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« This research inVolves a detailed study of four novels of
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Iris Murdoch in the conigxt of her own philosophical writing, criticism

of her work and relevant background texts dealing with myth and legend

) y

. v
.
L TN

Miss Murddch is a philosophef, téache; and novelist currenfly

. -

»

*
developing a unique style as a form of literary entertainment, and she

o

has become af intnigdlng problym for the critic. Since 1?59; in

addition to sixteen ﬁoyeks she has published.many articles (based
: > : , . :
mainlygon her own moral philgsophy) which devglop theories about, -
- ! :' &l’ . [ 4 R 9

modern fiction. ?ﬁésg theories, along with a rémaikably extensive .

oS

béckgroupd”of material sglected from litefary c}assigs, myths, legends

0and:biograpﬁies, have been woven into her novels and have led to man

- -

. 7 ' p « .
the relevance «of this wide range of allusive material in her novels.

1

- B

L U

surprisinggand\compiicated elements in her figtion.x My thesi§ examinés

o
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Ces recherches entraTnent une &tude en detail de dUQEre romans

: v .
d'Iris Murdoch dans le contexte de ses &crit$ philosop?iqggs, de la -~

1

. ' . .
critique de ses oceuvres et des textes qui se rapporte?& au mythe et aux
L) v . ‘

. . oriéines légenddizes.

. - .
o s .
N u -

o
4

Mlle, Murdoch est philosophe, professeur et romanciére qui 4
o 4
1theure actuelle développe un style unique en tant que divertissement ‘.
. N 1 -

H

S :littéfaire ce-qui 1'a rendue problématique et intriguante pour le-
critique. Depuig 1950, en pius de égizemroﬁans, elle a publié
. ’ e - . -
"beaucoup dtarticles de rgvuec(basés p;}n&fpalement sur sa philosophie
2 ° . o T ~

~

e

'morq}é) fournissant des théories 3 propos du roman/moderne.s Ces

N

. - théories avec urne quantité de sujets apﬁrofondis choféis,de classiques

. -

Q. . ‘“ ‘< -
littéraires,* dé mythes, de fables et de biographies se distinguent -

dans ses romans, les‘rendanfpsurp:epants et compliqués. ' Ma thise -
- - e A4 ‘ \ - _

examine la pértinenée des allusions mythiques et.légendaires dams
: s 7 . [N

] . , Ay

~"'.  ses romans.




{
"INTRODUCTION

CHAPTER ONE:.
_ CHAPTER TWO:

-

CHAPTER -FOUR:
f

CONCLUSION

-

CHAPTER THREE: A SEVERED HEAD

BIBLIOGRAPHY A:

BEBLIOGRAPHY B:

, X {
// '
' .
3 ’ .
%
CE)NTENTS\
/
UNDER THE NET ’

THE FLIGHT FRQM THE ENCHANTER

f

.4 3
THE UNICORN \ J -
\o

" NOVELS OF IRIS MURDOGH

CRITICISM AND GENERAL WORKS

B AR S TP S

31

" 60

86




Y

L o, v " / g d

: ’ - ro T
| : : *
s » L] ¢ , . - ‘ i
L ' . Introduction
- ” R ' -+ *
- . , R
¥ "Every .year.the critics revive the argument of whether "

her fiction 18 errdtic ladies! magazine calibre or-
genuinely first-rate, whéther she is a philosopher
addicted to slighﬂly.old-fashioned narrative or an

“authentig intellectual novelistiml T

4

) & . -

LY

The student of Iris Murdoch's work is aware of two fagts. She -

s

18 by profession a philosopher who has also written literary criticism.

Since the publication of Under the Net in 1954, she has also written

fifteen other widely" reviewed novels. . Of the latter Miss Murdoch-
herself feels that they would be 1ack{ng as works of riction if rhe&
became simply media .for the expressio; of her philosophic idea*
However, the philosophica} allusions in her.novelsware inescapable'énq she

is sometimes preoccupied with technical philosophical probléms as in

The Silencer, Jake's philosophical dialoguesin Under the Net:

- & -

Alongside the philosophical allusions one finds a -vast background

of material drawp from classical antiquity, from ancient and médern .
. - { .
legend and myth, ahd from“a variety of literary and scientific didciplin%i.

