the
decline of the traditional culture, the rise of nproducts and technologies, and the human
evil that existed as long as humanity itself, thegld/is chaotic, bizarre, unstable, and difficult

to explain or cope with.
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4. MISS LONELYHEARTS AND A COOL MILLION:

ATTEMPTSTO RETRIEVE THE PAST

InMiss LonelyheartsNathanael West depicts a world in which massucelland clichés
take on the role of providing dreams of a bettlr #ind a sense of order, as this role was
previously held by religion. In turm\ Cool Million emphasizes that depictions of history
(including those in mass culture) are never wholbjective but always strongly influenced
by the views of the people who create the depistidrhese two novels present a mostly
negative view of mass culture sinceNtiss Lonelyheartsmass culture is filled with empty
and manipulative clichés and B Cool Million, mass culture is used to spread false or
guestionable messages about the past and, espeatitie case of the vaudeville show, also
encourages sadistic violence. However, the two Hoelews of mass culture are still
somewhat ambivalent due to the innovative comip-ilte features oMiss Lonelyheartand

other details that will be elaborated below.

4.1. Miss Lonelyhearts

It was already mentioned in the last chapet &is Christianity and various traditional
norms were in decline in the late 19th and earth 2@ntury, mass culture and mass produced
commodities became one of the main sources of dredm better life for people. IMiss
Lonelyheartsthe newspaper advice columnist of the title sames tries to give his readers
secular advice which is also escapist (i.e. adgigimem to focus on something pleasant
instead of their problems) and at other times toegive them specifically Christian advice. A
reader of the novel might wonder why Miss Lonelyl®ealoes not at least try to give his

readers advice that would be aimed towards spatifisolving their problems. However,
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when the novel is read against the background afsncalture giving people the pleasant

dreams and sense of order that Christianity ongeitds evident that at least sometimes, Miss
Lonelyhearts believes that Christianity providesrenpowerful dreams and thoughts against
misery than mass culture ever could, and thisag¢lason for why he at least sometimes tries
to (or thinks about trying to) propagate it in bedumn and in his dealings with other people.

This is made explicit when Miss Lonelyhea#®s the people in the city enjoying mass
culture in spite of their severe suffering and kikinhe following: "Men have always fought
their misery with dreams. Although dreams were qrmeerful, they have been made puerile
by the movies, radio and newspapers. Among mamayas, this one is the worst." (115)
Arguments about mass culture being "puerile” cdaddconnected to many common early
20th century opinions about mass culture being ddva intellectual value, appealing to
emotions rather than reason, always using the stioh&s or plot formulas, etc.

However, there are still grounds for statifgt Miss Lonelyhearts actually has an
ambivalent view of mass culture. One must keepimdrthat a large part of the reasoning for
why Miss Lonelyhearts sees mass culture as "ptigsilehat he compares it to Christianity.
Plus, Miss Lonelyhearts has a certain compassionhi® users of mass culture, especially
since he feels an empathy for their suffering amdenstands their need for dreams of a better
life (Miss Lonelyhearts is like Tod frorihe Day of the Locush this respect). In Miss
Lonelyhearts' view, his own readers, the patrorth@iSpanish-themed restaurant El Gaucho,
and respondents to self help ads all fall undercdiegory of suffering people who need
dreams of some sort in order to offset their misargluding the dreams provided by mass
culture (93-94). This has the added implicaticat @ds and the advice column, both of which
claim to offer solutions to problems, are perceibgdMiss Lonelyhearts to actually have a
greater value for the dreams they provide thanafor practical solutions they might offer.
Thus, this is another reason for why Miss Lonelytseeavrites advice that propagates

Christianity or escapism rather than a concretetsol to the reader's problem. Furthermore,
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by trying to Christianize his column, Miss Lonelghts shows that he at least sometimes
believes that mass culture could give his readerstiperior dreams of Christianity.

However, Miss Lonelyhearts cannot createravioeing Christian advice column because
in his world, as Christianity is no longer seerbasling by many people, it is easier to laugh
at it and/or question it (as Shrike and Miss Lohebrts do), and many traditional Christian
statements that would probably have great forca fd@vout Christian are reduced to the level

of empty clichés. Anton C. Zijderveld's definitiofa cliché is particularly relevant here:

A cliché is a traditional form of human expressifin words, thoughts,
emotions, gestures, acts) which - due to repetiis® in social life - has lost
its original, often ingenious heuristic power. Altlgh it thus fails positively to
contribute meaning to social interactions and compation, it does function
socially, since it manages to stimulate behavigogfition, emotion, volition,

action) while it avoids reflection on meanings.

It is probably for the reason that the traditio@aristian advice about knowing Christ through
one's suffering has lost its traditional heurigt@wver and became an empty cliché that Miss
Lonelyhearts starts giving this advice in respotasa letter and then stops in mid-sentence,
unable to go on (116). Over the course of the pdtiks Lonelyhearts struggles precisely
with how he can truly believe in Christianity anbpagate it through his column when it is
difficult for educated people of his time and plagebelieve in it and when it became a set of
clichés rather than a weighty and binding ideology.

Miss Lonelyhearts also gives clichés as ainicinstances of his secular escapist advice -
e.g. his "Lifeis worthwhile" advice (66) and his advice that "thestognings in life are free"

(98). I do not know if such statements ever hadeatgheuristic power, but such phrases

113 Zijderveld 10.
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definitely can be pointed out as phrases that seapty due to their overuse. With both of
these pieces of advice, the same thing happensitastive advice about knowing Christ
through suffering: Miss Lonelyhearts starts givthg advice to a letter writer, but then stops
in mid-sentence, unable to go on. This probablg aEppens because the advice is an empty
cliché (which Miss Lonelyhearts recognizes, unlike uneducated readers), although it could
also be argued that Miss Lonelyhearts cannot gowdh the advice because advising
someone to simply enjoy something pleasant likee pn satin is incongruous when that
person is going through extreme suffering.

Miss Lonelyhearts cannot believe the clicdég to his own education and reflective
thoughts. Zijderveld states that clichés lose thsiral power to manipulate their recipients
when they are reflected upon, and that clichés diatié-filled kitsch call "for feeling, not
thought"*'* Miss Lonelyhearts' lower class readers generadljebe that he gives good
advice, though, and this can probably be explaingdZijderveld's argument that "kitsch
generally appeals to those social classes andar&eghat do not rely on reflection in daily
social life: lower-middle and working classes, ahd non-working women of the upper and
middle classed® (with Mary Shrike being an example of the latteoigp). One could also
speculate that by being frequently used, well distadxd, and mostly unchanging, clichés give
their audience a sense (or a dream) of securitystattllity the way a religion shouff (even
though this idea is never overtly mentionedMiss Lonelyhearys However, if the Doyles
are representative of Miss Lonelyhearts' readeigemeral, it is likely that his readers want
him to listen to their problems and to give therfeetion (possibly even a sexual affection)
rather than to give them advice per se.

What increases Miss Lonelyhearts' inability delieve in clichés (both secular and

religious) is the fact that his editor Willie Sheilconstantly ridicules them. Zijderveld states

114 Zijderveld 99.
115 Zijderveld 99.
116 Zijderveld 16-17, 62-65.
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that when a cliché is ridiculed, it (at least idg@aprovokes reflection on the cliché and thus
relativizes the cliché's power, making it questtiad'’ Zijderveld also specifically connects
this practice with Dadaists, who played with clish@én their art in order to criticize
conventional ideas® Shrike ridicules mass culture, art and Christianfand their
corresponding clichés) equally as nothing is taxted" or privileged in his view for him to
avoid joking about it. The serious argument comdim his jokes, though, seems to be that
dreams of a better life are problematic at best tanéhl at worst and that people are still
doomed to suffer through an absurd life that endseath.

The operations to which Shrike subjects ckcaée very similar to Dada. First, he uses the
melodramatic, gushing, histrionic, wordy, overlyoglent and clichéd language of
advertisements and some other mass culture tekes 4&lf help books and some movies)
almost whenever he speaks, but he uses it iropjcalaggerates it, and places it in the
incongruous context of everyday interactions (gsospd to the more congruous context of a
mass culture text). These practices are likely &derhis listeners see the difference between
this type of language and ordinary everyday languagd to recognize how insincere and
affected the former actually is. There is irony,colurse, in that when he dictates advice in
this form for Miss Lonelyhearts to put into his woin (as with his advice about art being a
"Way Out" [69]), this initially clichéd advice, wtin is obviously a joke to him, will most
likely be taken seriously and literally by readefsthe column (and writing it into a mass
culture text in which one would expect such languagll keep the language from being
estranged). Second, he uses the strategy of sgeakout a relatively conventional topic in
conventional terms (such as the greatness of afaroning) and then adding something
obscene, obscure or bizarre to the discussionird skrategy of Shrike's, which overlaps with
the last one, is making Christianity and otherdsghat are commonly held in high reverence

ridiculous by incongruously combining them with #@neeryday or the obscene. This strategy

17 Zijderveld 99-102.
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is rooted in Dadaist texts that do the same thsugh as Alfred Jarry's short story "The
Passion Considered as an Uphill Bicycle Race", @las in some quotes from the character
Buck Mulligan in Joyce'®Jlysses A major and obvious example of this is Shrikeseated
descriptions of Miss Lonelyhearts as a priest Ghaist figure, although these descriptions go
along with the more serious idea that in a postsfian world, an advice columnist gives his
or her readers guidance, hope and/or a sense wfityethe way a religion is supposed to.
Finally, Shrike uses many double entendres anddms @f frequently used Christian phrases.
To this, we could add that Shrike problematizeg\erent view of Christianity not only by
deflating clichés but even just by showing thati€fanity is no longer held in reverence and
thus could be made fun of and also by making argisnagainst it like when he points out
that the Christianity of the Renaissance was mabkedebauchery (71).

To get back to the topic of mass culturelfitgee main way Shrike parodies it in most
cases is by using his advertising-like languageffer a diversion as a solution to a problem
(most frequently to Miss Lonelyhearts' troubled d)ithe way a commercial, self help book
or even an advice column would (it was common f8Bds advice columns to use the
language of advertising, especially as their adwaften shamelessly promoted brand name
products’®) even though he is being ironic and knows thahsalutions are incongruous to
the problem at hand (with his advertising-like laage and his Dadaist strategies making the
solutions sound even more ridiculous). Here its® aelevant to mention Shrike's South Seas
fantasy, which ridicules western society's views 8buth Seas islands as a place where
someone could live a "simpler and more satisfyimg"|by living in preindustrial
conditions®® and also as a "sexual paradise” where the womenatiractive, sexually
liberated and sexually submissive to European oerlaan mert?* Shrike ridicules these

conventional ideas by imitating 1930s popular stymgs ("on the blue lagoon, under the
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silvery moon, to your love you croon in the softabelew and vocabelew of her langorour
tongorour" [108]) and saying that Miss Lonelyheaiftbe lived on the islands, would live out
the clichés of a typical Hollywood movie about aitehman living on an exotic island (a
roguish but basically decent white American hehe, depiction of the island as a paradise, a
romance between the white American hero and andsla a "beautiful society girl" falling in
love with the white American hero because she fimds exciting [107-108]). This scenario
is obviously farfetched, ridiculous and unlikelyspecially in the context of Miss
Lonelyhearts' grim and hopeless world. Thus, thalication might be that mass culture itself
is farfetched, ridiculous and unlikely. HowevergtBouth Seas passage also describes the
islander girlfriend in the following way: "Her brsta are golden speckled pears, her belly a
melon,..." (107) This is obviously an allusion be tSouth Seas paintings of Gauguin, Webber
and Dampier as these sometimes compared womenyspaots, especially their breasts, to
fruit and flowers:?*> Shrike also connects his fantasy with "imitatingu@uin” (108). Thus,
the South Seas passage implies that art can bagustrfetched, ridiculous and unlikely as
mass culture.

Shrike's following fantasy of hedonism atkshierarchizes art and mass culture, but this
time by stating that art (Matisse, Picasso and ®jas like mass culture (Philadelphia Jack
O'Brien) in that both of them are among the marffedint sources of pleasure (including
sports, sex, booze, and food) that could distradndividual's attention from life's troubles
and the fact of death (108-109). His next fantdmntironically makes the claim that art can
make up for any need or desire not being met, dwlithe need for food and the need for
warmth (109). This statement ridicules any conceptf art that would idealize it too much
and give it powers that it does not have (and Misselyhearts' offer of art as a solution to

problems in his column could be one such conceptittralso goes along with Dadaism's

122 gturma 89.
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rejection of traditional art, traditional aesthsti&nd highly reverent views of aff In fact, as
Miss Lonelyheartslepicts a world in which traditional norms lost itheorce, art is just
entertainment or a set of representations (likesnwadture) rather than something that is
revered.

Shrike, then, ridicules mass culture for bedtighéd, untruthful and inane, but this goes
along with his larger project of saying that lifeabsurd while both art and mass culture are
only pleasant diversions from it at best (the caitle Shrike's critique of Christianity is more
complex, even if Shrike also ridicules Christiardiyd does not see it as a sufficient solution
to suffering). If Shrike is right, any advice Mit®nelyhearts gives to his readers about
turning to art, something pleasant or Christianstyworthless as a solution to most of the
readers' problems except for the fact that it mighke them feel slightly better emotionally
by giving them soothing dreams or a more optimistizld view on the basis of clichés. On
one hand, Shrike might be telling the truth abdw world, but on the other hand, he is
depicted as evil and without empathy (in fact, las ‘ttarget of the author's scotff) for
telling his views to Miss Lonelyhearts and thusimg the possibility of Miss Lonelyhearts
convincing himself (and perhaps followingly his degs) that Christianity (or perhaps even an
escapist solution like turning one's attention ) is actually weighty and not just an empty
cliché. Miss Lonelyhearts believes that "sufferguuld be ameliorated if only we could still
take seriously the ‘final vocabularies' that theik®s of the world render untenabfé>
Shrike and the cynical Dadaism / black humor heeasgnts offer only nihilism and no hope
or sympathy for other people (as is evident fronmik&hs joking about the plight of the
paralyzed boy), thus encouraging further dehuménizalonathan Greenberg actually argues
that bothThe Day of the LocustndMiss Lonelyheartsubject both sentimentality (including

the sentimentality of both Christianity and maskura) and the "sophisticated” subcultures
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that laugh at it (e.g. Dadaism, modernism, Holly@/sonouveaux riches) to satire and
criticism, thus making West's work somewhat selitcadictory and difficult to interprét®

In keeping with this self-contradictory nauin West or his tendency to criticize or
satirize all the sides in a conflict, art, Chrisfig and mass culture are all seen as potentially
damaging inMiss Lonelyhearts Art and Christianity both lead to Miss Lonelyhisar
(presumably) getting shot at the end of the noMiks Lonelyhearts' Christian hysteria,
which is strongly influenced by his fever and whislalready described as a dangerous force
in the third chapter, leads him to misinterpretititentions of Peter Doyle and try to embrace
him in spite of Doyle's gun. As for art being a @aimg force, Father Zossima's advice from
The Brothers Karamazadw "[lJove a man even his sin", "love everythingida'perceive the
divine mystery in things" (75) arguably seems toabpart of Miss Lonelyhearts' thinking
when he becomes hysterical and rushes out to emBrier. Granted, this is only one single
instance of art having this effect, but it showet tithe ideas contained even in highly regarded
works of art like Dostoyevsky's novels are not isseely perfect and should be open to
guestion (as opposed to various older pro-art aegisnlike that art is the best that has been
thought and said or that art necessarily makeslpauoprally better). This goes along with
Dada's refusal of an overly reverent view of art.

As for mass culture, West represents it a8 hBking possibly detrimental to individuals.
This is mainly evident in the chapter "Miss Lonadghts and the party dress". Here, Miss
Lonelyhearts and Betty internalize the romantichdis of mass culture, especially movies
(such as a rather cute and playful fight betweeauple who obviously still like each other, a
tearful melodramatic moment between them, or Betsyereotypical "little-girl-in-a-party-
dress air" [136]). Even though Miss Lonelyheartsstto tell Betty what she wants to hear
(which is actually based upon mass culture cliclaés) thus lie to her, both of the characters

act out the clichés of mass culture without beingr@ of it ("she unconsciously exaggerated
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her little-girl-in-a-party-dress air", "neither oné them conscious of being cute” [136]). As
Miss Lonelyhearts' world is saturated with massueal it is to be expected that the characters

would internalize its clichés. Zijderveld says thowing about this topic:

Because of their repetitive use in social life, peowill not think much about
the precise meaning of a cliché, yet they will higaand incorporate it into
their ongoing interactions. It is my contention tthdichés thus manage
unobtrusively to penetrate into man's consciousarddo influence behaviour
on the attitudinal level, while potential relatiaiions are being excluded

because cognitive reflections are being avoidéd.

The harm of the clichés of romantic love thi$s Lonelyhearts and Betty enact, though,
is that the clichés strengthen society's sterestygfeboth courtships and marriages being
happy, care free and romantic. This is a dubioussage when almost all of the marriages
and male-female relationships iss Lonelyheartsnvolve violence and/or pain for one or
both of the partners. The fact that Miss Lonelytepreviously subjects Betty to verbal abuse
and mild physical abuse implies that their own mage would be similarly violent.
Furthermore, this also points to the following dewh: as mass culture gives people visions
of a better life (and, motivated by commercial rasts, it gives the people visions of the
better life that supposedly most of them want, altdh these desires are already partially
motivated by their culture, including mass culturese visions, through the manipulative
influence of clichés, could cause people to confilee blissful visions with a reality that
contradicts those visions. And if Shrike is repreeaive of the creators or producers of mass
culture, they will create mass culture with the sages that the people want in order to sell

the maximum amount of their product without regianmdthe messages' veracity. There is also

127 Zijderveld 13.
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the problem that as Miss Lonelyhearts repeatediyeggiadvice either in the clichéd,
advertisement-like language of his column or in ite@ic mode of Shrike, he cannot give
advice in any other way, which is evident when Misselyhearts tries to give verbal advice
to the Doyles in the chapter "Miss Lonelyhearts spay visit". Although this is an
exaggeration, it makes the statement that theédidf mass culture, when used or consumed
repeatedly, could be internalized to the point tha¢ could not avoid them in his or her
thoughts and/or actions.

To summarize, theMiss Lonelyheartsepresents mass culture (along with Christianity
and art) as a source of pleasant dreams in adsgpehd absurd world. While these dreams
can provide people with minor escapes from theffestag or moments of pleasure, mass
culture’s manipulative messages often contradiet gnm reality of daily life and are
sometimes even inane. As such, it is a rather negaiew of mass culture, but at least with
the provision that mass culture could be seenvaduable source of dreams by its audience.

However, the novel seems to be less hostitadss culture in the formal elements it takes
from it. Like The Day of the Locusit contains many references and allusions to bedRs
culture and art (or highbrow topics) and descrimiavhich consist of saying that someone or
something looks like something that a typical 198&sder would know, including products
of mass culture. This implies a model reader whe haeasonable knowledge of and an
interest in both art and mass culture rather thas who would reject mass culture with a
mandarin disdain. Thomas Strychacz argues thamtey references to both high and mass
culture mainly emphasize how both are equally iseguential when traditional high art is no
longer as authoritative as it used to'B&This is possible considering the dehierarchizatibn
art and mass culture depicted in the novel, butcmndd also argue that the many references

to mass culture serve to maintain the novel's fipaty modern feel, as they help to

128 Thomas StrychacModernism, Mass Culture, and Professional{ew York and Melbourne:
Cambridge University Press, 19981-182.

49



emphasize that the action is taking place in 1980« York (or 1930s urban America). If
West's intention was to write a Dadaist novel apeel influenced by Dada, his many uses of
mass culture fit well with this aim, as Dada wapmased to use all the materials of everyday
life to both affront the bourgeoisie and createiramovative new kind of art (viz. the first
chapter).

A discussion of mass culture Miss Lonelyheartalso needs to take into account the fact
that West himself stated in his short article "SoN@tes on Miss L." that he originally
planned to writeMiss Lonelyheartas "a novel in the form of a comic strip” (with ttleapters
containing only one action each and being placéa squares, and dialogue being in word
balloons), abandoned the idea, and then kept sdntkeo"comic strip technique®® He
explains this as follows: "Each chapter insteadaihg forward in time, also goes backward,
forward, up and down in space like a picture. Mfibleamages are used to illustrate
commonplace events. Violent acts are left almolst. ba°

Miss Lonelyheartss like a comic strip in several different waystsi it is like a comic
strip in that it emphasizes terseness. As it isatsovel made up of 15 brief chapters, it can
be read quickly, just as a comic strip is convarglity read quickly. The sentences tend to be
relatively short, lucid and easy to follow (proviléhat the reader does not try too hard to
interpret West's many symbols and allusions). Téscdptions of characters and objects are
also kept brief, which perhaps corresponds to castrip art usually containing a relatively
small amount of details. In this respektiss Lonelyheartss not just like a comic strip but
like American mass culture in general, as Jeremysfiall states that American mass culture

emphasizes pace, brevity, terseness and speeebte @n exciting effet’
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Second, the novel has a serialized and egistdicture as its chapters resemble the short
episodes of a comic strig? While the novel does have a central plot and oity, almost
every chapter presents a single unified scene mhaiiss Lonelyhearts has an experience
with one or more of the supporting characters ia specific place (or in a set of locations
that are close to each other). When one chaptes and another chapter begins, it usually
leads to Miss Lonelyhearts taking part in anoth@fied scene with a different setting and a
different set of supporting characters.

The individual chapters have titles in whible tentral character's name is combined with
the context he is placed into in the chapter (&8ss Lonelyhearts in the dismal swamp”,
"Miss Lonelyhearts and the cripple"). Some sergiproducts of popular culture titled their
episodes similarly (e.gTarzan novels, Betty Boopcartoons), and while | did not find a
concrete example of this titling practice in theldi of 1930s comic strips, it is likely that
some comic strips with this kind of titling existatthe time.

Third, it has been repeatedly argued that whena character's physical appearance is
described in West, it is so bizarre, exaggeratsategque, and made up of basic shapes that it
resembles a caricature from a comic strip. At thmes time, the character's personality is
often also as simple, stereotyped and exaggeratadtaricaturé®

Fourth, if West stated that his chapters galindirections of space "like a picture”, he
probably meant that they emphasize visual imagesmdy a comic strip would. The novel
does create many visual images (including Surt@alimages) in the mind of the viewer, but
the problem with this idea is that every novel tgsavisual images of some sort. Plus, while a
comic strip is usually a combination of picturesl avritten text,Miss Lonelyheartss literally

still a novel that is solely made up of writtentteand the written text depicts both visual

132 Martin Hilsky, "Westovo panoptikum americkychishOd Poea k postmodernismu: premy americké
prozy, eds. Martin Hilsky and Jan Zelenka (Prague: Odeo& H, 1993)163.
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images (such as descriptions of what people, abjactl actions look like) and things that
could hardly be depicted in a visual image (suctiesxriptions of feelings and mental states).

Finally, West's novel is like a comic stripita blunt depictions of violence. Although not
all early comic strips were violent, the Americaomic strip contained at least mild violence
as its staple since its very beginnings, as théestthumor strips often contained vulgar
humor, physical humor, cruel pranks played by skthildren, and disrespect for authority
figures?** Early comic strips also contained instances ofraxtars hitting and throwing
projectiles at each other - sometimes to providelemsis or a denouement for a joke, but at
other times it appeared to be violence for the safkeiolence’®®> Aimost every chapter of
Miss Lonelyheartgontains a violent act of some sort, even thougsdhviolent acts range
from insults, threats and pinches to beatings,sa&mel shootings. However, unlike in comic
strips, the violence is not funny, and mostly ing accompanied by any joke or gag. Rather,
the violence inMiss Lonelyheartss like the violence in a comic strip in that itdgepicted
matter-of-factly without being explained or desedmt great length.

West's decision to writiliss Lonelyheartsising comic strip techniques can largely be
explained by his desire to write novels that wobddvery "modern” in their use of all of the
materials of American daily life and go againstditianal literary standards. Furthermore,
Randall Reid speculates that West trying to wietvel in the form of a comic strip” might
have been an experimental reaction to Lynd Wandtrdless "novels" in woodcuiSod's
Man andMadman's Drun{with the latter being the story of a man sufferfagtrying to find
happiness or meaning in various secular pursisteaa of Christianity}*® Also, comic strips

themselves, while being a popular form, were tresmly valued among intellectuals of West's

134 Amy Kiste NybergSeal of Approval: The History of the Comics Céitickson: University Press of
Mississippi, 1998) 2.
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time, as was the case with the political cartooinhe New Masse¢which actually utilized
some techniques of Dada and moderntdmiKrazy Katand the cartoons in théew Yorker

However, the comic strip elementshMiss Lonelyheartgan also be viewed as fitting to
the story's content. Writing a novel to make it i@mto a comic strip points to the
dehierarchization of art and mass culture whenrtsigtution of art lost much of its traditional
authority. Writing matter-of-factly about caricatdiike characters hitting and abusing each
other points to the idea that as Christianity amdlitional moral norms lose much of their
authority, people become somewhat dehumanized avel o qualms about hurting others or
viewing them as mere things. In his article "Sonetds on Violence", West actually wrote
that in the U.S., violence is so commonplace thateAcans are not greatly shocked by
accounts of violent acts (in both newspapers aadature), and that while a European writer
needs 300 pages to "motivate one little murder"eAcans would not condemn a "little book
with eight or ten murders in it" as "melodramatic®.

Similarly, in "Some Notes on Miss L.", Weshtes that short novels are especially suited
for the U.S. because Americans are "a hasty peaplier than a nationality that would
appreciate or relate to the "slow growth" assodiatéth classic European literatur®. The
comic strip technique ofMiss Lonelyheartss thus apt for capturing all of these ideas. Of
course, this technique is still presented ambiutglesince it can be viewed as positive for its
innovations, experiments and aesthetic value, btiteasame time, it does seem to imply that
the frequent and matter-of-fact depictions of uicke in comic strips encourage people to be
more violent and dehumanized.

Thus,Miss Lonelyheartss full of apparently contradictory impulses in aed to mass
culture. It represents mass culture as inanepfutlichés, and manipulative, although it also

concedes that it is seen as valuable by the pedpdeuse it and that art is no longer seen as

137 Barnard 113.
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clearly separate from and superior to it. The foaftusions and language style of the novel,
however, could imply that mass culture elementsdcc@ald to the creativity and aesthetic
value of a literary text, even though they are ditmg to the novel's critical view of mass
culture. In factMiss Lonelyheartss a Dadaist work of literature with many elemeatésived
from mass culture, but at the same time, it isoaitof Dada, literature and mass culture. This
goes along with the observation that West ofterculdd in his writings things that he was
actually in favor of in his personal life, such ast only his favorite art and literary
movements, but also left-wing political groups, lmbly mainly because he could not bring

himself to treat anything reverently in his wdfR.

4.2. A Cool Million

A Cool Milliondeals with mass culture to a lesser extent Mess LonelyheartsA Cool
Million is mainly related to mass culture in that its fasnderived from Horatio Alger novels
and in that it deals a few times with entertainraehat are designed to represent a view of the
American past.

To begin withA Cool Million is very much a parody of Horatio Alger's novelseTh
standard plot of a Horatio Alger novel involves @op small town boy suddenly having to
seek his fortune in a corrupt big city. He origlgadets victimized by confidence men and
other villains, but through his virtues and luck,veell as through learning to see through the
confidence men's tricks and winning the affectibimfiuential authority figures, he manages
to achieve upward mobility by the end of the ndvél.

During the Great Depression, such "rags tieest stories met with criticism and ridicule

due to the difficulty of finding employment in tHiest place, the many low paying jobs that

140 Greenberg n.pag.
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did not provide opportunities for advancement, etr@many celebrities or public figures who
were described in magazines as having achievedessicovernight through their "lucky
break" rather than through years of diligent WA Cool Million is then basically an
inversion of the classic Alger plot, since WesgschLemuel Pitkin goes through the standard
problems of an Alger hero only to suffer severerigs, lose body parts, lose his property, get
imprisoned, and finally get killed, even though hiend Shagpoke Whipple keeps telling
him that he still has a chance to succeed the walger hero would. Although Whipple tells
Lem that John D. Rockefeller and Henry Ford werethigves but men who were born poor
and succeeded through "honesty and indu$thyit seems that in their world, the opposite is
the case as only those who trick and victimize @thsicceed in acquiring fortunes. Plus,
Whipple uses the Algeresque narrative as well bsratiealized accounts of America's past to
propagate fascism by saying that America needssfasto become the great land it used to
be in the 18th and 19th century.

A Cool Million also satirizes the Alger novel formally as abou difth of its sentences
are actually plagiarized from Alger's novéfsand as West imitates Alger's writing style (e.g.
short and simple sentences; old fashioned expresse narrator who speaks of himself,
comments on the depicted events and directly adesethe reader; a whimsical tone). The
effect of these strategies is not just that Webtuies Alger and implicitly states that Alger's
view of the world is inaccurate, but also that toeel claims that due to people's depravity,
Alger's ideal of succeeding through virtue and hamdk cannot be achieved and perhaps
never was achieved. Furthermore, America's past temes to be questioned in the novel's
plot through mass culture products that depict Acaer history.

Before starting to discuss the mass cultitations inA Cool Million, it should be

mentioned that as old traditions are in decling.(the second chapter), there are attempts to
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create new traditions or restore a sense of hetygrieven though such attempts usually do
not restore tradition so much as create a romaeticand nostalgic vision of the pa%t.
Zijderveld explicitly connects this practice to mies without meaningful and binding old
traditions, as a "society firmly rooted in a meayiurl tradition does not know mps perdu
for which it restlessly and nostalgically searctié8 During the 1930s, Americans especially
desired depictions of an idealized American pastrider to make sense of the confusing
contemporary events of the Depression or gain eagement and a sense of stability in
facing these eventd’ The rags-to-riches narrative or the Horatio Algtary were idealized
depictions of this sort. I Cool Million, other such depictions are the houses bought and
displayed by Asa Goldstein, the interiors of Wu g'erbrothel, and the depictions of a great
American past for white Anglo-Saxon Protestanté/impple's speeches.

Mass culture that provides such idealizegidd®ns of the past is criticized A Cool
Million for its inaccuracy. Jonathan Veitch states that @e#stein collecting old houses for
his store resembles Henry Ford's interest in thagelthrough the American countryside
collecting various objects from the pre-automoleita for the sake of displaying them in his
own museunt?® While the Pitkins' house was built during the Rationary War era, it is
still inhabited by Lem and his mother in the 19885 Asa Goldstein and his employees see
the house as a historical relic that could giveptedantasies of an idealized colonial past, but
its real history or its use value for the Pitkissgnored by all but the Pitkins themselves. This
becomes an image in West of a theme that was commadbepression era literature
(especially that with left wing sympathies) - theeme of demystifying commodities by
showing the real human suffering that went intortipeoduction (such as, in other, more

typical, cases, the sufferings of the exploited keos who worked on the product§y.Thus,
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the implicit message is that Ford (or perhaps amsiness that displays or sells antiques or
relics) takes old objects away from people who d@atill use them and displays or sells them
for the sake of making a profit, even if the spasistated purpose for such displays is to
show the American past and establish a continuitly iiv West also states that such displays
are potentially inaccurate depictions of the palsemvGoldstein's clerk insists on placing "a
patched old set of drawers" into the house wherPitians did not own it and would have
kept it in the woodshed if they did (39). Thusstis an instance of America's past being
"prostituted".

The other instance of America's past beingsiituted” inA Cool Millionis in the case of
Wu Fong's brothel. West seemed to believe thatiogedepictions of history for the sake of
making a profit is always a "prostitution” of hisgpespecially as the title of his own planned
theatrical revue American Chauve Sourigould be interpreted to mean either "American
Bat" or "American Prostitute”, even though the mwas still supposedly planned to be an
affectionate and unironic collection of Americanlkfore depicted as authentically as
possible’™®® Furthermore, it was common for early 20th centduperican Marxists to
associate consumerism with prostitutigh.

As the clothes and room of each of Wu Fopgistitutes are made to resemble a typical
regional style from America's past (and as the a@re decorated by Goldstein), West
creates a situation in which the prostitution of &ina's past through historical spectacles is
emphasized by being combined with literal prosttut This has several effects. As with the
Pitkins' house, the decorations create a visioaroidealized American past which helps to
detract attention away from the circumstances efrthroduction, i.e. the suffering of the
women who were forced into prostitution. Wu Fondé&cision to make his brothel "an
hundred percentum American" (60) is a referencétal a joke about) the Depression era

trend of making designs specifically American amesguring people to buy American-made
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products->? Furthermore, Wu Fong's brothel points to the e2@ith century trend of making
just about every product appeal to consumers' $agaEven in real life, brothels were not
immune to this trend as the famous Hollywood brbthae's" offered prostitutes who were
surgically enhanced to look just like specific féenmovie star$>

In Wu Fong's brothel, though, the women angiaded settings are, with a few exceptions,
generally white, Anglo-Saxon and Protestant (WA3#jurn, Wu Fong's customers are often
non-white foreigners who "greatly desire the woroémheir superiors” (31) (as the narrator
appears to share Whipple's fascist sympathiesapsrimplying that West associated Alger
with some kind of fascism or racism). As traditibaacounts of American history, as well as
Alger novels, are dominated by emphases and glatifins of WASPs and their culture (a
state of affairs which Whipple defends), the non-8¥& seek out fantasies of living in
various settings of the glorified majority cultutret is not their own, and desiring its women
could be connected with a desire to take partemthjority culture.

As both Goldstein and Wu Fong use idealimedges of America's WASP dominated
past to make a profit, the communist Sylvanus Sremdg presents an alternative view of
American history in his free historical exhibit "&nhber of American Horrors, Animate and
Inanimate Hideosities". Instead of glorifying WASEse "animate" part of the exhibit depicts
historical instances of minority groups being sa@bused. This implies that America was
always based upon the stronger victimizing the weak

In the accompanying playlet, a grandmother &ed three grandsons are forced into
poverty and die of starvation because of beingedppff by a Wall Street confidence man,
which is a similar situation to Lem's own strugglesing swindled by confidence men, living
on the street). Thus, even though the exhibit scdieed as laughably predictable propaganda

financed by a shady communist/Jewish organizatemi though Snodgrasse wants a
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revolution only as revenge on the public for notkmg him a literary success (91), it still
does imply that popular culture could give a rekiy truthful view of the world, even if such
a view is still made suspect by the varying motiwEthe people who propagate the view.

The "inanimate" part of the exhibit then dég® classical sculptures combined with a
clock or bandages, a tasteless sculpture of a hboidy materials that are made to look like
other materials, and novelty items which have mitv@ one use or whose real use is
disguised. The most interesting thing about thdsects is that they could represent both
modern art and mass produced commoditiésThey could represent modern art in the
following ways: the classical statues combined witbcks or bandages could represent
Dadaist acts like Duchamp painting a moustache hen"Mona Lisa"; the same statues
resemble Max Ernst's bizarre figures in harnessed;the objects with unexpected purposes
remind one of the bizarre juxtapositions of Suiseal>> At the same time, though, they
resemble mass produced commodities simply becaitbethve rise of commodities designed
to appeal to consumers' fantasies, one probablig dmuy a clock that is made to resemble a
classic work of art (as the aesthetic came to lsavenfluence on the look of mass-produced
commoditie$®®), or a toy or novelty item whose appearance hiilesreal purpose.
Furthermore, one needs to look no further than HoBmmpson's house imhe Day of the
Locustor a home decorating guidebook in real life to fiedamples of materials being
painted to resemble other materials. Thus, thisagges inA Cool Million anticipates Tod's
view that the simulacra of Hollywood resembles drdike or fantastic paintings.