1

Iris Murdoch is clearly a writer of broad general culture in both*a

o t o . - -
literary and an‘énthrOpological sense. Evidently, she is not simply
cohcerned with narrow technical problems of philosophy. If, however,,bne :

- -

congeives of a philosopher as a lover of wisdom, then Iris Murdoch by

training a philosopher, by education richly cultured, and by choice a .
v . . . - - ? .
]

J

f

' !

Speaking through the Editor's Foreward to The Black Prince, she

writer of fiction, is in pursuit of wisdom in her novels. =+~

«

observes: 'What fallows is. in {its essence as well as in its contour/a

love story. ‘I mean that it.1s deeply as well as sugergiq;aliy so. ' Man's



.‘ ¢reativeystruggle, his search for wisdom and truth”ia'a' love st:or:y."2

Thus wisdott and truth are not only the by-products but'tﬁp.motﬂyg of the

[y

ot ! . , - '

.

creator of tales. hat follows is sometimes ambiguous and sometimes ) ! f

L4 .

tortuously told. Man's searchings and his strugglings are ambiguous and’

vowed

- . P , v 5 .
the straiéhtest path to wisdom and truth., . In this Foreward, Iris Murdoch

in the

o . impres

¢
°

M

u% * : - -
to hidden,ways."3 * Thus, allusion, a form of indirection, may,prove&&
{
!

person of the Editor, also hines thatshe herself is '"a sort of

° ¢ ] :

sario";4 this suggests a concern for entertainment as well as T

inptruck;on. And 1t 1s" possible to enjoy the novels ag tales well told

withou

' she employs., - B}

.- r

~

t having access to either the philosophical or the other allusions

A

Hence, it is clear that the novels function at two levels; as
. . .

. . works with a message intended to promote reflection upon the human

condit

ion; and as stories,‘éften comic, intended to entertain. As she

concludes in the Editor's Postscript to The- Black Prince, "Art is

A
,‘ .

L 4 -

] . ) "ambig
/\/\R\n

unnece
- -
or nar

a

Adventure Stéfies.?5 ‘In having this dual purpose, Miss Murdoch beafs

scribed as a modern fabulator.

” which arises for many of her critics

comparisoﬁ with writers of fables like Aesop; she has, in fact, been

6

- ~

As she reLogngyes in the passage quoted-above, her tales are often

uous and sometimes tortuously told"'a consequence of man's quest for
3\

g being itse%f "ambiguous and vowed to‘hiddeﬁ-ways." The question

7 is how far the tales are

s€arily and self-consciously cémblifrted for either her philosophical

rative purposes.

< 53

This thesis ih|an attempt to throw some 1f§ht~qp this problem

t
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M ' o o 114
' 7 by examining how ¥iss ﬂﬁrdoch's‘use.gf allusion works towards this dual -

purpose of tlluminating man's search for "wiidd@ and truth" within the ,

framework of entertaining fiction, Four novels have been chosen for
1 ' ‘ 1

examination, Under the Nef, The Flight from the Enchanter, A Severed Head,

and The Unicorn. ' Her first novel, Under the Net closely followed -
! ! publication of her philosqphicalgexamination of the work of Sartre, . It
. ’ < : ) . Vs .
. : - is perhaps her most obviously philosophical novel, partly because it .was
. P . ’

¢ i : written in the period when she was est!blishing‘herself as an academic

Y

philosopher. Moreover, as a first novel, it is a pointer to the génré
T M 1 Iy

| she prqposes_t6 adopt as a writer qf fiction. The Flight from the

\ .