The objects are "horrors" in the eyes of Smaslge largely due to his communist
sympathies (or, if he is not a true communist, hghimonly be pretending to see them as
"horrors"). After all, American communists like MikGold rejected many types of modern art

out of their preference for socialist realism whalso rejecting the contemporary commodity
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culture out of a desire for an earlier, supposedidye "authentic" pre-industrial cultut&. In
this, the message of the exhibit agrees to sonenewtith that of Chief Israel Satinpenny, as
he sees mass produced commodities and just abgthire;mwhite people invented or brought
to America as polluting what was once unspoiledirgatHowever, the exhibit could still be
read as ridiculing American communism. In contrastthe complexities of Dadaism and
Surrealism, the playlet, while more or less acalyatlescribing the conditions of Lem's
world, is so simplistic that it "highlight[s] itswm predictability” and "treats the reader as if
she were as mentally under-equipped as Lem him&elffhus, West could be accusing
communist propaganda or perhaps even socialigsmealf a similar extreme simplicity, and
it also follows that he could be accusing Americammunists of Philistinism. As West
satirizes both left-wing and right-wing ideolog@siong many other things A& Cool Million,
one might be baffled by his rejection of communishen he supported this cause in his own
life, but as West himself admitted that he had [@Ewmis writing about any weighty topic
without joking about it due to his discomfort wipinofessions of reverence or sentimentality,
one could assume that West "flags the reader'stmite to the existence of arguments he
might agree with in his fiction even though helsdtirizes them and refuses to treat them
reverently™>°

One other instance é&f Cool Million making an allusion to mass culture is when Lem
becomes the stooge in Riley and Robbins' vaudeadte Like the vaudeville performance
during which Harry suffers real injuries Tthe Day of the Locusthe vaudeville performance
in A Cool Million shows that people's laughter when watching viopdrysical comedy is an
instance of sadism and schadenfreude. It is evembioed here with laughing at injuries,

disabilities and deformities. However, the showoaf®as a symbolic value since its basic
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procedure is that Riley and Robbins insult eaclemobiut then oddly take their aggression out
on Lem by hitting him instead of each other. ThisnBolizes how over the course of the
novel, Lem repeatedly gets caught in the middleiolent two-sided conflicts which should
not even involve him and then suffers injuries frboth of the sides. Furthermore, the fact
that he wears an ill-fitting Prince Albert while I& and Robbins wear fashionable suits
symbolizes how he is a poor boy who is constargindp harmed by the well-to-do.

Thus, inA Cool Million, mass culture is mainly criticized. It is depictasl representing
the past untruthfully, drawing attention away fréme human suffering that might have gone
into its creation, exploiting history for the satbmaking a profit, propagating the dubious
views of its creators, and encouraging sadism. Hewet the same time, it seems to say that
these are but abuses of mass culture since théephryd the vaudeville act truthfully depict

the general conditions of Lem's world, even if lditer probably does so unintentionally.
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5. THE DAY OF THE LOCUST: THINGS ARE NOT WHAT

THEY SHOULD BE

In The Day of the LocusWest depicts Hollywood as a world that is filledth the
chaotic-exotic style almost everywhere one turasging from the props and costumes of
film sets to the buildings and street clothes ddrgday life. Everything is made to appear
spectacular and appeal to spectators' fantasi¢shéwspectacles detract attention from the
poverty, suffering, cheap materials, and insufficies of Hollywood®®. Correspondingly,
West would agree withortune in his depiction of Hollywood as emphasizing suefac
appearances and also in claiming that when appessado not represent what they
conventionally "should", the effect is bizarre aimhfusing for the spectator. However, unlike
Fortung West states that Hollywood is the way it is beeaaof its attempts to depict people's
dreams and fantasies (even if these depictiongmngarily motivated by the film studios'
desire to make a profit) and that what an appearastwould” mean is merely a construct. At
the same time, though, West depicts the crueltyyrfg to succeed as an aspiring actor in the
Hollywood film industry and also of being poor irolywood (which are, of course, two of
the unpleasant realities that the spectacular ssfatand in sharp contrast to). Then in regard
to mass culture in general, the novel depicts ctarg thoughts being influenced by mass
culture and some unexpected ideas being found §s malture (as was the practice in some
modernist and Dadaist/Surrealist works). When flhese factors are considered, the novel's

treatment of mass culture is shown to be ambivakgher than purely negative.
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5.1. Architecture, Clothing and Props

InThe Day of the Locusthe buildings are constructed to resemble arcthite from other
countries: "Mexican ranch houses, Samoan huts, telednean villas, Egyptian and Japanese
temples, Swiss chalets, Tudor cottages, and ewsyilple combination of these styles..." (23-
24) They may even resemble fictional or fantastzhiéecture, as "a highly colored shack
with domes and minarets" looks like something dufAtabian Nights(24). The buildings'
appearance is somewhat ruined by the cheap matesad to construct them: plaster, lath,
paper and tarpaper (24). They are also definitedyrgles of the chaotic-exotic style as they
not only imperfectly imitate or simulate foreignchitectural styles, but they also lead to
different architectural styles being incongruouslstced side by side, sometimes even in the
context of the same building, as is the case vehSan Bernardino Arms (23-25). In the case
of Homer Simpson's house, the chaotic-exotic sig/leven applied to the interior of the
house. It contains both "New England" and "Spanglles of decoration and also a large
variety of items that seem to be incongruously coedb, many of which are painted or made
to appear to be something they are not (such aguimevood door painted to resemble fumed
oak) (53-54).

The book generally presents a negatiee of these buildings. In Tod's view, such
buildings are "comic" and "truly monstrous", aro]hly dynamite would be of any use
against" them (23, 24). The book's narrator refersthe San Bernardino Arms as
"nondescript" (25), and the narrator and Homer kagglree (in an instance of free indirect
speech) that Homer's house looks "queer" (53). BEf/ghe novel did not contain this
commentary, its descriptions of the buildings woplisbably conventionally cause most
readers to have a similar view of them.

On the other hand, though, Tod (along with styes partially forgiving of the
tastelessness of this architecture, since like lRasd@Villiams, he sees that the buildings’
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chaotic-exotic style is an attempt to awe theimsges or even give them dreams of a better
life in a different time or place: "[The houseHsite to startle was so eager and guileless. It is
hard to laugh at the need for beauty and romamcepatter how tasteless, even horrible, the
results of that are." (24) Furthermore, while Taowl the narrator criticize the chaotic-exotic
buildings on the grounds that they do not meetiticahl aesthetic standards, Williams would
object that the chaotic-exotic style is not evdaended to meet any standards of taste, but "to
attract and to hold" the spectator's attention ‘atdrtle” him or her by giving him or her
visions that are "lavish", "foreign” and "distanorh the ordinary’®>. Nevertheless, it should
be mentioned that what made the chaotic-exotiadlngk possible was precisely a decline in
traditional norms and standards for architectusmampanied by a rise in products designed to
appeal to consumers' fantasies.

As the appearances of the buildings do mptifg what the buildings actually are and
where they are actually from, the Angelenos' cladlsimilarly does not necessarily signify
what one would conventionally expect it to. In Wesbs Angeles, upper middle class people
wear sports clothes as fancy dress while clothageors tied to specific sports (i.e. yachting
caps, Norfolk jackets, and clothes for tennis)woen in the context of everyday life without
the wearer actually engaging in the sport (22).il8nhg, Homer is later described as wearing
an outfit so colorful that it would have only loake@ppropriate on a black man (144). The
book gives only brief attention to these incideantd does not explain the people's reasons for
wearing these clothes. However, Richard Sennettsgi@ general explanation for such
phenomena when he states that while in the 18ttugeane's clothing expressed one's place
in society, with the changes of the late 19th cgntuperson could relatively freely choose
one's clothes from many different mass producedetsoid express his or her personality or
play to his or her fantasié. Hollywood then provides an extreme form of thiantd: when

clothes do not have to necessarily signify onedsgln society, one's activity at the moment,
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or anything else for that matter (they do not elvawve to signify the wearer's personality), one
can wear almost anything at all during almost actyvay (provided that there are no rules or

binding norms that would prevent this). As with theldings and Claude's house, Tod is once
again in the role of the relatively conventionahmdngeleno observer who thinks about how
the surfaces and appearances of Los Angeles gasaganventions by not matching the

meanings one would conventionally ascribe to thientontrast to the "masqueraders”, who
are presumably native Angelenos, the clothing eflttwer middle class people who came to
Los Angeles to retire (the starers) is "somber ladly cut, bought from mail-order houses"

(23), thus implying that in contrast, the starefsthing specifically denotes their place in

society, especially when its low quality is an irder their low incomes.

As the Hollywood buildings are made to reSknforeign architecture and the locals
dress without a regard for what their clothes watdnventionally signify, the situation on
the film sets turns out to be surprisingly similarhe studio back lot that Tod walks through
contains reproductions of things and places frdro\ar the world, from various moments in
history, and even from the realm of fantasy (12%)13or example, these reproductions
include a "skeleton of a Zeppelin, a bamboo stoekad adobe fort, ... a Dutch windmill, the
bones of a dinosaur, the upper half of the Merrinjand] a corner of a Mayan temple", all
standing side by side (127). As the props are exatid incongruously combined, they
obviously fall under the category of the chaotio# style (at least when they are seen on
the back lot and not in a specific film) and thus &ke the buildings in this respect. The
props are also often made out of the same cheagrialatas the buildings: "plaster, canvas,
lath and paint" (128). More chaotic-exotic simwas are provided by actors wearing their
costumes on the set. The actors in costumes adhi& "masqueraders” in the street in the
basic fact that their costumes signify somethirftecint than what is the case in reality (e.g.
that the people in the costumes are soldiers whery &are merely actors). However,

ironically, in the context of the fictional storyf the film the actors appear in, the signs of
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their costumes are "truthful" and conventional.(ifean actor is dressed like a soldier, it
means that the character he plays is a soldiegyelbly making the fictional world of the
movie more stable in its signs than the "real woold the streets of Hollywood or in the back
lot (which goes together with movies giving theewers an artificial sense of order).

The fact that both the sets and the Hollywat@ets contain so many chaotic-exotic
simulations made out of cheap materials shows ughairobably the main problem with
Hollywood in the novel - the spectacular chaotiotex surface appearances of Hollywood
(both on the streets and on the sets) and Hollyvgoiotage as a "land of plenty" mask or
draw attention away from Hollywood's “insufficieri¢§? which is found both in the
cheapness of the materials used to construct thasy objects but, more importantly, also in
the poverty of the lives of many of the people wive there.The Day of the Locughus
depicts a world that is similar to thoseMiss Lonelyhearteand A Cool Millionin the sense
that all three of the novels depict worlds in whpdor and/or suffering people are surrounded
with various (often fantastic) products that migptovide them with pleasant fantasies, but
which cannot actually solve their problems.

Tod's trek through the Hollywood back lot $hehows the situation of mass culture and
mass produced commodities as both records of peofalatasies and as objects with a
spectacular surface appearance that hides an ficisaf”' interior. On one hand, Tod sees
that the many props on the back lot are basicadlglistic” reproductions of the many dreams
that people have and correspondingly also of weatilization's visions of its past (128).
On the other hand, the objects on the back lotraélsemble dreams in a different sense: as the
objects are bizarrely combined and as they lose trgyinal shapes through damage, the
resulting images resemble the bizarre juxtapostiohdreams and fantasies. Tod overtly
states that these images resemble the dream-likengs of Salvator Rosa, Francesco Guardi

and Monsu Desiderio (127), and by implication, tbader could also connect them with the

163 veitch "Reading” n.pag.
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juxtapositions of Surrealist paintings. As peoplake dreams "photographic by plaster,
canvas, lath and paint” (128), paintings that waree seen as visual depictions of fantasies
now ironically have their "real life" counterpargsd further irony is provided by the fact that
these art-like visions are created by material$ &na conventionally used to create popular
culture. In regard to this, Bodner states that gods even farther, though, since as the artists
he admires "glorify beauty in deformity”, Tod "caee something sublime in artifice and bad
taste" and use the chaotic-exotic images of Hollygvan his own grotesque painting (which
in turn incorporates the influence of the artisall{vood reminds him off“. In other words,
Tod can create a grotesque painting of Hollywooth welative ease because Hollywood
already resembles classic grotesque paintings.e§pondingly, then, Tod can grudgingly
find a beauty in Faye's affected personality oe 'tigly, hump-backed hills" of Los Angeles
(80).

On the other hand, by being "behind the es&rTod sees that even though the props and
costumes were made to reproduce historical imagegase the "realism" of their films, and
startle the films' viewers, what they really aree.(icheap materials made to look like
something they are not) shows that Hollywood's "imaking magic” is not so magical or
awe inspiring after all, or, more specifically, tlaay awe or "magic” the viewer feels is only
caused by the illusions of the film and his or fagtasies. During Tod's trek, what repeatedly
occurs is the same thing that happens in the sowpkning passage: characters in exotic
costumes and exotic places are introduced, but ithsnmade clear that the characters in
exotic costumes are really actors and that theiexytdces are really props. This is often
accompanied by a humor that is based on the neguitcongruousness of the depicted object
or character interacting with what is really thesea for example, a dead soldier returning to

his dressing room (129) or a stone portico flagpmthe breeze (127). This all leads up to

164 catherine Merrill Bodner, "Apocalyptic Grotesqiiéie Day of the LocustTrajectories of the Fantastic:
Selected Essays from the Fourteenth Internatiomaf€ence in the Art®d. Michael A. MorrisorfWestport,
CT: Greenwood Press, 1997) 80, 83-84.
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the most significant joke of this sort - the faki ¢ollapsing due to not being finished yet at
the time of the charge on it (131). Veitch explains moment as follows: "The makeshift
supports provided by the studio prop departmentaapoor substitute for the solidity of
referentiality. These signifiers are asked to keaweight they cannot possibly sustaift"
Apart from the obvious meaning that a real nathilalvould be much sturdier than one made
out of canvas and lath, this moment indicates Hallywood's illusory surfaces can actually
be destroyed by the "insufficiency" they cover up.

Veitch states that West further demystitirdlywood's "magic” in the back lot section
simply by naming so many props in such a shortesphat the reader finally feels that the
"exhaustive" list of props is "exhausting" and ‘leg" rather than interesting or
fascinating®. Granted, this does not have to be the reactioallofeaders, but the great
number of items does make the reader sense tha &éne many exotic items side by side
without any one of them being particularly distimcispite of their differences: "One might as
well be in a bamboo stockade as an adobe forts Rewithe Old West; it makes little
difference.*®” There is also no doubt that the fact that the prane all reproductions made
out of cheap materials contributes to their ultienlack of excitement. The implication is that
Hollywood movies promise a plenitude of fantasies their viewert®® but ultimately, the
viewers can grow tired of the many fantasies justtlee starers grow tired of the warm
weather, fruits and other rather trivial pleasuheg California claims to offer (192).

In the back lot passage, Tod does not judgeatefulness of the props and costumes. This
is probably the case because unlike buildings, onepuld generally not be expected to
correspond to traditional aesthetic standards. ,Tlwhat the passage emphasizes is rather the

oddness of seeing so many simulacra side by sidie also almost simultaneously seeing
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what the objects are actually made of, which le&dd to think about humanity's need to
represent its fantasies in a solid form.

Based on the findings of the back lot se¢twa could come to a similar conclusion about
the chaotic-exotic buildings in Hollywood. The lliiigs are basically a record of people's
fantasies of life in other places and times ana aisintentionally create Surrealistic or
fantastic images in a solid form (e.g. buildingatthepresent different settings standing side
by side, or the Surrealistic image of a dead harse swimming pool). However, they also
provide a flashy surface which masks their cheapirmufficient” materials as well as the
"insufficient” lives of many of Hollywood's residin This then has a symbolic value: as an
artificial mountain is destroyed because of thesuificiency" of its materials, Hollywood, its
fantastic surface appearances, and its image asdaolf plenitude could be destroyed by the
residents with "insufficient” lives who actuallygwe that Hollywood is not a place with
plenitude for all, as Tod predicts in his plansta painting. Or in other words, Hollywood's

images of plenty and an idyllic life will not bepported by Hollywood's poor.

5.2. Acting and Personality

One would conventionally assume that wheadar acts, it is similar to a person putting
on a disguise or to an object's surface appeardisgeiising what it actually is. However,
West approaches the topic of acting from a diffep@rspective than the topic of simulacra.
While one can still differentiate between a builflinshape and the cheap materials used to
construct it, inThe Day of the Locusthe human personality is depicted as so elusiaeit is
virtually impossible to distinguish between "naturand simulated behavior. This is
especially the case with West's two main actorattars: Harry and Faye Greener.

Faye and Harry are both actors who actedrexjuently that the roles they played
became internalized, and thus they play their rel&n in the context of their everyday lives.
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This is basically a version of the psychologicadty in which the patterns of behavior one
repeats as part of the role(s) one plays beforersitan eventually be internalized as "te"
When these roles become internalized, they do ewdtlike an artificial performance, but as
one's "natural" way of behavilfd. It was common for the stars of early Hollywoodfarce
themselves to similarly internalize the personaditygl psychological makeup of the character
they played through Stanislavsky's acting techniguehrough the Method acting technique
that developed from Stanislavsky's technique) imleorto "achieve a more natural
portrayal®*. To be sure, Faye and Harry probably internalizesr roles through repeating
their actions rather than through Stanislavsky&hn@ue or Method acting because their
lower class circumstances make it unlikely thaytiweuld even know about these methods.
Also, their acting usually seems anything but Unalf’, and acting "natural” in the novel
seems to be equated mainly with putting on a segynsimple, effortless, and convincing
performance, as is made clear by West's descripfitime cross dresser (147). However, the
existence of these acting techniques is possibgahlife source that influenced the concepts
of the characters.

It appears that Faye and Harry internalize@dixacting personas that they could use in
every one of their films in the event that theyuadiy did become stars. This would put them
into the category of those film actors who basjcplhy the same character or the same type
of character in all of their films (e.g. Laurel addrdy, John Wayne), even if the phenomenon
of some actors playing similar roles repeatedly wssally caused by the studio "protecting”
the star's public image once he or she was edtablias a sthf, and Harry also plays the
same role repeatedly as he is a W.C. Fields-likeleaille comedian with regular routines. In

turn, Faye's only acting experience thus far iskingr as an extra in Hollywood movies.
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However, through her own efforts, she created angpersona for herself that is similar to
1930s Hollywood actresses who assumed an uppex atiected persona on-screen (perhaps
Myrna Loy or Claudette Colbert could be exampleshid type) and internalized it. Thus,
Faye and Harry act according to their screen pasenen in the context of their "civilian"
lives. However, even in their "civilian" lives, the roles have a purpose. While Harry's
tramp/comedian role is played for the sake of ggttemporary jobs in the Hollywood film
industry (and in the past, he did hope to becorh®lgwood star if he could not become a
Shakespearean stage actor), it is also used asmadb protection since Harry finds that
“[m]ost people ... won't go out of their way to @ima clown" (48). He can also use his stage
act to advertise the silver polish he sells (anssfly make the product seem more fantastic
by doing so, even if this is not the effect histno& has on Homer). In turn, Faye uses her
affected starlet persona as well as her sexuatlyqmative gestures and pleasing appearance
to attract men and thus manipulate them (as Holbdvstars owed much of their success to
their attractiveness to their audience) and aldwofmefully get "discovered" by someone with
authority in the film industry.

It is important to keep in mind that while [Eatyies to be both a sexually attractive woman
and a Myrna Loy-like movie star at the same tinhe, anly succeeds in the former task (even
if these two roles overlap). When men meet hewy thainly notice her for her attractiveness.
Tod, one of two men who are critical of her "stpetsona (the other being Harry, who finds
her "ham sorrow insulting" (75) and, as her fathernot swayed by her attractiveness),
considers her behavior to be extremely "affectedl' made up of "stupid lines and grotesque
situations" (87). He also thinks that "[h]ad anyeat girl been so affected, he would have
thought her intolerable” (87). As Faye's behavimnsists of acts that seem bizarre in a "real
life" context, obvious affectation, and also a meks that goes against her attempts to charm

others, the reader would probably agree with Tothese points.
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On the other hand, though, Faye's affectatiares so extreme that Tod finds them
"charming" (87). Perhaps the reason for him bemgymed by them (apart from Tod feeling a

fascination for anything grotesque or tasteless) ike following lines:

Being with her was like being backstage during msataurish, ridiculous play.

From in front, the stupid lines and grotesque sibna would have made him
squirm with annoyance, but because he saw theipagsptage-hands and the
wires that held up the tawdry summerhouse withaitg)le of paper flowers, he

accepted everything and was anxious for it to set.c€87)

In these lines, the implication is that Faye i lthe chaotic-exotic Hollywood buildings in
that she desires to startle anyone who sees héndgourpose of eventually appealing to the
fantasies of a well-to-do man who would "pay for'hes a result (and to a certain extent, she
succeeds at getting this from Homer, although b&xai her beauty and manipulativeness
rather than her "affected star" persona). And alsdlarly to the Hollywood buildings, the
results are monstrous to a conventional view.

However, Tod partially forgives Faye's monssmess as he partially forgives the
monstrousness of the buildings because in botlscasesees the good intentions "behind the
scenes" - the desire to satisfy the need for beamlyromance in the buildings' case and the
drive to overcome poverty through hard work in Fegmase. In both cases, Tod also feels an
empathy that causes him to be forgiving - an empfthsuffering people desiring fantasies
in the case of the buildings, and an empathy foreFavho mainly suffers because of her
poverty and her frustration. Faye is also like bddings and other things in Hollywood in
that she tries to startle and play to the fantasieothers while trying to cover up her

"Iinsufficiency" - i.e. her poverty and suffering.

72



But of course, unlike the surface appearandetheo buildings, Faye's affected star-like
behavior does not impress anyone (as Tod only cespige hard work that goes into it but not
the final result). As a result, since what Fayeadally good at is using stock gestures to
sexually attract men, including men that she hérsetot attracted to, in order to gain their
money or favors, it is implied that the professghe really has a talent for is not acting but
prostitution (although prostitution can also bg@etof "acting" when the prostitute assumes a
false or artificial persona in order to play to lient's desires or fantasies), which is the
profession many aspiring actresses of the 193@stezkto when they could not find adequate
work in film.

From here, we could ask the question of wdreBaye's behavior is intended to say that
Hollywood actresses or at least certain types oflyiwood actresses are as grotesque,
unnatural and unpleasant as Faye is. This queistiespecially difficult to answer when West
says almost nothing about real movie stars in theeln(as it is generally a novel about those
who do not "make it" in Hollywood).

On one hand, Faye plays her "affected startd€' badly. Her act is undermined by her
persona’'s incongruity with everyday life (as opjlogeits possibly greater congruity with the
context of a film), her frequent obvious insincgrit(an actor should ideally make the
audience vicariously believe that the emotions hg&he depicts are real and sincere - as Harry
does during his performance at the bar), and tlé tlaat the superficial politeness her
"affected role" entails is incongruous with herhadrand physical attacks against others and
also with her actual poverty (this is especiallyjdent when she assumes the role of a snobby
rich woman during the party at Homer's house).

On the other hand, the narrator states thae Fasas an actress who learned from bad
models in a bad school" (88). This could mean that'bad models" are the Hollywood stars
themselves and that one cannot learn how to betan lay imitating them. However, it could

also simply mean that being poor leaves one unabkdffectively learn how to act in film.
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The aspiring actor is then left to his or her owavides in this matter as he or she tries to
become what he or she believes a successful daiafdsbe.

But the novel implicitly shows one way in whitte Hollywood film industry is a "bad
school" and at least some of its actors are "badetsth It seems that through Faye's desire
for clothes, her efforts to create a stereotypicl for herself that she would play in all of her
movies, and her drive to maximize her physical agtiveness, the novel attacks the
Hollywood film industry for caring more about thieuss image and appearance than his or her
acting ability. As Marshall writes, in the early tBOcentury, due to the widespread but
erroneous belief that stage acting is always femif while film acting is merely "acting
natural" (which West refutes by pointing to thefmial behavior connected with film stars),
"[g]ualities of beauty, youth, and stereotypicapegarance became central to the profession of
film acting to a degree they never achieved inestaging®’®, as these were also qualities that
attracted many of the people in the audience.

This situation is complicated by the fact tRate falsely thinks that she knows how one
can succeed in Hollywood from trade papers, fananags, and Hollywood legends, and
builds her strategy for success precisely out @& #rroneous information (164). Claude
listens to Faye talk about these ideas of her'skanodvs they are wrong. As a high level
screenwriter, he should have a better idea abomtdm® could succeed in the industry, but he
will not tell her the facts, probably because hgspattention to her gestures and her physical
attractiveness rather than to what she is sayifg)(lor maybe even his own knowledge of
the subject is limited. However, the result is tlmihe Day of the Locushow one could
become a star in Hollywood remains a mystery. Thagge thinks that she will become a star
by taking on a persona that is typical for a dvat, her efforts will probably come to nothing
unless one of the unapproachable individuals witistantial influence in Hollywood chooses

her to become one.
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Faye's beliefs about how she could rise frpwerty to become a star are tied to her
belief in the partially true and partially legengdaccounts of many great Hollywood stars
rising from "normal' backgrounds" or "humble bagjimgs'’* This narrative haunted the film
industry since its inceptidff. The narrative was actually somewhat paradoxibakigh. On
one hand, it was usually stated in the media thatpre-stardom actor achieved success in
pictures through hard work and honéstywhich is what Faye tries to do, although through
hard work rather than honesty). Honesty and hartkweere seen as more important than
merit or acting ability’’ (correspondingly, Faye ignores these qualitiesas mistaken ideas
about what merit and acting ability are). On theeothand, though, all four of these virtues
lost some of their importance when it was alsoestdhat aspiring actors often become stars
by being specially "discovered” for stardom by deopith influence in Hollywood, thus
making luck the most important quality for an atfdrFurthermore, “[blecause of the
sustained focus on external appearance, as oppmseting ability, the film star appeared to
be chosen quite randomly”, and it was thought #aiost anyone could become a Star
Thus, despite any hard work or skills involvedtive process, many aspiring actors are
doomed to toil indefinitely in the hope that suscesill be given to them by those
unapproachable individuals with power in the filmdustry. If this does not happen, they will,
like Harry, just remain a part of Hollywood's "irfBaiency". It should be mentioned here that
this is the situation of Adore and Maybelle as vesllof Harry and Faye.

Turning our attention to Harry, he developeul anternalized his showbiz persona by
actually playing vaudeville roles repeatedly, bothstage and in movies. Whether he planned
to internalize this role is unknown, but as in ttese of Faye, Harry's artificial stage

persona(s) became a part of his everyday perspnahus, like Faye, Harry is incapable of

174 Marshall 91.
175 Marshall 91.
176 Marshall 91.
7 Marshall 91.
178 Marshall 91.
179 Marshall 91.

75



what would be considered to be "natural’ behav&8).(Or more specifically, his actions
problematize the very concept of "natural’ behawhen he has his fit at Homer's house, he
loses consciousness and his body goes throughnhire @outine (70-71), indicating that
Harry's role of vaudeville clown became so deeptyrained in both his mind and body that
his body can perform the routine mechanically Bkenachine. Thus, when Harry behaves in a
way that is "natural” for him, his behavior stilesms artificial, bizarre or unnatural to those
around him precisely because it appears to be mezhiand more congruous with the stage
than with everyday life.

This is also shown at the moment when Todesgises Harry expressing his real pain with
an unconvincing "second-act curtain groan" (108)tHe same scene, Tod also notices that
Harry gets "the maximum effect out of his agonipedfile by using the pillow to set it off"
and that the furrows on Harry's face, "plowed theyeyears of broad grinning and heavy
frowning" on vaudeville stages, make it impossifde him to "express anything subtly or
exactly" (109). This makes Tod wonder whether acwurffer less than other people (and
implicitly whether the way one expresses his or femlings shows the intensity of the
feelings) (109). But Tod comes to the opposite kion: "Feeling is of the heart and nerves
and the crudeness of its expression has nothirdptaith its intensity. Harry suffered as
keenly as anyone, despite the theatricality ofgn@ans and grimaces." (109) There are two
allusions to be pointed out here. In the late T@htury, it was a very common belief that a
person's appearance is a reliable sign of his oclaracter and that bodily movements can
reliably tell us what a person is thinkiify Even today, this belief continues as "common
sense". West's passage obviously argues thatsthstithe case. The other allusion is to

Emily Dickinson's 241st poeffl, whose first stanza is as follows:

180 Sennett 146.
181 Emily Dickinson, "241,"The Norton Anthology of American Literature: Shorteritituh, eds. Ronald
Gottesman et al. (New York and London: W. W. Nor€o@ompany, Inc., 1980)42.
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| like a look of Agony,
Because | know it's true-
Men do not sham Convulsion,

Nor simulate, a Throe-

| did not find any source that would point ahis allusion in West, but it is likely that
West had this poem in mind since in the same chaptedescribes Harry as dying with beads
of sweat upon his forehead (111) while Dickinsquoem, in its second stanza, describes a
dying person with "The Beads upon the Foreheag h@mely Anguish strung®. To get
back to the first stanza, though, Dickinson stdated gestures expressing pain are never
faked. But as Dickinson wrote the poem in 1861, W\&gues not only that with the rise of
the artificial gestures of stage and film, agonibspes and convulsions can be faked, but that
even artificial or unconvincing gestures can $iél used in an attempt to represent the real
pain of the person who makes th&hAnd, of course, West also shows that the outward
gestures often arise from subconscious impulsdgerdahan conscious ones, and thus, the
gestures can even contradict what the person isgayd it can appear as if the body had its
own will (for example, Faye's gestures try to dratention away from what she is saying,
Adore's body/subconscious might know what the delugs to his song mean while his
conscious mind does not, and Homer's hands expresgpressed lust). Plus, as Harry's fit
shows, the body could make gestures just becausernhalized them over the years through
their repetition (70-71). Thus, in summary, Wesesponse to Dickinson is that the
movements of the body are always unreliable indéxewhat the person thinks and feels.

However, West is quick to state that evenugjo highly artificial gestures and real

feelings can be independent of each other, thexestlt instances where the former can
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canonized literature should be doubted and sutgesttrutiny.
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convincingly express the latter. One such instasaehen Harry tells the people at a bar his
life story while acting it out with his vaudevilkkills (110-111). This is the one time when
Harry truly gives a "great performance" that capsuthe attention of his audience (110).
There are several reasons for his effectiveness dgeopposed to the mediocre results of his
performances elsewhere. In the bar, Harry's agilfigestures are kept in the context of a
stage performance and therefore here they do netth& incongruity that they have when he
"acts" in the context of an everyday conversatldarry's bar performance also utilizes his
own life experiences and his ear for imitating esi@nd sounds, which is more interesting for
the audience than, say, the unfunny joke he telling the Flying Lings act or the stock
vaudeville gestures he repeatedly performs wheingrio sell his silver polish. But West
emphasizes that Harry's performance mainly movesatidience because they vicariously
identify with it. West does this by writing the fesentences describing the contents of the
show in the style of a voiceover to a typical 19&tisvie trailer telling the audience that they
will feel and experience what the movie's characfeel and experience: "Forgive, as he
forgave, out of the goodness of his heart and thatgess of his love. Then laugh, tasting the
bitter gall, when the very next night he found lrethe arms of a booking agent.” (110) As
Harry internalized his showbiz role, the most difex way for him to communicate is
through stage performances. As Harry's performdmece is in the style of popular culture,
the passage could also mean that popular cultusee éhasalue when it convincingly
communicates feelings and experiences.

But why is Harry acting and moving like a maf® Or for that matter, why are other
characters in the novel somewhat machine-like ab (@eg. Homer being described as
moving like a "badly made automaton”, Abe lookirkela "ventriloquist's dummy”, the
above mentioned instances of bodies seeming to haNe of their own)? Jonathan

Greenberg, quoting Wolfgang Kayser, states thateesigient motif of the grotesque is
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depicting human bodies as puppets or automatomsfaes as maské. It could also be
added that depicting human bodies as similar tohinas was a practice often utilized by
Dadaists. However, this only points to West's iafices and not to the purpose the characters'
mechanical nature serves in the story. This purmopeobably to provide a metaphor for the
characters becoming dull and machine-like throughstantly having to perform the same
actions in the context of their jobs. After all, automaton performs the same action
automatically, monotonously and repetitively by idigbn. Thus, through the body-as-
machine metaphor, West connects Harry to Hometrtlamdtarers, as they are all lower class
characters who were made dull by years of heawyrjadind the message is that the labor
conditions of the U.S. of the 1930s figurativelyrtypeople into dull, insensitive machines.
But as the novel also takes place against a backdraf anomie and the decline of
Christianity, characters might also be seen as medlke just because the decline of rules
that state that human beings have a value runssthef making society view people as mere
things or mere bodies.

With the characters of Harry and Faye, thée, problem is with the Hollywood film
industry rather than with mass culture in itselarly and Faye suffer and and take on bizarre
or unpleasant roles for themselves simply out néed to survive and increase their chances
of being "discovered” by some VIPs in the indusifese roles, then, are not bizarre or
unpleasant for being derived from mass culturerbtiter due to their incongruousness with
everyday life, their connection with moral charadtaws, and for making the person appear
machine-like. And, of course, Faye and Harry'sg@ee also used to make the argument that
one's physical appearance and movements are veglalnfe indexes for the state of the mind

even though, ironically, they cannot be neatly saea from the mind either.
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5.3. TheBlurring of the Line Between Art and Mass Culture

The Day of the Locuskargely through the character of Tod, pointshi® artificiality of the
Great Divide between art and mass culture. Fortbing, both art and mass culture give Tod
ideas about the world around him, and through tihiss implied that any representation
(whether high or low culture) can provide "food fihrought". For another thing, Tod is
interested in both art and mass culture. Finakkyuhlizes mass culture in the creation of his
own art.

To give some historical background to this satyjRita Barnard states that the Great Divide
between art and mass culture was "a matter of thigbry, not of practice" and also that the
Great Divide was particularly linked to capitalisulture, which the more left wing
subcultures of the 1930s provided an alternativé.t@arnard's reasons for why the Great
Divide was not really a matter of practice are fihnet art, literature, and political writings of
the 1930s often did not fit neatly into the hightere-mass-culture dichotomy (e.qg.
Steinbeck'sGrapes of Wrat)) that the 1930s were marked by attempts to create
proletarian/radical culture that would be neithgghhnor low and created by neither a specific
class of artists nor media tycoons; that 1930s bigture itself became a kind of mass culture
just by being offered as "a prestige commodityvitde-scale consumption” and accordingly
being enjoyed by millions of Americans; and thaidBiat writers like West frequently cited
mass culture in their literary wo. All of these facts imply that both "serious aatid mass
culture are difficult to define and sometimes eterdistinguish from each other. With this
logic in mind, the case could be made that rat@n thampioning art over mass culturbe

Day of the Locustlepicts both art and mass culture as being sim@yomparts of the
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representations that people surround themselvds amtl that influence their thinking, but
without really privileging one over the other.

To begin with, Tod's thinking really is inlaced by both art and mass culture, and both
types of products lead him to have relatively higlideas. When he hears Bach's chorale
"Come Redeemer, Our Saviour", it leads Tod toktlshout how Christians longed for the
second coming of Christ throughout history (122)12Bwever, just as readily, Tod gets his
idea about the back lot's "dream dump" being arceobWestern civilization and its thoughts
and dreams by thinking of the sea full of half-d@ged ships from many different eras in
Thomas Allibone Janvier's children's nolrethe Sargasso S€&28).

To this, one could add that Tod demonstratksscaviedge of both "high art" and popular
forms even when they do not lead him to have sdehs. He thinks of the various artists that
he learned about and emulated over the courseedidbk, but he is not above teasing Earle
by citing cowboy story clichés (96) or thinking m@ping Faye through a fantasy that utilizes
clichés of conventional hardboiled crime fictiorB{). He can categorize what things look
like through references to artists, but also thtorteferences to popular culture, as is evident
when he comes to the conclusion that Harry's coqudes like "the interlocutor in a minstrel
show" (118).

The novel's implied view then is that a truipdern 1930s intellectual is familiar with
both high and popular culture rather than beingi@psrter of the Great Divide who would
shun all popular culture. This view is further sagpd by Mrs. Jenning, who "insist[s] on
discussing Gertrude Stein and Juan Gris" and iarapgy perfectly refined and cultured (43)
while at the same time having a strong interesiairdcore pornography and figurines of dogs
(which could be considered to be kitschy accordmgonventional thinking, although Tod
admires their great variety [46]). Granted, Mrsinlag's interest in both of these things could
be intended to show that she is not so perfectfifed" or "cultured" after all according to

traditional standards, or that according to theerlax standards of the 1930s, an unabashed
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interest in pornography and kitschy figurines does keep one from being "refined" or
"cultured”. As she incongruously states that thengiim Le Predicament de Mariis "utterly
charming" (44), she is depicted as having the samoeal laxness and "bad taste" that Joan
Schwartzen is made ridiculous by.