\& Enchanter, A Severed Heaé and The Unicorm were chosen becatis'e of the “
\ . ; B .
patently, allusive nature of ‘their titles. They also contain_gignificant ‘
| philosophical gllusZOn. Taken together, the four bonstitute.an approach
} , -to the ;se of allusion in the novels of Iris Murdoch. . °

-

- A - : -

| - -
- .
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N
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CHAPTER 1
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' . > ’ e

| - - Under the Net ( . T

] .
Under the Net, Iris Murdoch's first novel, concerns the adventures

' . of Jal™Donaghue and hik two quests; one is for‘an understanding of his

.—

relationship with Hugo Beffounder, "The Silejpér", the other is for Anna
. n’ ’ R . Al 4

Quentin, a forme;‘ballad” singer. Anna's recently acquired interest in
- -

Y <
mime along with the theory of silence in art-—since singing like speech
&

1 .,
is "corrupt''--echoes Hugo'!s philosophy that '"The whole language is a
~, *

machine for making falsehoods ' (p.60).. At Ehe'conclusion, Jake, who
has been disappointed in both quests, has nevertheless discovered much
more about art and reality. Life cannot be lived according to a rigid

pbilosophicai rule; 'his own limitations both.as an artist and a person-
'become clear to him. - Miss Murdoch's quotation from Dryden's The Secular

-

Masque before the title page of her novel:

ITis well an Old Age is out, . - . ¥
v And time to begin anew, ’

ok - is an apt commentary- on Jake's career. After a series of misapprehensions

-
N .

and fantastic predicaments--often comif--he finally realises that he must

%

\ make a fresh start:;n the business of living..
] .

Iris Murdoch states: '"In real life the fanfastic and the

ordinary, the plain and the symbolic, are often iqpissolubly joined | p
toge:her and I think the best novels explore and exhialt life without °

\disjoining them."a ~ This assumption is apparent in ail her nove}-T\ it

is particularly true of The Unicorn with its allusions to myuﬂ{Zal \\\\\

_treatures and fairy tales, of A Severed Head with its Medusa associatioms, '

) . _ )
. . and of Under the Net with the Jake/Aeneas and Hugo/Wittgenstein cormecti?ds).




] & el N °
| ~ -

. All her novels. are rich in allusive dgtails and this use of allusion_is

’ . X
LS

one of the devices employed in the building of chafacters. -

. The allusions in Under the Net stem from {lassical legend,

astronomy, modern phglosOph; and the author's personal backgroun&, ' Irts
Murdoch's method of interweaving these allusions smong the characters,

results in a work which can be enjoyed on several levels oanpﬁfeciation;
“it also Xields interesting and significant comments on the characterisation

) .itself, - ThHe novel is dedicated to Raymond Queneau, a master of comic
- - * .
situations, whose influence is also discernible.

o
-~

» [N

- : - The classical/astral refergnces which'appear throughout the book - ¢
- ’ » ) .
' are noteworthy in the first chapter where Jake and his boon companion,

- — b

Finn, discover that they are homeless, having been thrown out of Madge's

-

appértment to accommodate her liaison with Samuel Starfield, a business®
magnate. The name ""Starfield" has obvious, celestial affinity as has

Jake's knowing reference to '"Sacred Sammy the diamond bdokmaker! (p. 14).

. Jupiter, the pleasure-loving ruler of gods and men, is also the largest .
» o - - 1 ]

of, the planets; as'prince of light, white is the colour yh{ch is

associated with him.3 While Sammy's name is also 'in lights" (p. 14) as
a successful bookmaker, his interests extend to ather éreas in the

entertainment world. Jake is gpvfbusly aware of Sammy's reputation:

- . ‘
_ "Starfield now did a bit of everything in those regions where his tastes / C

.

- "and hiﬁ money ‘could take him; women's clothgs, night’ clubs, the film

~

-

business, the }estaurant'business"_(p. 14).
- t ’ . - . ,j ‘|' :
The reference to 'women's clothes' and nthe f{lm business" .
A » . i .

suggest Sammy's' simultaneous relationships with Mane; whose mode of

.

dressing has suddenly become more expensive, aﬁd.with\ﬁgsie, who is . -

- / - K—r




'woman,also undergoes a physical change or evolution, In the legend she g

striv1ng°for stardomf they also hint at the philandering,of Jupiter. . ﬂ’¢n
w A

|
|
Sammy apparently resembies thq'god in this respect, for Jake cynically .
: . ‘
|
|

describes his tastes as "eku\ic and far frqm matrimonial" (p. 14)