However, as the novel itself frequently alludesboth popular and high culture, to the
lowbrow and the highbrow, and implicitly expectg tieader to understand the allusions, the
implication remains that a trendy person of the 80es not shun any product for being of
"low culture", even if that person's views mighil dbe haunted by the not-quite-missing
ghosts of traditional aesthetic or moral standards.

The matter that remains to be discussed beateat of Tod's painting. In the 1930s, a cause
of much concern among intellectuals was that attyiial product (including works of art and
their reproductions) could be packaged and sold easmmodity and that art ran the risk of
being controlled by business interests (this wdsaly one of the problems that the Great
Divide was a reaction t§Y. The Day of the Locudtriefly makes reference to this problem
when Tod's art school friends worry that he wigl'®ut" by working in the Hollywood film
industry even though they themselves could beitgediut” by moving "toward illustration or
mere handsomeness" (23). The phrases "illustrabod" "handsomeness" here could imply
that despite the students' training in seriousthey are perhaps moving towards careers in
illustrating advertisements, newspapers, childrén@sks, etc. - in other words, towards
illustrating products of mass culture. Hollywoodyides an alternative to this path in two
ways, though. First, by having a job in the Hollydofilm industry, Tod can paint his own
works during his free time without regard for whettanyone will buy them or any other
business considerations. Second, as Tod does not twapaint idyllic or "handsome”
paintings and prefers the grotesque/fantastic styl@oya and Daumier, Hollywood's many

bizarre visuals could help him to paint in thislstgnd provide fitting subjects for him.

187 Barnard 6-7.

82



It has already been mentioned above that wiroleé sees the many fantasy buildings of
Hollywood as aesthetically poor (or "monstrous”) emhcomparing them to traditional
standards, he is fascinated by them to some eatehtlso sees a sublime quality in th&m
Furthermore, the artists Tod considers to be hiasters" (Honoré Daumier, Alessandro
Magnasco, Francesco Goya, Monsu Desiderio, Frandgsardi, and Salvator Rosa) painted
images that already somewhat resembled Hollywoodthat they painted grotesque
individuals, intensively suffering people, and/ordsre architecture. As was mentioned
above, the irony is that Hollywood's cheap propsd(perhaps by analogy the kitschy and
bizarrely juxtaposed Hollywood buildings) resemtleam-like art from the 17th, 18th and
19th century. Tod also views the props in combarawith the plants and trees that surround
them as something like Merz collages, Dadaistoarany other type of art that utilizes non-art
objects among its materials (127). Of course, hesdwt see an individual prop by itself as
art, but he does see as art the bizarre or incongraombination of a prop with something
else (e.g. "great, tortured trees", shrubs witkesior a "stone portico floating in the breeze")
(127). Thus, mass culture objects can be usedtjreeen if the resulting artwork is not a
product of mass culture. In turn, Tod uses the rijggans of soldiers' uniforms ies
Miserablesto create the uniforms for the book’'s movie vergitiz8), which shows that just as
mass culture informs art, art informs mass culture.

Tod's final plan for his painting, though,still rather anti-mass culture in the sense that
Hollywood's fantastic buildings and simulacra aepidted as burning, and the starers are
depicted as being made happy by the burning (209-2Zthe interpretation that Tod himself
would be made happy by the Hollywood simulacra Imgns supported by how earlier on,
Tod wants the Hollywood in his painting "to havenakt a gala air as it burn[s], to appear
almost gay" (107). The reasons for why Tod woulcshivthe simulacra to burn in spite of his

fascination with them is obvious enough: he stdes the Hollywood buildings as

188 Bodner 80.
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"monstrous”, and he sees Hollywood's many spe@aeiguals and its images of plenty as
standing in contrast to and drawing attention aweym Hollywood's poverty and
"insufficiency". Also, as he sees himself as a Jamb-like prophet, he imagines that the
starers will destroy Los Angeles just as their ¢egparts from all over the U.S. will destroy
civilization (107). According to that kind of logithe implicit meaning seems to be that
Hollywood and then the entire U.S. should get bdrinean act of divine vengeance or poetic
justice for providing people with mass produceddaies but no solutions to their problems,
for creating dull but violent individuals througlothh heavy labor and mass culture, and also
for the immorality of many Americans. The staremd then be like the menacing chimera-
like "locusts" in Revelations 9:1-9:11 and burn tity the way many of God's forces in the
Book of Revelations burn their enemies. Furtherm®&ia Barnard states that the burning
could be read as positive because destroying "rabred wishes" (i.e. the buildings) is a
precondition for people actually taking active stdp change their world instead of just
escaping into wish fulfilment fantasies, althougistwould be an "as yet unimaginable
redemption” at the time of the novel's endffig

As Tod depicts himself, Faye, Claude, Harry Biaaner as running from the starers, he is
placed in the ambivalent position of having an ustdading and maybe even a compassion
for the starers while still seeing them as a destrel force and as his enemies (or perhaps as
an almost mindless herd of locusts) (201). Thisnderstandable when the starers' rage gets
turned against anyone in their path, including po#tarers and their fellow poor. On the other
hand, though, as Tod, Claude, Faye and Harry alkwothe film industry, they could be the
starers' enemies just by helping to create thetaples that drew the starers to Hollywood in
the first place, even if Hollywood VIPs and thoskeonactually create Hollywood's image as a

land of plenty would be more apt targets for tlaests.

189 Barnard 187.
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When this painting is described, what is diésct is its subject and not its style. Tod
would probably paint it in the grotesque and/antédatic styles of his "masters”, though, in
which case "the great bonfire of architectural etylranging from Egyptian to Cape Cod
colonial" and the burning "corinthian column” ohét palmleaf roof of a nutburger stand"
could be made to appear aesthetically pleasingilolinge, as he found an aesthetic value in
the studio back lot in a similar way. However tifemains the case that the painting's style is
not described, what is important about the paint;ngow it organizes Tod's thoughts about
the starers and the people in his life. In thigpees, then, the painting is placed in the same
category asn the Sargasso Sehardboiled crime fiction novels, the Bach chomatel Faye's

movie plots (i.e. a cultural product that organiaesspires a character's thoughts).

5.4. How the Characters Actually Use Mass Culture

While this topic was lightly touched upon inetllast subchapter, it still remains to be
discussed how the charactersToe Day of the Locusictually use mass culture products. It is
true that the novel sometimes criticizes mass oeilfor various reasons, but if one examines
other instances of how the characters use its ptedthe view presented in the novel proves
to be much more ambivalent.

To begin with the view that mass culture emages violence, this view is especially
associated with the starers, the lower middle gesgple who retired to California: "Every
day of their lives they read the newspapers andt we@rthe movies. Both fed them on
lynchings, murder, sex crimes, explosions, warss @hily diet made sophisticates of them."
(192) In the early 20th century, the "story" newsgra that were mainly read by the lower
classes really did offer many accounts of sex,eviok and adventure, which allowed the
readers to vicariously enjoy fantasies of breakimgral norms, and which correspondingly
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caused the newspapers to frequently get critioirechoral grounds®. Movies were similarly
criticized as they were accused of not only depgctoo much violence and implied sexuality,
but also of having the ability to change the viésveharacter and even cause him or her to
take part in crimes or illicit seX* As Tod believes that the starers could eruptfatence at
any moment and as they actually start a massiveatithe end of the novel, West seems to
actually agree with these arguments.

However, West still sees a greater problem wighfact that the starers were made dull by
"slav[ing] at some kind of dull, heavy labor" (192)hey dreamt of their retirement in
California, but when it came, they found that thiaibor kept them from developing their
minds and sensibilities enough to entertain or e themselves, and that the pleasures
Hollywood offers for people with their income levslch as beaches and fruits) actually get
boring after a while: "They haven't the mental pquent for leisure, the money nor the
physical equipment for pleasure.” (192) The statbex desire violence in the sense of
wanting to attack the world for making them "slarel save for nothing”, but they also want
to see extreme real life violence because violeassrculture desensitized them to violence,
and their lives of dull heavy labor kept them fréamowing other ways of entertaining or
stimulating themselves (192-193).

The Day of the Locustlso backs up its arguments about mass cultureg bealent by
mentioning several examples of mass culture reptiegeviolent images. The most obvious
example of this is when Harry is injured by theifdyLings during his vaudeville routine and
the audience laughs at his resulting limp (49). Tdvaewer of the performance writes that
Harry's on-stage pain is "gloriously funny" for thedience, but that it would be "unbearable"
if it was not "obviously make-believe" (49). Howeyas Harry's pain is real, the passage
shows that when people laugh at pain and violenaeass culture, it is almost the same as

sadistically laughing at real suffering, and thguament that the represented suffering is not

190 Gorman 24-27.
191 Gorman 38-39.
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real does not take away the sadism or schadenfrefutthe audience's laughter. Then there is
the fact that Tod's fantasy of him raping Faye wmaeant lot is in the style of conventional
hardboiled crime fiction (i.e. short, direct sertes, few adjectives, the narrator speaking in a
"macho" tone, descriptions of sexualized femaleyhmatts, clichés like a threatened woman
resembling a deer about to get run over) (187)chvimplies both that Tod is using such
crime fiction to organize his thoughts and thainerifiction encourges violence or rape. Plus,
even though Claude's dead horse and the "tortateuiments” in the window of the saddlery
store are entertaining decorations rather than matse per se, they are also representations
of violence, pain and suffering that appeal togadistic feelings of their audiences.

However, West mollifies this anti-mass cult@amgument to some extent by showing that
Homer's lack of entertainment contributes to hikngss. His previous life was mainly made
up of his mechanical hotel work and "had been elgtwithout variety or excitement" (65).
As he was made dull by heavy mechanical labor, thodks that he is just like a typical starer
except for his shyness (50). However, unlike adyfostarer, Homer does not consume much
pop culture. The only song he knows is "The Staarfgfed Banner”, he has not seen many
movies, and he does not own (and probably neveohagd) a radio or a victrola (79, 85).
This lack of popular culture or any other excitemenHomer's life means that he requires
very little to keep himself content - at one poim, is "fairly well occupied" just by having
the sun, his chaotic-exotic house, and the lizhad lives there (67). As Homer is made sad
but pleasantly so by thinking that he will nevellauradio or a victrola (85), this seems to
indicate that one part of his personality wanteaa® for listening to sound recordings while
another does not. As mass culture stimulates ens@md Homer tries to repress his lust,
violent impulses and stronger emotions, it makeseadhat he avoids it (after all, finally
acting on his feelings of anger causes his deatheaend of the novel). However, Homer
laughs when Harry imitates a stereotypical farm8d) (and genuinely enjoys the

performances of Adore Loomis and the cross-dressséine Cinderella Bar (139, 147), thus
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indicating that popular culture can have a posigffect on him. However, as these are not
instances of violent mass culture, it seems thast\Wleows a greater approval of mass culture
meeting people's needs for beauty, romance, humbisalace and also of those instances
where the performer shows great skill in workinghvthe popular form (as is made evident in
the descriptions of Adore and the cross dresseusical performances and Harry's
autobiographical show at the bar) than of massuikhat encourages the audience to enjoy
violence.

The performance by the cross dresser at thde@itla Bar is especially relevant to this
topic in that it shows how Homer, in his lonelineissin need of a mother figure. It is also an
instance of West placing a Modernist theme in dikelly place.

On one level, the male cross dresser playmgm@man well makes the same point as Adore
playing a black adult - even though it looks stemghen an actor pretends to be something
he is obviously not biologically or culturally, th@erformance can still be convincing and
seem "natural" if it appears to be skilled and wedd. However, on another level, the cross
dresser's performance comments on the relationdiepgseen Homer, Faye and the cross
dresser. The lyrics of the cross dresser's songdbgscomfort a boy whose "kiddycar" has
been taken away and (s)he makes the lyrics comgnby being "matronly” and "tender"
(147). Homer (as well as Tod) applauds the perfoced147). The performance then leads to
Faye saying that she "hates fairies" and asking étafmhe knows what a "fairy" is (147).
When Tod tries to help him by mouthing the wordrtod, Homer says "Momo" (148).

This superficially trivial joke hints at sea¢metaphorical meanings. The word "fairy" can
mean both a homosexual man and a fay (in the s#rsenzymph-like creature). Meanwhile,
the word "homo" resembles "Homer", and the madevopd "Momo" resembles "Mom".
Thus, one hint is that Homer sees the supposedhokexual cross dresser as a mother-like
(or "fairy godmother"-like) figure who would comtohim. Another is that Faye (a magical

"fairy" that enchants men) is like Homer's mothsrsae forces him to consume drinks that
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are distasteful to him like a mother force feednag child. Still another hint is that Homer is
like Faye's mother in the sense that he takesafaher like a parent while she stays at his
house. Homer is also like Faye's gay male frienthensense that he will not make sexual
advances towards her. Finally, as the scene talke® @t a bar with a reference to the
"Cinderella" story in its name, Faye and the cidresser are both "fairy godmothers" of sorts
for Tod and Homer since both Tod and Homer waneRayulfil their wishes for love and/or
sex (and what they get from her are minor gestofedfection like dancing and hair patting
that do not last longer than their evening at e &s this is an analogue to Cinderella's Fairy
Godmother's spells lasting only until midnight) aupbposedly both Tod and Homer want the
affection that the cross dresser offers them in(bisher) song. Homer's desire for motherly
affection becomes even more obvious later as Hoeets to Faye betraying and leaving
him by sleeping in the position of a fetus in a viand seeing this as an escape from his
problems.

Faye is another character who uses mass eudtsira wish fulfilment fantasy. For her,
going to the movies seems to be a dating activitywhich who she goes with is more
important than what movie she sees. However, shesna hobby of making up her own
movie plots, which she uses as wish fulfilment &sn¢s or as structures for organizing her
thoughts about what she truly wants.

Tod actually realizes that the first such &sytshe tells him about is her unlikely idea of
them going into business together as a screengrigam (89). This fantasy is basically a
fulfilment of Faye's desire to get rich quickly.

Her next fantasy involves a spoiled rich gieifg stranded on a deserted island with a
handsome sailor who is the "first man who ever sadto one of her whims" (90). This
fantasy obviously also expresses Faye's desiredaith, but it also shows what kind of man
she would be attracted to. As the sailor is botysyally attractive and willing to say "no" to

her, he is the complete opposite of most of heneraawkward suitors (Tod, Homer, and
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Earle) while being similar to the attractive, seadsand non-obsequious Miguel, whom she
ends up having sex with. Earlier, it is mentionbdttFaye puts "love on a special plane,
where a man without money or looks couldn't mow&S)( Faye also manages to fulfil her
wish for a wealthy man in her fantasy by statingttthe sailor will turn out to be rich
somehow (91), thus eliminating the problem of tbepie's class differences in the plot.

In Faye's third fantasy, a chorus girl "gets hig chance when the star of the show falls
sick" (92). Once again, Faye dreams of being "disced" and becoming a star overnight.
Tod notes that as Faye tries to keep this fantasyealistic" in its details as possible, she,
like the artists of the Middle Ages who paintedlic#l miracles, thinks that "fantasy could be
made plausible by a humdrum technique" (92). Ireothiords, this scene could be read as
saying that Faye sees overnight stardom as a mitlaat would save her and that she requires
realistic depictions of it to maintain her faithits possibility. Tod, on the other hand, sees a
person from a humble background (or specificallyeyaachieving success in the film
industry through a stroke of luck as something thatxtremely unlikely to happen, even if it
IS not a supernatural occurrence and some peog@ladhieve Hollywood stardom in some
way or other.

From this, we could infer that in West's f@bod, movies perform the positive task of
providing soothing and hopeful wish fulfilment fastes for people who feel they lack
something. However, Faye's second and third feeggsoint to the Hollywood film industry
using the same plots repeatedly and thus repeatellilyy the movie audiences the same
ideological messages (i.e. anyone can achieve ssiateshow business or find true love with
a person who is perfect for them, even in termsocdme), perhaps eventually leading the
audience to internalize the messages. After ajlefebpes say that Hollywood is making a lot
of "backstage stories” (92). Faye's plots are atsconventional that they should be familiar
to any reader who has seen at least a few clasdigwwdod movies. She also ends her island

story with a plot device that is a conventionatloé of not only films but even of fiction in
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general: a marriage of a seemingly inter-class leotlmt is made possible by the poorer
partner turning out to be wealthy after all (adyealollywood was not comfortable with the
concept of inter-class marriage). The irony hefesaurse, is that Faye dreams of a wealthy
husband saving her from poverty when the moviesadgt state that the wealthy should
marry within their own class (thus showing that seliences of Hollywood movies usually
interpret the films as having meanings that appe#hem). What is more obscene, however,
is that the Hollywood film industry creates fanessbf how any hard working and virtuous

person could succeed in it when many actually do no

5.5. Conclusionsto the Chapter

When one takes into account all of the ugenass culture iThe Day of the Locusitt is
difficult to figure out what the book's implied posn toward it is, or even whether such a
neat single position is to be found in it. The molsvious step toward such a position could
be found in the theme of suffering poor people dpaianstantly surrounded with simulacra
and mass culture in Hollywood. They feel a lackd amass culture and simulacra
correspondingly give them dreams of a better lfewever, the dreams will not solve their
problems, and thus the characters are constantBngrisions of what they want without
actually being able to attain it. Followingly, tll#eams provided by mass culture and
simulacra can frustrate them just as much as thethe them. Furthermore, even in some
cases where mass culture is not involved, the thefnobaracters being teased by visions of
what they want without actually getting it is a stant in the novel. This theme is made
evident in Homer, Tod and Earle desiring Faye;h@ starers desiring violence or greater
wealth; in Faye, Harry, Adore and Maybelle desirgugcess in show business; and even in
the lizard desiring the flies that it usually catnoatch. It is also symbolized in Adore's game
with the wallet on a string and the "mock riot" Gfaude and his friends when their porn
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movie is interrupted (45-46). In turn, Hollywoodshan image as a land of plenty which could
provide showbiz success to anyone who works hawdri it and luxuries to any lower class
people who would move there after retirement, wties is clearly not the case. With its
"startling" architecture, the implied idea is thébllywood should resemble a land of luxury
or perhaps even a fairy tale kingdom, while Todeobss that it is actually more similar to the
dark, mysterious, bizarre, and dream-like visiohartists like Desiderio or Guardi. Also, he
sees that the many objects which are meant totléstaand create an image of plenty are
actually rather banal objects made out of cheapemnads. When the starers burn Los Angeles
in Tod's plans for his painting, then, it is a @isiof people destroying the objects that create
the wish fulfilment fantasies that tease them.

Another part of Hollywood's insufficiencytisat as aspiring actors have to depend mainly
on luck and inaccessible Hollywood VIPs for theospible success, the Hollywood film
industry (or Tod and the Greeners' studio) doesnhar them by both ignoring them and
giving them the message that they might be "dis@ml’e(hence, it teases them with visions
of a better life). In turn, such aspiring actoréfesuthrough poverty while hoping for the big
break that never comes. However, the actor chasaitteocustalso internalize stereotypical
film roles that were successful in the recent pasit out of the dubious idea that this might
help them get "discovered". This has mixed resfatsthe characters. On one hand, their
internalized roles are incongruous with the contéx¢veryday life and make the characters
seem bizarre, grotesque or even machine-like (whichturn implies that they were
dehumanized like Homer by having to perform the esaasks repeatedly). Also, sometimes
they are not even good at playing the roles thésrmalized. On the other hand, sometimes
they manage to excel at playing their roles, amdetones their internalized roles can even be
practically beneficial for them.

West's depictions of mass culture produatd te be similarly ambivalent ibocust He

depicts mass culture products or performances asueaging violence or sadism, being
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enjoyable when skillfully performed, giving charaxg "food for thought”, giving soothing
dreams to characters, being formulaic, sometimasggagainst common expectations or
standards of taste, and giving characters ideastdabe world that are untrue. | do not know
if it is possible to find some "hidden rationaledhind all these varied depictions of mass
culture, but all of the above qualities are quaditihat only some mass culture products have
(except that probably any text could provide "fofod thought" or lead to its user getting
ideas through his or her associations, and thah@limass culture texts are formulaic to some
extent). Thus, West seems to be implying that whédepoints to some flaws in some mass
culture products, the category of "mass cultureitams too many different products to be
dismissed in its entirety, and even a single ma#isre product could have both positive and
negative qualities. Thus, West rather attacks kadlyd for its false image as a land of plenty

(which is, however, tied to its movies and simudgaather than attacking all mass culture.
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6. CONCLUSION

After examining West's many uses of mass weiyltd should answer the question of just
exactly what kind of attitude West took towards sasilture in his last three novels.
However, this question is still difficult to answdue to the sheer variety of West's uses of
mass culture and also because of West's tendena@idole almost all views, including those
he agreed with. Nevertheless, a certain general viemass culture could still be sketched
out from the books.

To begin with, one reason why West's bookssatarated with mass culture is that the
1930s America he wrote about was also saturatddmatss culture. He was a Dadaist and a
modernist interested in both the lower classesmasls culture. Thus, for him, writing about
popular entertainments and simulacra went handand lwith writing about phenomena that
were specific to early 20th century life and gomggainst traditional genteel standards in
literature.

However, his books mostly do not celebrate ncadisire. Rather, they present a vision of
people going through various types of sufferinglevtiving in a world where entertainments
and simulacra are just about everywhere. Thesetam@ents and simulacra provide solace
and diversions for the suffering people, but thedpicts will not solve the problem of the
people's suffering. This makes the products ratheial and incongruous to the people's
problems. The books also contain references to mdsge adding to people's suffering as it
gives them dubious or untruthful messages, asradyzers care only about making a profit,
as it encourages violence and/or sadism, and aprdaguction can involve harming or
wronging people in various ways (Lem losing his lBorhem and Harry getting injured
during vaudeville routines, people becoming bizasre"machine-like" in jobs related to
popular culture industries, Miss Lonelyhearts surfifg because of his job). Mass culture is

also represented as aesthetically weak, formutdie, low intellectual value and "puerile” at
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various points. Thus, West's novels apparently gidke various anti-mass culture or anti-
capitalism arguments of the early 20th century.(éhgt mass culture is formulaic, that it
encourages violence, that it misinforms people, @#rad workers suffer when creating it),
although West's arguments all stem from examinaxgpus characteristics that are typical for
mass culture products rather than from comparingsmaalture to art.

It could also be argued that the three nowspgeciallyThe Day of the Locusshow some
anxiety about the world becoming increasingly bigadue to its being saturated with
entertainments, simulacra, mass produced commsdiied people and things that defy
conventional expectations. However, this may or matybe interpreted as a criticism of mass
culture as West mostly leaves the judgement of shiigation to the reader while merely
emphasizing its weirdness. Furthermore, West'sctieps of the American pasi(Cool
Million) and unspoiled natureMfss Lonelyhear}s indicate that contrary to American
communists, pre-industrial settings are not muctiebéhan the modern world of mass-
produced commodities because the world is and alvag been filled with violence and
suffering (although it could still be argued thhae trise in commodities, entertainments and
simulacra is a change for the worse).

However, there are also a few moments in Wegtrk where mass culture is seen as
having some positive value. As was mentioned abibweperformances by Adore, Harry and
the cross-dresser are described as being skillhdl ianpressive, although the praise is
somewhat tempered by the disturbing weirdnesseptrformances. The communist playlet
in A Cool Million depicts the grim conditions of Lem's world as thetually are, although its
truthfulness is tempered by its simplicity, itdiséss and the dishonest motives of its author.
In the case oMiss Lonelyheartseven if the book says that mass culture is "jrleand a
"cultural betrayal, it is still made clear that $diLonelyhearts' readers appreciate his column
as an emotionally pleasing diversion from theirfexurig. Meanwhile, Miss Lonelyhearts

himself thinks that his otherwise vacuous columnld¢de used as a medium for spreading
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the Christian faith and thus for soothing the tdedbminds of his readers still more
effectively, even though he finds that he is unatalegive advice that would be more
convincing than clichés.

This all amounts to the novels taking an apméyeanti-mass culture view, albeit with
some reservations. However, West apparently séiken the claims that some artists could do
great work in the context of popular forms even whest mass culture is basically of a low
quality (like Kershner's third category of pro-massglture modernists), and that how
audiences use and react to mass culture is a tlogicdeserves serious attention instead of
being dismissed with overly simple arguments (lkershner's fourth category). The latter
claim, though, is presented in the context of th@wvthat while suffering working class
audiences sincerely appreciate (and even depeng onpass culture, it can still have negative
effects on them, and it could still be seen asdowality by someone more educated.

An important qualification to this view, thgly, is the fact that West does not seem to
privilege art over mass culture. Rather, his nobalsically treat products of both art and mass
culture as texts that can have both positive agétnge qualities and that should be subject to
careful scrutiny before being judged. As traditibadistic standards and the idealization of
art are in decline in the worlds of West's novelassical works of high art can be criticized
while works of popular culture can be appreciatedneby an educated audience. In the
context of this view, then, works of both mass u@tand art can prove to be surprisingly
multifaceted, even if this multifacetedness is mfteependent on the subjective views of the
audience. For example, the playletAnCool Million can be both honest in its message and
ridiculously simplistic; the Bach chorale rocustcan be criticized for its overly "polite”
beginning and praised for its more exciting middhes Hollywood architecture in the same
novel can be seen as aesthetically weak in a coiovahview and as aesthetically strong in a
view that compares it to classic fantastic pairgjn§hrike's Dadaist jokes can be highly

creative and wise as well as dehumanizing; andodt@®rmances by Adore, Harry and the
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cross-dresser could be seen as both grotesqubedmroddness and great for their skill and
entertainment value. Even more importantly, if massure could have positive qualities, it
cannot be so easily written off as inferior to ahd if canonized works of art can be
legitimately perceived as being flawed, that maklealizing them more difficult.

Also, if the novels contain standard earlyn26entury arguments against mass culture,
they still show that the arguments mostly do ngilgpo all mass culture. For example, in
West, only some mass culture encourages violemdg,some of it is low quality, only some
of it spreads untruthful messages, and only soniei®fproduced by big business. However,
a major exception to this pattern is that massucaillin West is almost always depicted as
being formulaic (in the sense of relying on estdidd, easily recognizable and often used
formulas). Another exception is that if detailshmiw a mass culture product is produced are
given, they always entail some suffering on the pathe audience or the employees, as these
are exploited by producers or bosses who only edeut the money they might make.
However, these exceptions do not cancel out a nidgarin West: the mediums and genres of
mass culture are not necessarily negative in thimesebut they can be and often are abused
by those involved in its production. In spite ofsthMiss Lonelyhearts can dream of a
Christian advice column that would truly help headers to cope with their suffering, the
cross-dresser succeeds in consoling his suffenitieace, Harry can convincingly express
himself through mass culture forms when he doegpadbrm for money, and the Chamber of
American Horrors tells the truth about Lem's woddl. of these moments indicate that mass
culture forms really could be made use of in a npwstive way.

Going along with this perspective of masdtura is also West's implied view that
fashionable Americans of the 1930s have an intemebbth art and mass culture. Tod and
Mrs. Jenning are two characters of his who are tiyvaficionados of both art and mass
culture. Shrike might implicitly be such a charaaae to his great knowledge of both art and

mass culture as well. This view is also evidentthe three novels' many mass culture
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citations. West's examinations of both art and ntadtsire in the novels present his model
author as just such a fashionable man of the 198asirn, West's model reader has enough
of an interest in both art and mass culture tohcatwd understand West's many citations of
both of these types of texts. Nevertheless, itilistse case that Tod and Shrike as well as the
model author could be critical of mass culturepitesof their interest in it and, in some cases,
even their affection for it.

West's understanding of mass culture as afgetxts that need not be purely negative is
further supported by West's characters gettingouariideas about the world from mass
culture texts or using mass culture texts to ogtheir thoughts (a device that was also used
by Joyce).

West mainly utilizes this device ifhe Day of the LocusiThere, in keeping with the
generally ambivalent view of mass culture, Tod &aye both use mass culture texts as
sources of ideas. Some of the ideas that theywedsmm mass culture are insightful (Tod's
ideas about films and their props being recordsepresentations of people's dreams about
various times and places; Tod's realization tha¢raon's appearance is not a reliable index to
what he or she feels; Faye's fantasy of a loveastevho is more assertive than her actual
suitors), but others can have negative effectshfem (Faye getting the message that anyone
could succeed in show business; pulp fiction pdg®hbcouraging Tod to have fantasies of
violence). It should be mentioned here, thought tha latter (negative) ideas are ones that
the mass culture products are intended to propagdeast conventionally, while the former
(positive) ideas comes from Tod and Faye compadegs contained in mass culture texts to
their own experiences. Thus, Tod and Faye's pesitigas here are more idiosyncratic than
the overt and "pre-packaged" negative ones. Tiffisréntiation in West is reminiscent of
contemporary studies of how audience members &ctealct to the pop culture they enjoy -
for example, the viewers of a romantic drama sexeedd make comparisons with the series

when thinking about their own relationships. Mongportantly for West, though, it could
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imply that many of the flaws of mass culture comnf the selfish motives of its producers

(i.e. big business), while its assets come fromatingience (who add to the complexity of the

text's meanings through their interpretations) again, from entertainers who have not been
fully co-opted by big business like Harry, Adoredatihe cross-dresser (or perhaps even
Sylvanus Snodgrasse).

Finally, an explanation of West's formal ayibolic uses of mass culture is in order
here. To be sure, when an author cites a masgeudxt without assuming any overt attitude
towards it, it is difficult to interpret whether @hdepiction of mass culture is positive or
negative. As was mentioned in the first chaptethef essay, we do not know, for example,
whether T. S. Eliot found some pleasing qualitieshe "Shakespeherian Rag" or whether it
was simply his attack on mass culture. As a Dad#isist used elements of mass culture to
create an innovative type of art. As was usualéythse with Dadaist art, the finished works
were not products of mass culture, but as theyawoed "building blocks" of mass culture
citations, they also followingly contained featurassociated with mass culture (like
terseness, language that is lucid on the surfaxckslang, for example).

But does the use of mass culture citationshé iovels' forms imply a positive view of
mass culture? This question is difficult to answ@n. one hand, if a Dadaist makes a collage
out of buttons and tickets, it does not mean tleabhshe particularly likes buttons or tickets.
It only means that he or she selected buttonsiekelt$s as apt materials for creating a work of
art whose meaning is debatable.

On the other hand, though, West's frequentiaita of mass culture and his obvious great
knowledge of it (which seems to be the knowledga ¢dn) imply at least a great interest in
mass culture if not a joy in it. West's uses of snasiture could also imply that mass culture
genres, by being relatively new forms of expressind artistic creation, could contribute to
art's progress when used in works of "serious" @t West is silent on whether works of

mass culture themselves could be progressive Rutjhermore, West's use of mass culture
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citations to create both formal qualities and mietap contributes to estranging the formal
qualities and metaphors.

It could also be stated that when West widigs Lonelyheartsvith the aim of making it
similar to a comic strip, it was a progressiverdty experiment that aimed to find a prose
equivalent for the caricatures, the matter-of-faicience, and the brief episodes of comic
strips while still doing this in the context of wnig a serious novel (rather than an attempt to
simply create the prose equivalent of a daily oekiye newspaper strip).

Furthermore, even though Cool Million could be read as a parody and/or an attack on
Alger's novels, its Algeresque elements could &lednterpreted as helping to provide the
format for the work West wanted to create. The boudht also be less of an attack on Alger
simply because it laments the fact that the wasledhat as just and moral as the settings of
Alger's novels (notwithstanding Alger's possiblenmections with fascism or WASP
supremacy).

Finally, it could even be argued that one oeaf®r why West utilizes elements of mass
culture in the forms of his novels is that if hennects the evils of mass culture with its selfish
or apathetic producers or with big business, hisr ases of mass culture are relatively
untainted by the corrupt interests of big busiraas$thus devoid of many of the flaws usually
connected with mass culture, but this point i$ bighly debatable.

To conclude, West wrote against masii@iin his last three novels in the sense of
using arguments against it that were common in @ady 20th century. However, he
connected the evils of mass culture mainly to thasa of mass culture genres by big
business. Otherwise, it appears that he mainlylsatv "serious” art and mass culture as sets
of texts that could have many different featuredhlpositive and negative, and that should be
scrutinized accordingly. Such a view allows for We<riticism of mass culture, his
innovative uses of its citations in his work, angm®those moments when he seems to show

an affection for it. But it should also be undeglinthat he basically had two approach to mass
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culture that overlapped at times. In the first apgh, he criticized and scrutinized products of
mass culture (their qualities, the effects theyehan their audience, their place in society). In
the second approach, he used mass culture elemdmtswork to make it modern, creative,

innovative, bizarre, and similar to Dada/Surrealidmis leads to the question of why West
frequently made his work similar to mass culturelevbriticizing mass culture. This question

has many possible answers, but one answer is tlest Wd not completely dismiss mass
culture in his work even if the novels were critich it. Plus, it could be argued that West
approached mass culture the way he approached @atddeommunism - he could have used
his work to draw attention to mass culture angbitsperties, which he had at least some liking
for, but since he was reluctant to highly praisgtlaing in his work, he rather turned his

attention to the negative sides of whatever hallike
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SUMMARY IN CZECH / SOUHRN VCESTINE

Posledniii romany Nathanaela Westsliss LonelyheartsA Cool MillionaThe Day of the
Locust- ¢eskyPritelkyry osanélych srdcj Majlant a Den kobylek jsou ¢asto interpretovany
jako utok proti masové kulte a obhajoba vazného &ni. AvSak Nathanael West napval
své romany tolika odkazy k masové kudtuze je &Zké uwfit, Ze k ni ndl cisté negativni
vztah. Moje teze je, Ze Wast pristup k masové kulte v €chto romanech je spiSe
dvojzna&ny. Fresrgji receno, kdyz ve 30. letech minulého stoleti uz nelglatadicni estetické
normy tak jako #iv, West zobrazujeipdmnety ze sfér urdni i popularni kulturu jako pouhé
texty, které mohou mit kladné i zdporné vlastnagtteré se musi zkoumat a nikolikedem
odsuzovat. To plati ifesto, Zze West mnohdy pouziva argumenty proti makaitére, které
byly v jeho doB typické.

Prvni kapitola mé teoretické prace popiswag, fizné smiry modernismu z prvnicbtyr
desetileti 20. stoleti mohly mit vliv na Westovauéni odka#a k masové kultte. R. Brandon
Kershner poukazuje nditmodernistické proudy, kteréé&hy spiSe kladny vztah k tehdejsi
masove kultie: 1. Dada; 2. Modernisté, kiehvalili alespa nekteré druhy masoveé kultury;
3. Levicow orientovani modernisté, Kiese zajimali o masovou kulturu, protoZénpSela
zabavu pracujicirfde. West spada pod prvni 2chto proud, protoZe se zajimal o dada
a surrealizmus a podobijako dadaisté a surrealisté pouzival ve svém gievé" obrazy
a nekonvedni prvky jako citace masove kultury a taé&ny humor. A podokinjako oni
se vysmival tradnim hodnotadm getrg uznavanym hodnotam weckym.

Neni jisté, zda West patdo Kershnerova druhého proudu, protoze nikdy iet@v
neobhajoval masovou kulturu. OvSem existuje podsbneezi nim a modernisty gatimi
k tomuto proudu. Stefnjako oni West ve svém dile pouZzival citace maskuéury

a popisoval jevy kazdodenniho éstiského Zivota, aby zobrazil moderniétsw jeho

108



speciftnosti. Tito modernist&asto chvalili jednotliva dila masové kultury, aiepfitom
kritizovali jako takovou. Podobné nazory se impfigiobjevuji ve Westovych roméanech.
| West odmital tradni dichotomii, ve které klasické wmi bylo obvykle uctivano zatimco
masova kultura byla vesim zatracovana.