" -
~ -

Sammy has obviously exerted considérable personal influence on Madge whom

s
- Q
.

he is transforming, according to- Jake, into "a symbol of consplcuous 0
' ~
! !
wealth" (p. l&) recalling Jupiter's visit to Danae dingiEii in a f. PO

shower of gold. Jskg h;pself'refers to Madge's "metamorphos'is' (p. ‘12)

* v " . H

.

when he notites the remarkable, change in her outward appearancé. Wag?

J-J A

A% -
Madgglénnohnqgs the name of the person who'has seduced her affections from
] ) v ( ’

" Jake, she! does so with a sense of achieyement and pride: '"'His name is?

e 2 ' b

*,Stdrfield. You maf have heard of him.! A ?riumphane look blazed ’ -

1 - . ” i
without shame in her.eye" (p. 14)+ . The young women seducﬁﬁ by Jupiter
were hohoured in producing the god's offspring., While it is actually the . |

- "‘ . J - N |
god who undergoes mgiamorphosis in the Dana¥ legend and, elsewhere, in

& ’

%

order to dominate the woman, nevertheless, in both legend and novel, the
1 . , ]
\ Y

'becomes “pregnant; in the novel she develops a more elegant, sophisticated
- . . - ‘ .
Lo ‘ £ .

appearance., In both legend and novel the powerful, unseen,pfesence is
evident. “Iris Murdoch in extending .the idea of metamorphosis to include

both*partlcipgngs, reveals an knstance of the way 1@thich she manipu;ates

her allusive source in the interésts of her novel. . P
, = "'?x-- V “ %e ’ ’ o
‘ Jake's initial truculence is allayed by Sammyls explosions of i

@‘ .

paten.'l geniality in Chapter five; he even begins: to admire the,latter's

<

nerve and financial wizardry\id thé electric afmosphere of the Hetfing
. [ /,‘ 3 '
- v 4

scene. ' However, Sammy's pswers over Madge, Sadigagnd inéirectlf over

N

Jake, dre not 1a§£ing; in faqp,‘he is ‘eventually outwitted by Jake who .

v, N <

J steals'Mf. Mars from him and by Madge who finds herself a new protector.,

o




~we

po

4

_adequate reason_for not meeting Lefty'at some future date to discuss his

His Olﬁmpian statis thus diminished, he later degenerates into a tin god ¥

the coloup4white also designatihg tin or white metal 1n later, medieval

¢ L
aldhemy.a}'Sammy's c;\?ueeoahhes therefore little depth op subseguent

1
L v '

analysis oﬁ,allusive assqdiations. ' iris Murdoch does, however, succeed
""‘O :;"\ b

.1a making him an, 1ntrdguing dhd ‘ambiguéus character for Jake in their.

T

L4

| \

" primary encounter. ¢ " -

.
! s

l ' . - (
It must be emphasised*at this point that the Sammy/Jupit%Hﬁﬁilusion

is 4n no way to be connected with the influeneé exercised by Jupiter as_

the symbol of diyine purpose in the Aeneid.. Sammy's exploits represent

the less commendable aspect of the deitx} while the¥ afford good -

r
LI

entertainmeht, they are indicative of the abuse of power., This is a

+
\1‘

further 1ns£ance of Iris Murdoch's eclectic use of alluéive”material to:

, ! . ~ o H

.promote character portrayal. Neverthelees, Sammy'f initial manipulation.
1 . >

of Madge's effairsafakes an’abrupt psychological ihpact on the life sfyles

ofwath JékeJ;nd herself. Conse%xenhly% J;ke is rugely shaken out of his

p;reeiﬁic way of life and in his mere quest for al;e;dative accommodation,

- { \

he becomes, inevitably concerned in the immeasurably greater quest for i .

self-realigation. . ' . <. °

¢
\
4

Other astral allusions- occur in chapter eight which also hint at
stellar influences hovering over Jake and his relationship with other

characters. Oﬁ.the occasion when Jake in a pfeasaht state of inebriation

!

is enjoyihg himseifg with his friend in the ruined nave of the Church of ét:. ‘

Leonard. Foster he is, twice associated with Orifon the mighty hunter who is |

always defeated by cunning. Jake concerntrates on the constellation of "Orion &

¢ - vo°

rising through a’ forest of grass" (p. 103) and when unable to think of an

ey




- \(." r . . 5

1)

career, he obsegves;k/jgzign was putting his foot in my eye!'(p. 104).