West tedy spada pod Kershhetteti proud, protoze se v 30. leteciRaazajimat o Zivot

4

nizSich tid a do jisté miry sympatizoval s americkou komticksu stranou. V této deéb

pracoval v hotelu, hodnsi vSimal toho, jak hosté z nizSigiidtmivaji fizné trable a obraceji
se pro Wchu k produkim masové kultury. Z toho se stalo téma, kteréasto objevovalo

v jeho romanech a sdm se 0 masovou kultuéalzajimat.

V dalSicasti stejné kapitoly firovnavam Wesltv pristup k masové kulte s pistupy
J. Joyce a T. S. Eliota. | kdyZ tito dva atufsou casto spojovani s kritikou masoveé kultury
a oslavou velkého uwni, byly chvile, kdy skteré produkty masové kultury sami chvalili.
| kdyZ Joyceovy romany a Eliotovy basjgou &tSinou vykladany jako dila zaffena
proti této kultie, Kershner tvrdi, Ze neodpovidaji této interpiiettaprocents, neba’ jejich
vyuzivani masové kultury jsou mnohedzmorodjSi. Westovy citace masové kultury jsou
podobr riznorodé, nebov jeho dilech jsou mista, ktera jsou vicemn@sreé zaneiena
proti ni, i mista, kde neni tak jasné, jaky je iimiphi pohled na masovou kulturu ob&amebo
na réjaky jeji produkt.

Mezi Westem aémito jeho d¥éma literarnimi kolegy jsou i dalSi podobnosti, etge
jejich pristupu k masové kulta. West, Joyce a Eliot pouzivali metodu, ve kter@ripdukt
masove kultury zobrazen jako komicky nebo bizgpresto tyto citaceiispivaji k unglecke
a estetické hodnatcelého jejich dila. VSichnitit vkladali modernistické neborgkvapiv
zajimavé mySlenky do mist, kde bydend vibec néekal, a to vetrg mist, kterd zntiuji
masovou kulturu nebo vyuzivaji jeji vlivy. Westayge pouzivali strategii, ve které produkt
masove kultury pomaha jejich literarnim postavadidiitsi myslenky. West a také Joyce

poukazovali na podobnost mezek'anstvim a jistymi produkty masove kultury.
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Poslednéast prvni kapitoly nabizi vystieni Westovych metod na zéktadvah Lisy
Ottyové o umni Andyho Warhola. Ottyova tvrdi, Ze Warholovo éni které éizré imituje
a cituje produkty masové kultury, nemusi ji rupodporovat ani napadat, ale zZegevsim
formalre zkouma efekty dznych médii. Studium dila A. Warhola podle Ottyawkonec
vyvratilo zndmé tvrzeni Clementa Greenberga, Zedeylidem libi kuli citové pasobivému
tématu, které zobrazuje a kter&igpbuje okamzité emotivni reakce. Nikoliv tedyikyeho
konvergéni a nezajimavé forén OvSem dva Warholovy projekty (sekvence obrdzeath and
Disaster" a knihaa; a nove) ukazuji, Zze v prvnimifipac, citow pasobivé téma spojené
S nezajimavou formou nemusi néitrzpisobit sentimentalni reakci ze strany divaka
a v druhém fpack, Ze variace ve zdanbvnezajimavé forgh nakonec mohou upoutat
¢tend&ovu pozornost vice nez obsah, protoze kazdy déitailma svou vahu.

Ottyové poznatky se daji aplikovat i na Wegdyz West zasadi produkt masové kultury
do nového urdeckého kontextugtendi na rgj reaguji jinak nez za normalnich okolnosti.
Nap‘iklad, i kdyZ je knihaA Cool Million napsana ve stylu rom&rHoratia Algeractendi
na ni budou reagovat jinak nez na Algerovy romakigstovy citace masové kultury mohou
mit jistou ungleckou hodnotu, protoZe kazdy detail textu ma sslazitost. West i Warhol
vytvareli zajimavé estetické efekty tim, Ze kombinovaldie odliSnd média (ve Westsv
piipact produkty masové kultury s modernistickym romanem).

Druha kapitola kratce popisuje jisté dobowéiakulturni zngny, které slouzi jako pozadi
pro vSechnyif Westovy romany, o nichz zde pojednavam.aKeménam ve vyrobnich
technologiich, které se odehraly od poloviny 18ledt, bylo v obchodech vice prodikiez
kdykoliv predtim a prodavaly se za niZSi ceny. Lidé tak logikpovali vice ¥ci nez dive.
Kvili komerknim &elim zaali majitelé obchod vystavovat zbozi tak, aby vypadalo
neobyejné pritazlivé. Lidé si z&ali kupovat mnoho &ci kvili svym predstavam a podim

a nikoliv kvili tomu, Ze by dané produkty byly pouze uéité.

110



Stale vice se objevovalo emu Rosalind Williamsika ,chaoticky-exoticky” sloh (the
chaotic-exotic style). V tomto slohu reprodukdenych gednéti ze vzdalenych anebo
i vymyslenych zemi stogasto nesouradvedle sebe zacélem vyvolat pjemné Fedstavy
o téchto zemich. Byl to sloh, ktery se pouzival v drygwdovire 19. stoleti ve vylohach
obchodh, ale i @i riznych prezentmich vystavach, kter&ipominaly trhy.

Williams piSe, Ze chaoticky-exoticky slohstal &Zzny a popularni fgdevsim proto, ze
lidskd mysl vzdy vyhledavalaigdstavy lepSiho Zivota. NaboZenstvi aénmwvétSinou
uspokojovaly tuto pdebu, ale Bhem druhé poloviny devatenactého a ¥ateich dvacatého
stoleti tuto funkci stéle vicei@biralo konzumni zboZzi, nadma reprodukce a masova
kultura.

V této dob se hoda oslaboval vliv keg'anstvi, tradic atiznych norem, které jiz nebyly
tak zdvazné jakoitre. OvSem tradice a &dna kultura umoduji lidem lépe snaset utrpeni,
problémy a strach. Kdyz je mnoho lidi pozbylo, tilréaké pocitifadu a stability. Nasle@n
hledali tentofad a stabilitu ve spidbnim zboZi, zab&ynow vymysSlenych ,tradicich” a také
v masove kultte. To vSak byly jen chabé nahrazky ndbozZzenstungcti tradic.

V 20. a 30. letech 20. stoleti se ptotnhuto trendu objevily argumenty spojené
s odporem k dznym novym produkim a touhou po idealizovanychrigjSich ¢asech.
Levicovi intelektualové jako napkomunista Mike Gold spojovali nové zboZzi s kalstaem
a dekadenci a ve spojitosti s tim touZili po &%a@ih hodnotach a dobach, ve kteryattiv
byly jednoduché a uziteé.

Také mezi pravicévzaneienymi lidmi se ozvali konzervativriten&i a prispévatelé
obchodnihatasopisu-ortune Jonathan Veitch poukazuje na jedémek v tomtatasopisu
z roku 1932, ve kterém jeden z komentatkiitizoval hollywoodsky filmovy pimysl za to,
Ze je dekadentni, Ze si vazi spi$ nablyskanéh@dahiez skutaé kvality, Ze se vam ¢asto
nachazi chaoticky-exoticky sloh (i kdyZ sareme tento vyraz nepouzil) a Ze lidé

i prednety v Hollywoodu nespiuji normy a konvetni ocekavani, které v té dékoyly silne
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na uastupu. Prodmo i jemu podobnym lidem se &vzdal neskutény, nestabilni a chaoticky
predevsim kuli tomu, Ze stabilizujici normy, na které si zvyldyly najednou odmitany. To
je i zdirazrené téma ve Westovych romanech, i kdyz West neagéranasovou kulturu tak
jako Fortune

Treti kapitola pojednava o tom, jakiss Lonelyhearta A Cool Million zobrazuji masovou
kulturu. Miss Lonelyheartz velké ¢asti zobrazuje situaci, o které psala Rosalind isvilk:
kdyZ je Keganstvici ndboZenstvi na Ustupu, masova kultufabfra funkci, kterou idve
melo ndboZenstvi a vzbuzuje u lidfgaistavy o lepSim Zivét Miss Lonelyhearts, viasin
muz, ktery piSe poradensky sloupek v novinachzeijeho sloupek dava lidenieguistavy,
které jsou pro &utechou. Mohl by propagovatr&s’anstvi, ¥fi, jako mnoho lidi v 30. letech,
Ze masova kultura je gtinskd" a ze keg'anstvi by dalo lidem mnohendtgi agchu. Ma tedy
k masové kultie nevyhrasny vztah.

OvSem Miss Lonelyhearts nébe geswdCivé propagovat keg’anstvi, protoze s Ustupem
kieganstvi je lebi ho zesmdnovat. Z EZnych Ked'anskych frazi se stanou ofltovana
klisé, kterd Miss Lonelyhearts néie s klidnym ssdomim davat jako rady. Stejny problém
nastane, kdyZz Miss Lonelyhearts dava svym tabatedtské rady. | tyto rady vyzni jako
opotrebovana klisé. Miss Lonelyhearts nedokaZigt vomu, co tvrdi. Krom toho klisé jest
nadsazuje, iféemz tazatelé z nizSich sp&dmskych vrstev jim &i, protoZe nad nimi
neuvazuji a pouze nechavaji tato klisé (ktera jmjpmiS davaji pocit jistoty), aby na n
emotivre pasobila.

Jeho pochybnosti se jg&wveétSuji, kdyz kolega, redaktor Shrike, si z kliS&adlegraci
ve stylu dada. Shrike sasto utahuje z kliSé i z masové kultury mimo jifré zpisobem, Ze
imituje afektovany jazyk reklamy a ironicky davéldim stereotypni rady, aby se obratili
od svych problémnk ne¢emu gijemnému (co bylo a jediné poselstvi reklam) f@stoze tyto

radyc¢asto neodpovidaji vaznosti daného problému.
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Shrike ve svych vtipech dehierarchizuje éeama masovou kulturu. Tvrdi, Ze @mi
i masova kultura jsou pochybné a &mhodné, Ze ugtecka dila i dila masové kultury jsou
pouze pijemné gednety, ke kterym se&lovek obraci, aby unikl odiznych nepijemnych
realit.

Shrike ma mozna ve svych nazorech pravdlkdyz je vyjaduje, je zlomysiny a
bez soucitu. Mozna by utrpeni mnoha lidi bylo ot#ateé, kdyby Miss Lonelyhearts mohl
brat Keganstvi vaza a tim ho propagoval ve svém sloupku efeldjivrale Shrike mu to
znemozuje. Shrikdv humor a nazory, a ve srovnani s dada okecrabizeji pouze
nihilismus a nikoliv na&i ¢i empatii. West ré ve zvyku kritizovat i ¥ci, kterym ve svém
osobnim zivat fandil, a zde tentoifstup aplikuje i na dada.

| &j Miss Lonelyheartsede k tomu, Ze uémi, kieanstvi i masova kultura jsou st&jn
potencial@ Skodlivé. Pod viivem tleg’anské hysterie i jedné pasézBratriz Karamazovych
Miss Lonelyhearts nepochopi situaci a pigpatiob’ je na konci romanu zasien. Za to
Skodlivy vliv masové kultury se ukdZze v momgnkdy se Miss Lonelyhearts a Betty
po Shrikeo¥ vetirku chovaji jako zamilovany pér z hollywoodskélimné. Tento moment
ukazuje, Ze lidéifjimaji klisé z masové kultury a Ze masova kultjima urcuje, jak se maji
chovat. Rovdz ukazuje, Zze mySlenky, které z nfefimaji, jsowasto v rozporu s kazdodenni
realitou, protoze produkty masové kultury jitkaji, co vlasta chtgji slySet.

RestoZe je tato kniha kritickai% masové kultée, zda se, Ze je m&wici ni zaujata,
pokud se t§e jejiho gistupu. VMiss Lonelyheartfe mnoho citaci uéleckych @&l i masové
kultury, z nichZz se da odvodit, Ze Weskkaval, Ze idealnften& jeho romanu bude déd
obeznamen s uwnim i masovou kulturou. Westovy citace masové kylptispivaji k tomu,
aby jeho romanisobil hod# moderr a zarove jako dilo ovlivrené dadaismem.

V kratkéntlanku ,Some Notes on Miss L.“, West uved|, Ze pdals Lonelyheartsak,

aby vysledny roman ippominal komiks. AMiss Lonelyheartspripomina komiks hned
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v nékolika ohledech. Za prvé adaziuje kratkost, rychlé tempo, zdanlivou srozumitetnos
a strohost. Za druhé kapitdlyiss Lonelyheartgripominaji epizody komiksového serialu.

Za ftreti Westovy postavy jsou podle popisu jejich vzhledast® karikatury a jejich
osobnosti jsou ho@nzjednoduSené a nadsazené.cRaté Miss Lonelyheartgasto vyuziva
popisy a zobrazeni, které podporujtendovu obrazotvornost. Kokeé se v Miss
Lonelyhearts podob® jako v komiksech, objevuje strohé zobrazeni nds#iz dlouhého
vyswétlovani jeho picin.

Pr@& chi&l West napsaMiss Lonelyheartyve stylu, ktery se podoba komiksu? Na tuto
otazku se nabiziékolik moznych odpo&di. West chil psat knihy, které by Sly proti
tradiénim literarnim normam a které by vyuzZivaly matgrikhzdodenniho Zivota. West
experiment s ,komiksovym romanem*“ mohl byt reakei momany v obrazech” Lynda
Warda. A rkteré komiksy z Westovy doby byly popularni i mezelektualy.

DalSi vys¥tleni je, Ze ,komiksova forma“ se k obsaMiss Lonelyheartsodi. Za prvé
kiizenec mezi komiksem a romanem nahriva tématurdettiezace, kde uémi ztraci svou
tradini autoritu. Za druhé, strohé zobrazeni nésili ooeduje s tématem brutalizace
spol&nosti, kterou zfisobuje Upadek traghich moralnich pravidel. Za&eti West sam tvrdil,
Ze americka literatura se liSi od evropské tiny aé nasili nevyZzaduje dlouhého vysiovani
a Ze v ni pevazuji kratké romany. West se nakonec stavi keniksoveé technice" v literate
vlastre dvojznané, protoze ji jednak vnima jako progresivni vyvole aarové spojuje
komiksy s dehumanizaci a kazdodennim nasilim.

RomanA Cool Million je spojeny s masovou kulturou tim, Ze je parodifiéiaké romany
Horatia Algera, ale i tim, Ze se 0o masové Keltumkolikrat zmiiuje. A Cool Million je
kritikou Algerova pohledu na 8t neba tento Wesiv roman je v podstatprevracenim &e
typického romanu od Algera, ve kterém chudy mladi#Eje ve s¥été tvrdou praci
a ctnostnym chovanim. Zatimco Al§erprotagonista véizi nad fiznymi ne&stimi, Westv

protagonista Lemuel Pitkin je jen vic a vicemy lidmi a problémy, které ho potkévaji.
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Na rozdil od Algera We8v roman totiz tvrdi, Ze v Americe ibe ¢lovek usp@t jeding
podvody, kradezemti nésilim. Postava Shagpoke Whipple spojuje alggkévhodnoty
s idealizovanou minulosti USA, alé¢itom Whippleovy myslenky jsou faSistické a Westovy
citace masové kultury ukazuji, z&jidy USA byly protkany vice brutalitami nez prospmné
hodnotami, které propagoval Alger.

A Cool Million poukazuje pedevsim na takové produkty masoveé kultury, kterérage
snazi vytveit idealizovany pohled na americk&jidy ¢i pocit spojitosti s nimi. Kdyz
spolenosteli upadku tradic, vyhledav&esre takové nostalgické zobrazendjid. Priklady
takovych zobrazeni vtomto romanu jsou: Goldsteizajem o staré domy, Wu Fahg
bordel a také i smysleni jakoby z Algerovych rofan

West zde takové zobrazeni kritizuje. KdyZ pigoje Goldsteinovo podnikani
se starozitnostmi, poukazuje na to, Z§emné @Fednety casto zakryvaji lidska utrpeni,
za kterych byly vyrobeny. A jak ukazujeildad staré skiiky v Pitkinow dong, i historické
prednéty ¢asto davaji nepravdivy pohled na minulost.

Wu Fongv bordel ma hned &kolik vyznami. Za prvé West, podobnjako mnoho
americkych marxist, spojoval obchodovani stgungty, které zobrazuji americkégjay,

s "prostituci" americkych &in, a Wu Fongv podnik spojuje tuto figurativni prostituci
s doslovnou. Za druhé, jako Vipack Goldsteinovych tradnich dond, okazaly dekor Wu
Fongovych pokdaj skryva lidské utrpeni, a zaeti, Wu Fongv bordel satirizuje &né
praktiky americkych podnik 30. let (chaoticky-exoticky styl, prodej specifickmerickych
produkti). VétSina Wu Fongovych prostitutek jsou bilé anglosapkdtestantky, zatimco
jejich klienti do tohoto etnika negatTo odkazuje k faktu, Ze spisy americkydjirdtradicne
glorifikovaly kulturu bilych anglosaskych protestanWu Fongiv bordel pak podporuje
u mensin fantazii Zivota v této kuit!

Vystava Sylvana Snodgrassea nabizi altemigtivhled na americké&jhy. Ukazuje, jak

v americkych djinach bila anglosask& protestantsk&na vzdy brutalé utlacovala Gzné
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mensiny. Doprovodnd kratk& divadelni hrgegvadi rodinu, ktera se rozpada tskédku
nekalych praktik podvodnik KdyZz pomineme Snodgrassovy pochybné motivy a fekihra

je pilis jednoducha a plna klisé, st&jpoukazuje na to, Ze masova kultura by mohla davat
lidem vice¢i mére pravdivy pohled na ¥, neba situace v ni zobrazena v podstatipovida
situacim, které proziva Lemuel Pitkin.

DalSicast Snodgrasseovy vystavyepvadi éizné bizarni exponaty, o kterych on sam
tvrdi, Ze jsou ,horory“. Jednakiipominaji moderni usmi a zarové zvlastni druhy
konzumniho zboZzi. V tomto smyslu nazag, Ze se v 20. stoleti stird hranice mezi moderni
umenim a vyundlkovanymi gedméty.

Snodgrassovu vystavu Ize chapat i jako paragiierického komunizmu. Améti
komunisté ve 30. letech 20. stoleti bydisto zaujati proti novému zboZzi, protoze prefelioval
predindustrialni kulturu. Byli zaujati i proti modeénmmu un®€ni, nebd@d davali Fednost
socialistickému realismu. OvSem pokud ma Snodgvaskratka divadelni hra reprezentovat
socialisticky realismus, ten je v nfilis jednoduchy a bez intelektualni hodnoty a atteri
komunisté vypadaji jako Sosaci.

A Cool Million téZ odkazuje k masové kuituv ¢asti, ve které se v estr@dRileyho
a Robbinse stane ,komikem“ LemélBem ni se obecenstvo &amtomu, jak Riley a Robbins
Lema mlati az mu odpadavaji protézyg #evinny, slouzi jako fackovaci panak mezémha
znesvéenymi stranami. Tato situace se podoba i jinymasitm, ve kterych dalSi dv
znesvéené strany napadly Lema. Zaréveevokuje mySlenku, Ze kdyZz se v komedii
fyzickému napadartloveék smeje, je to druh Skodolibosti, az sadismu.

Ctvrta kapitola pojednava o vyuZiti masové kulturyfive Day of the LocusV tomto
romanu jsou hollywoodska obydli é&pprikladem chaotického-exotického stylu, nétb@azda
budova reprezentuje jiny sloh. Jednotlivé budoygjich casti gredstiraji ®#co, co skuteng

nejsou a to vie zaélem, aby vzbuzovalyigemné obdivné pedstavy u svych pozorovaiel
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Kvuli jejich nevkusnosti je Tod i vypr&s romanu odsuzuji. Tod alefipousti, Ze tato
chaoticka-exoticka architektura je omluvitelna,tpi tyto budovy plni lidskou pietbu
pro fantazii a tim padem ani nemusingpat tradéni esteticka kritéria.

Stejr jako hollywoodské budovy, i olleni hollywoodskych obyvatel je nekonvein
(nag. lidé nosi konkrétni druh sportovniho atdai, i kdyZz dany sport nekhji).
Richard Sennett upozauje na to, Ze aZz do 18. stoleti al@ai uovalo nositelovo misto
ve spolénosti. S vyrobou o#lid ve velkém toto pravidlo polevilo. Hollywood je paktrém
tohoto trendu v tom smyslu, Ze oSaceni jeho obyvagenusi vibec ozna&ovat zZadnou
pravdivou vlastnost jejich nosifel Nekvalitni odvy presrg ozna&uji spol&éenské misto
chudych hollywoodskych¢umila*“.

V Hollywoodu se domy a &dy vyznauji chaotickym-exotickym stylem a tim, Ze jejich
vzhled je v rozporu s tim, co skdbg jsou. Stejné jsou i rekvizity v Tod®vilmovém studiu.
Jsou vyrobené z prévtak nekvalitnich materidljako zmigné hollywoodské stavby. Tyto
rekvizity jsou v podstat reprodukci fiznych gedneta z odliSnych mist (skutaych
i fiktivnich). Mezi nimi se pohybuji herci v kostyguh, které fipominaji klamné obteni jiz
zmirgnych hollywoodskych obyvatel (napherec, ktery nosi vojenskou uniformu neni
skute&né vojak).

V The Day of the LocustSudepitomny chaoticky-exoticky styl reprezentuje jedraiké
téma: velkolepy vzhled Hollywoodu vytkidobraz ,zem hojnosti“ ¢i alespadi zdbavného
mista. Ve skut&nosti tim jen odvraci pozornost od svych nedostatichudoby. Chaotické-
exotické pedn®ty mohou vzbudit fHjemné pedstavy u chudycki stradajicich lidi, ale
nemohou viesit jejich problémy.

Toto téma je rozvinutoéhem Todovy prochazky dvorem filmového studidi féto
prilezitosti si Tod uedomuje, Ze rekvizity, které tam vidi, jsou v podstzhmotrelé sny*
mnoha lidi. Pemysli, jak jsou bizagnhkombinované, azifpominaji ,snové“ obrazy mafi

jako byli Rosa, Guardii Desiderio. Cten& by si sam mohl spojit tyto juxtapozice
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i se surrealistickymi obrazy. Timto rekvizity sfiraranice mezi ugnim a masovou kulturou:
materialy masové kultury vyt¥éji vize, které fipominaji stovky let staré groteskni &mi

BEhem Todovy prochazky dochazi i k jistému ,odmaskov&ollywoodu. Tod vidi, Ze
rekvizity, které konvetn¢ vzbuzuji u divak Uzas, jsou pouze konstrukce z levnych
materiah. To se potvrdi i v mome#t kdy se pod vahou herzhrouti faleSny kopec. Toto
zhrouceni ma rowt skryty vyznam: hollywoodské iluze mohou byt éamy nedostatky,
které zakryvaji.

Tod si usdomuje, Ze kdyz iffliS mnoho rekvizit stoji vedle sebe, nevzbuzujagizale
spiS pocit nudy. Toto je analogické s nudou, kteralkionec Hollywood vzbudi wymila“.
Todovy mySlenky o rekvizitdch se daji aplikovata hollywoodské stavby. Budovy jsou
v podstat fyzické zobrazeni sna fantazii a zarovevytvéreji obrazy, které iipominaji
surrealismugi fantastické obrazy. Tyto stavby, tedy hollywooélskize, mohou byt rowi
nakonec zlikvidovany nedokonlostmi, které Hollywosiayva.

DalSi podkapitola pojednava o Harrym a Fayee@erovych a o Westovych nazorech
na herectvi. Greenerovi hrali fiktivni role taisto, Ze se s nimi ztotoznili a jejich role se tak
staly sodasti jejich ,normalnich" osobnosti.

Faye vyuziva svou roli afektované hiae jeji doby k tomu, abyiftahovala co nejvice
muAl a zvySila tim pravépodobnost Ze by ji dakjaky hollywoodsky producent hlavni roli.
AvSak jeji nepirozena, afektovana ,herecka“ osobnoésgbi na ostatni lidi &Sinou spiSe
negijemre.

Znamena to, Ze hollywoodské&haly jsou stejé negirozené, afektované a groteskni jako
Faye? Na tuto otdzku s&zko odpovida. Na rozdil od idedlu dobré filmovéebky, Faye
hraje svou roli Spatna pisobi v ni nelmre a nesympaticky. Role Fayd&gobi bizarsji
v ramci kazdodenniho zivota nez v ramci filmu. Ntahdbu stranu vypra¢ tvrdi, Ze Faye se
ucila herectvi od ,Spatnych vziit ve ,Spatné Skole“. Tyto ,Spatné vzory“ by mohlytb

skut&né filmové hézdy, ale stejttak by tato frAze mohla znamenat pouze to, Ze kelyz
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¢lovek chudy, nem& moc moznosti se efek&iwgit dobrému filmovému herectvi. Fayina
piehnana snaha pavat o swj vzhled naznéuje kritiku hollywoodského filmového
pramyslu, ktery sicasto zakladal vic na vzhledu a ,image" lerez na jejich hereckém
umeni. A tak Hollywood niZe byt ,Spatna Skola“ i vtomto smyslu.

Harry v roli komika pedvadi, Ze i nabytarpozenost mze pisobit nepirozere. Kdyz se
Harry chové jako komik v ramci kazdodennihgzieho Zivota, fsobi nepirozert a bizarg.
Osobnost komika je ale prajntak irozena a samdgjma, ze se podle ni chova, aniz by
predstiral. Podle Westa jsou gestikulace a vyraZieérié pohyby nespolehlivy index pro to,
co si danyclovek mysli a co citi. To je také v rozporu &hbhymi mySlenkami 19. stoleti
a s 241. basni Emily Dickinsonové, ke které Wegiaadije.

V predstaveni pro barové Stamgasty Harryho wlkavana jevistni gestareswdcive
slouzi k vyjadeni Zivotnich zkuSenosti. Pouzitingtykteré gipominaji &ty z filmovych
upoutavek, West dokonce tmaziuje, Ze barové obecenstvo si vazi Harryhiedptaveni,
protoZe se s nim ztotddje. Zrejmy vyznam této scény naznge, Ze masova kultura ma nebo
maze mit jistou hodnotu, protoZe uninge lidem komunikovat s jinymi lidmi.

Harry, Faye adhkteré jiné postavy Whe Day of the Locugtou figury, které fipominaji
stroje. Takovéto postavy smsto objevuji v grotesknim wmi i v dada. West je pouziva
k tomu, aby zdraznil, Ze Harry, Homer ac¢ymilové“ se stali vlasth automaty, protoze
pii své praci opakovandélali stejné ukony, jak bylo diné @i vzkvétajici pasové vyrab
behem 30. let. Zobrazerlioveéka jako stroje rize slouzit i k vyjageni mySlenky, ze kdyz je
ve spolénosti anomie bezifiomnosti jakychkoliv zakan a spoléenskych norem, existuje
riziko, Ze se lidé budou na sebe koukat jako ndn@okci.

DalSi podkapitola pojednava o tom, Z€he Day of the Locuste stiraji i hranice hodnot
mezi unénim a masovou kulturou. V tomto romanu jsoué¢nim masova kultura zobrazeny
jako podobenstvi, ktera lidi obklopuji a ktera wiiji jejich mysleni. Zadna zéthto

kategorii neni nuth privilegovana na uUkor druhé. Toto je evidentni #ipack Todova
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mysleni, které odkazuje na dkacka dila i dila masové kultury. Tim autor dokazuje
ve s¥té The Day of the Locushoderni intelektual, jako Tod, ale i pani Jennidg@na a ma
zajem o umani i masovou kulturu. | kdyz tento pohledibe byt spojeny s Ustupem tré&aich
norem pro uréni a vkus.

Hranice mezi udmim a masovou kulturou se zde stira i v tom, zZgys&oleni unglci
jako Tod a jeho spoluzaci podileji v ramci svycmgstnani na tvorbmasové kultury. A jak
jsem zminil dive, hranice mezi uémim a masovou kulturoute byt nejasna i vifpadech,
kdy rekvizity a chaoticky-exoticky sloh v kombinagijinymi pgrednety mohou gipominat
unelecka dila.

Resto Todv zamySleny obraz odsuzuje masovou kulturu. Kdy#d ptanuje, jak bude
malba vypadat, igdstavuje si hidci hollywoodské stavby a rekvizity (tj. jisty druhasové
kultury) a jak z toho maji radost hollywoodstiumilové“. Nabizi se hnedekolik davoda,
pro¢ by tyto \&ci mely shaet: davaji stradajicim lidentiemné fantazie, ale nexgsi jejich
problémy; jsoucasto nevkusné&i osklivé; problém mnoha lidi je¢tk& otupujici prace,
mnohdy spojena s vyrobou masové kultury; masovéukayl kterd zobrazuje nésili,tie
svadt lidi ke skut&nému nasili.

Ctvrtd podkapitola pojednava o tom, jak jsou postawyThe Day of the Locust
ovliviiovany masovou kulturou. Hollywoodské filmy a novingbizeji fantazie sexu a nasili;
ale tim, Ze je gumilové" konzumuji ve velkém mnozZstvi, stavaji sé znecitliili, Zze je
maze vzruSit pouze nasili skéte. V této vlastnosticumila“ The Day of the Locusbuhlasi
s jistou kritikou masové kultury ze &tku 20. stoleti. Ve Westéwojeti k tomuto zji&ni
prispiva i fakt, Ze tvrda monotonni pracaimili” je stejré znecitliela a nedovolila jim, aby
se vzalavali. Zarove jim Hollywood neposkytuje ten ideéini Zivot, ktesijboval.

The Day of the Locustké poukazuje na to, jak masova kulturdéZzenpodporovat nasili

a sadismus, jako v momenkdy na jevisti ,Létajici Lingové" ublizi Harryma obecenstvo
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se tomu sr¥je, nebo v Todo¥ fantazii, ve které znasilni Faye za pouziti kiiSéetektivek
drsné Skoly.

| pes tuto kritiku masové kultury se zda, Ze ji lide jgsté miry poitebuji. Homerova
sttidmost spoléné s jednotvarnou pracifigpela k jeho otuplosti. Jednaast jeho osobnosti
touzi po masové kulte, ale druhd ji odmitad. Vzhledem k tomu, Ze Homerowvolreni
dlouhodol potlatovanych citi vede na konci romanu k jeho smrti, je of rozumné, Ze
odmita masovou kulturu, protoZe by jeho pocity stowala. Homera ale dmné potesi
predstaveni Harryho, Adorea a transvestity. Tim attenmdum sckluje, Ze masova kultura by
na Homera mohla mit pozitivni vliv a Ze by mohla mé€itou hodnotu, zvl&3kdyz interpret
ve svém oboru prokazuje gpové dovednosti.

Také pedstaveni transvestity v Cinderella Baru dava d@#vhajevo, jaky vliv by
masova kultura mohla na Homera mit, do jisté maépokoji Homerovu touhu po masié
lasce. Pedstaveni fisobi ,irozerg”, protoZze ve Westovi jfirozené“ hrani je nenucené
a na vysoké urovni dovednosti.

Fedstaveni transvestity a nasledujici dialog mezieha Homerem a Faye jsotiljadem
toho, jak West vklddd modernisticka témata do ciaasové kultury. Fes rékolik dvojitych
vyznami, West dava najevo, Ze transvestita a Faye jsaditdém smyslu pro Toda a Homera
jako matky, zatimco Homer j&co obdobného pro Faye.

Kdyz si Faye vymysli filmové &k, vytv&i si ugSujici fantazie podle Sablon masové
kultury. Tyto fantazie pouziva k tomu, aby sédemila, co skuténé chce a také k tomu, aby
se ujistila, ze jeji sny jsou splnitelné. Svoje téeme/filmové d@je, které vypravi Todovi,
naznuji, ze chce fedevsim rychle dosahnout éspu a ziskat silného a bohatého muze.

Fayiny fantazie/flmovéd&e davaji najevo Wesv dvoji pohled na hollywoodské filmy.
Na jednu stranu tyto filmy poskytuji lidem, kteryméco chybi ugSujici gredstavy. Na druhou

stranu Fayiny fantazie vykazuji stale stejné Saplanklisé. HorSi a zavéjci je, Ze
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hollywoodské filmy sdluji lidem, Ze kazdy si fize najit idealniho partnera a ze kazdjzm
uspEt v Soubyznysu.

V za¢ru se pokouSim odpédét na otazku, jaky byl Wedt celkovy postoj k masové
kulture ve vSechiech romanech. Ve svych knihagasto zobrazoval masovou kulturu jako
soubor produkt, které obklopuji stradajici lidi a &#uji je, ale zarovenedokazi viesit jejich
problémy. Jeho knihy napadaji masovou kultuimngmi argumenty: masova kultura davéa
lidem nepravdivé informace; podporuje nasili; jejciatori se zajimaji pouze o své zisky;
lidé se pi vyrobé masové kultury trapi a trptiznymi zpisoby; masova kultura jéasto
slaboducha.

OvSem v &kterych mistech West poukazuje na to, Zze masovarauimize mit i kladné
vlastnosti, nap Ze vyvolava fijemné pocity nebo Ze vykonykterych popularnich ustci
mohou mit vysokou profesionalni GragveMasova kultura v jeho dilech vede postavy
k zajimavym mySlenkam, zviSkdyZ srovnavaji poselstvi a vlastnosti masové ukult
s vlastnimi zkuSenostmi.

Je dlezité si uedomit, Ze West neprivileguje wmi pred masovou kulturou. West spisSe
vidi dila masové kultury a wfecka dila jako texty, které mohou mit kladné i g
vlastnosti a které musi byt fizvé prozkoumany fed posuzovanim a zhodnocenim. Toto
vede k mySlence, Ze Zanry a média masové kultyspaaegativni samy od sebe, ale mohou
byt vyuZzity pozitivié i negativi.

Westova kritika masové kultury je trochu ztkma tim, Ze vypra¥ a rekteré postavy
z jeho &l maji evidentni zdjem o uni i masovou kulturu. Idedldten& N. Westa by rél
mit pon&rné velké znalosti o usni i 0 masove kultte, aby rozurl citacim z oboudchto
zdroja.

Westovo vyuziti formélnich prirkmasoveé kultury ve svych romanech Ize chapat jako
formalni inovaci, ale je sporné, do jaké miry tytiwky v sol& nesou pozitivni, kritickyci

neutralni vztah k masové kuittu MiZzeme si klast otazku ,P&EdNest ve svém dile vyuzival
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formalni prvky masové kultury, kdyZ jeho dilo masawkulturu zarove kritizovalo?* MoZna
odpowd je: ,Protoze jeho postoj k masové kittnebyl taktiste odmitavy, jak by se mohlo
na prvni pohled zdat.“ West psal kriticky o komumis a dada, ale zarovem¢l ve svém
sobnim Zivo¥ k témto snéram kladny postoj. Mohl se tedy podobnymugpbem stat

i k masové kultie.

A na uplny zagr jen maly dodatek k Souhrnucestirg.

Nové utvaené socialni podminky americké spmlesti si ve dvacatych ai¢atych letech 20.
stoleti vyzadaly také nové formy komunikace a zg&bawnaparky, kabarety a music-halls
byly Us@sSre dopkovany novym technologickym médiem - filmem, kogmwdr formy
komunikace ovladly fotografické aktuality, reklamg boha& ilustrované casopisy

s pitazlivymi obalkami, literaturu pak lidové romanydetektivky a také kreslené serialy-
komiksy. Tyto nové formy komunikace a zabavy dil@isobily na velmi péetnou vrstvu
obyvatelstva, kterd je ochatnpiijimala pro jejich snadnou dostupnost a konzumni
nenargnost. A protoZze celd tato sp&dmska tida, slozena igvaz® z pracujicich

v délnickych profesich, byla sociology nazyvana ,masdwy! i now vznikly fenomén jejich
kulturniho vyziti nazvan ,masovou kulturou“. S témovym kulturnim jevem byldhem své
literarni kariéry ustavné konfrontovan i Nathanael West (zejména v hollywsladn
obdobi), a jeho nazory a postoje k masové kelltdizeme dodnes nachazet v jeho dile, tak

tragicky ukogeném v roce 1940.
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