. g ( ! . -
This temporary "blackput! is reminisaent of Orion's being blinded by"
' 1 .
Oenopion whilst under the influence of the wine sent by;D;onysus. Jake

16 completely unaware of the fact that when Lefty/disdﬁsg%s money and the
move to the new party headquarters next morning, it is Ehe‘Mime Theeatre
that \NISP is taking'over. Orion was informeq’by an oracle that his’

sight ‘would be restored if he sailed east and turned his eye sockets
¢ Al '
o "towards Helius at the point where he first rises from Ocean." A dawn
‘ * - . F] . -

revelation'also awaits Jake: Dave produces-a belated message from Anna

. urgenbly desiring to see Jake at the Mime Theatre.  On-his arrival she

’

-

. has disappeéred and the silence of the Mime Theatre has been shattered

forever. Throughout tHis chapter there is a humordus blending_of

Christian and pagan elements. Lusty Orion overlooks the tipsy‘>eve11ers
in the ruins of a Christian church, there is a baptismal swim.in the
/.
. Thames under a sky cascading with stars" (p. 1086) for all except Dave who

is J&ish; as comey, Jake éhinks he ‘van hear the bells of six "

churches ringing. The author's emphasis ‘on bells and stars may well %E

no more‘than:en amusing commenfarngn the hefuddled state of Jake and his

compdnipng; it nevertheless exemplifies ye¥ again Miss Murdoch's eclectic
s @ .. . - - .

—_— ' . ® ®

use of allusive sourcesy ,

There are more referenc€s to the word "star! and its various

connotations. lAs Jake reflects. on the bErsona;ities of Sadie and Anna,
. \

he concludes that a film star is a curious phenomenon. OE their different

contrlbutions to -their singing act he observes " "Anna provided the voice

e

n‘samd Sadie’ provided the flash., . . . Sadie had- éclat, . ; ! Sadie is _
RS - ’
w(gg}ossy and'dazgling" (pp. 29- 30). Several times Jake describes Anna's

7 , ) ' i
beautiful singing voice; . in fact he is reminded of her by her singing at

-/




\
¢

o \ , ) . f . .
. .
. ’ )
. , ,
. N Y
w e * 6
N :
.

the«end. It ig Sadie, however, who though less gifted supplies the

~'\,_surface glamour in their act which attracts pOpular taste.

L

The word éclat appears again with reférence to Hugo's set piedes

. T

in which he was conterﬁ?d\to combine "éclat with duration' (p. 54).

The word, here,” used in its literal sense, refers to the le}d colours, of

’

the fireworks. Hugo's rockets aré used in thé.July 14 firework display

in Paris where Jake degscribes the opéﬂlng display as "the first

[

constéllation" (p. lﬂézlam Asthe girl Jake mistakes,fbr Anna sat
o -
stre

gazing SQYWards, g of stars fell from the sky into her lap" ' '«

(p. 191). " When-a sétnt rocket simultaneously fell at Jake's.feet

bearing the name '"Belfounde¥", his tendency to jump to conclusions may
« N . ‘" o

- well cause him to turh a coincidence into a portentous sign of Hugo's

influence hovering threateningly over both Anna and himself.
13

The stellar influences, on account of this ironic relationship

© 3
z

with the supernatural at work in'human affairs, are g suitable

& . . ¢ - - 4
. ®{¢ accompaniment to the second group of classical allusions derived mainly

from the Aeneid where Aeneas, son of Venus, and his exploits, are -
14

) ccnstnntly urider divine surveillance. In Jupiter'!s ‘conversation with
Venus in the Aeneid concerning the fate of Aeneas, he first anggunces '
* that he will exalt Aéneas '"Even to the starry skies' and then emphasises

1 . _— .o
. the starry nature of Aeneas' quest by stating that Julius Caesar "from -

.

. . s . ¢
o the fair seed of Troy" will rule an empire stretchihg to the ocean's

1imits “whose fame shéllﬁend in the stars".6 . Tl

e
\ '

Jake who is also engaged in a quest and who frgguently exprésgses the idea
that his fate will be decided for him, Refd&ing.Dido's offer of -

[
oL oy -
o o - °

. 4’1 \- . " .
The ‘prophecy of Jupiter concerning Aeneas' destiny links him with _




yl

-
1,

i
u“

e, ( marriage, Aeneas observes: . '
‘ : o o - !
. ' 1If fate allowed me to be my own master, and gave me

Free will to choose my way of ‘life, to solve my problems,
0ld Troy would bé my-first choice. !

o

v

While,Aeneas' destiny 1s to found the quan race, not rebuiid Tray;- the

hypotﬂetical MTEM {in-the quotation' clearly indicates his awareness of

1 . - -
. . o

‘ @
- the power,of fate.in his life. Jake, too, spurns Madge's advanjes in

. aris by appeal to the vision of his own destiny 'which had imposled

- % —

h' itself upon me as a command" (p. 184%. , iake—further states that his
1 _®
4consolation lies '"in a dreadful fatdﬁism" (p 66) when he experiences

feelings of guilt At publishing The Silencer without Hugd*é knowledge.
- g
: Both Jake and Aeneas are instruments of a divine intention. Aeneas is

informed by Creusa's ghoét that the circumstances contributing to his
exile are '"part of a divine putpose".g Jake's certainty that-he will
% ) ) , - a

eventually be reqpixeggy}th Hugo comes from the conviction that

'"Whatever god had arr#ged for me and Hugo to have deeply¥to do Yith one

8

A

another would notvleene hig work unfinished" (p. 208). And, planning
. . ~ .
"\ to visit Hugo- in hospital, he senses that "It was as if from his bed in

the hospitgl, Hugo were holding the end 6f & cord to which I was

attached and from time to time T could feel it twitching" (p. 215).

4

Grim sequences {romﬁtne saeking of Troy form the basis for

‘ . . . ) :
tragi-comic and comic episodes; one of thege is the van episode at the

.. v .|
° . Mime Theatre. During b swsearch for Anna,“Jake returns to*the“Mime». ‘e

o Theatre only to find thygt ‘all her properties havé-been packed in a
walting pemoval van. . As he rummnges throngh its ,contents, the van noves

‘. " off i Iike the Greeks "in the ‘hollow v;omb"g of the wooden horse, he is

J

v o o . . )
- ‘caught "in the %e&%ynqg‘the vehicle” (p.°111) with the stuffed snake,

¢

o




., evening. It is follawed by another even funnier incident when Jake r ’

. . ) , ., " . I . ' - ' .8‘
Anna's coronet, the rocking horéef‘&nd'the thunder sheet.

' ,

) This scene with {ts stage properties is reminiscent of the .
PR o, ,
Trojan Horse episode in the Aeneid. Sinon advises 'the Trojans to bring

& +

the Jbbden horse within their walls to appease Minerva whose sanctuary o

has-been desecrated by Ulysses even to the seizure of her virginal

d v

headband,  The headband and the coronet express the identities of

-

ﬂ&nerva and Anna respectively., Anna's sanctuary has’ in a sense been

'desecrated by the invasion of the removal men and NISP, ' Jake resembles -

®

* both Sinon and .the Greeks.inside the horse. - He, like Sinon, has arrived

wd

on the sce e dishevelled anq bleeding, his ehaking of the thunder sheet

as he legpy from the-vehicle gives 6%f "the uncanny sound" hich makes . ;

passers-py "stop to stare and listen" (p. 112), an aIlusion to the eerie

J
metallic ri¥g given off by the impact of Lsocoon's spear on the wooden |
o . . . ” .
1 s ]
horse's;sidé& Shortly after this,Lgaocoon and his sons are devaured by
J i - ! f -
twin snakes. ° . ) Lo I

»
2

=~

-

Jake's resemblance to the Sinon/Greek element is evident only in
his dishevelled appearance and his concealment. He iis not actually a

betrayer though he hds arrived too late to be of any assistance toEAnna; g
» - - .

- N t H
neither has there been intentional betrayal by Lafty who has taken over

the theatre prgmises in ignorance of the relationship existing between

. Jake and Anna. This is simply another 1nstance of the workings of fate.

iy ~

‘At any rate, Jake's impulsive btandishing of the thunder sheet which he =
had’ longed to do on his previous ‘visit to the theatre, provides a comic

episode quite in>ﬁ¢eping with ‘his Irtesponsible'ﬁeh&viour the previous . v

bt

‘9
visitl the fihn scudia. The fight op the set is similnr £6,that within

2
. - ri*?‘ r [ t
’ b *
\ . . I . .
® . - ~n . EAR ’ q
3 . > -~
v V- K
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f
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f
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I

the walls of Troy ;hd Jake leaves the "battlefield™M carrying the
- . s ‘

obliging dog Mars on his shoulders aé Aeneas carried hia~old fatﬁek ¥‘

"

v . 3 . -
from Troy. Jake's ingenious escape from a potentially embarrassing

. situation is in flippant contrast to the iragic circumstances ‘in which
., b

/7
' o

.Aeneas is forced to| flee from his native land. ‘ < v, '
. v ) . ¢ . - . ‘
rate search for Anna in| the ﬁhkonged Tuileries
! C

q

Jake's desp

——

3

bloodshed and terror,

i
LI » 4

Qardéﬁsloh Basq&lle Day, a grim femin&er

P

! - . . -
€9 {

name, (as Agneas did

of
: - . c
* resembles that made |by Aéneas for his wife ; Creusa; in the streets of ' °
Y

: E rning Troy. Jakd repehtedly calls Anna

reusa's, Both se ;cﬁes prové fruitless; |Jake fﬂnaily confronts a

e

. |Later at Mrs Tinckham's

re

- complete stranger, eneasfcnly'c eusa's gho

o

%hop, Jake hears Anna on the radio from Par s, but he never "again meets

| . . © | 3

her in the flesh.,

| ’ ’ , s ? .
In pursuit of his quest, Aeneas visiited the gloomy cave of the

_Cumaean Sibyl to seek advice; Jake goes for)|comfort éo‘Mrs Tinckham's

wdusty shop; two elderly ladiea giving ad&ice to two young men. Théré
- T
is a parallel between Mrs Tinckham with her Amazing Stories (9. 15)

which nobo@y wants to buy and the aged Sibyl in her business deal with _';5
10, Iris Murdoch's Sibyl is as mysterious for Jake as the - ¢
Cumaean one vas. f;: Aeneas. it‘;etrazks nothin from her appeal that }-
Mrs. Tinckhum is a rather aleazy chain’ smoker, indeed, this compulgive

Tarquin,

0'\__.~

habit only serves to create the impression of "an ‘earth goddéss'

4 -

; - \
surrounded by inceénse” (p. 17) o - a_ § . &

4

N * t
[ . o i
a “

Both Aeneas and Jake arn seekera. Aenens for the |ite of "an

s 3

y “Itlliin Kingdmm, the soil of Rome,ﬂll i‘task.which the goda never allow . E? A
htq‘to Eotset 1n spite of hip dalliance in nhe ogglence of CarthAge with 'f i ~2“%
' « - q‘ - SN ‘ ) T Lo




7 ’ do, The object of Jake's seatch 1is more nebuloul. ‘like Aeneas he'
¢ a

subjected t¢ mundane temptations exemplified in Madge's lucracivw
e !
©+ offer and the romlntic search for Annu in the fcbled setting of Pafis.

t 1

However, though he does not yet»realise it, Jdke's search is for his own =

identity. His geographical search for Anna and Hugo finally 1eads him

to an understdhding of himself. . Anna "faded like a sorcerer's apparition

¢ o |+ she reaﬁly existed now as a separate being and not as a part o(

13
s, . >

mysellf" (p., 238). Of his search for Hugo he concludes: , '"His very ™

otherness was-ﬁo be sought -not in himself but in myself or Anna. Yet

herefin he recognised nothing of what he had made. He was a man without

o ' claims and without reftections. Why haa'Iypursued him? He had nothing
to tell me" (p. 238), Hence, the. fact thgt‘Jake'élsearch for his friends

is unsuccessful—he discovers ﬁogo only to finarthat he will 1ose him again-—~

€

becemes &nsign;ficant. In his 3dearch for himself he i3 ultimately

. successful. ) -

r
n

[ ¢ -

Marked classical associations are also discernible in the

4
e
/ 1 N

’ psychological elements from the Polyphgmus legend ingo his creation. Irdis
significant that while the Aeneas motif is entirely absent fro# Hugo's

make-up, Jake'screation owes nothing to the Cyclops. Thus, wﬂi}e the two'

ne characters are linked in their indebtedness to classical sources, the

\ author's methoduof-sélection serves to reveal a fundamental difference in .
& - i o - ‘
their respective tharacters. . ) \
' ¢ =

. i ‘ - “Three soliént featurés about the gcgendat§ Polyphémul were his- .
monltroua sigze, his sight peculiarity and hin addiction to, aolitude. Hugo

resembl:él!blyphemuu in the £1rst connectlonz |Me'Was extremely large,

>
, )
*® e .

‘? ! ¢ ‘ * . . R - [
, .

characterisation of Hugo/Wittgenstein, 1§;s«Murdoch blends physical” and ==
"

",

!




L )
both stout and tall with very wide, shoulders aqg enormous hands. His
.o - .
huge head was usually sunk low between his ahou1¢erq ‘e ﬂg‘had darkﬁ/‘

rather. matted hair.and a big, shapeless mouth @yiﬁh'opened every now and
then, occ;sioﬁnlly emitting 4 semi-articulate sound” p, 56). Iris

Murdoch’makes several other outstanding references to Hugo'i size; ' twice

[y

- ' bl
- he uses the expression ""That's colossal' and is described as "a surfacing

whale' in the fracas on the Roman set. These details provide a

1S

description of an unusual physical specimem, to which Wittgenatein bears ot

1

no resemblance whatever. However if we. think .of him as _an intellectual ,

giant of unusual proportfons;,then the figurative resemblance is quite S
. o

£

clear,

On three_océa;ioﬁs Iris Murdoch a&ludeé to Hugo's“uéusual visual
powers., Jake desériges how "ﬁis brooding gaze tréced aréund the room or
across tge countryside a iine wh§ch seemeq to be suggested by none of the
ordinary objects which 1a§ in his field of vision" (p. 56). When Jake 1s
searc;ing for Anna;lhe notices the statuary at the Medici fountain in the - u;'
Luxemﬁﬁurg Garden; and remarks on the 'one-eyed gaze of huge, rain-marked, .

g
- o
~ 2 v

weather-stained pigeon-SpatterEd dark-gieen Polyphemus'(p. 186)

contempleting the ill-starred lovers, Acis and Galatea.12 The details of

o 2

the statuary, stre?sed in the del'iberate listing of cohpound epithets,
;ugéest a further iﬁcl;nation én fake‘t part -to sense the aminous ihflue&ce
of Hugo geaching out to destroy Pis relat;onohig with Anng, as does &?e
discovery of the ﬁelfounder rocket later in the evening. The referéncg
to thé weather and p}geon'spétteringl £;¢I11! the‘séeﬁe in Hugo's de;e;ted
‘agtttment *which has been 1nvaded by the starlings, When,Jake and Hugo
pnrt company outlide the houpital, Juke describes him as "looking

o . . -
T



” monolith: an unshaped and undivided stone-which men before history had

) pbviously iﬁge and Hugo are very differaent personalities; Jake is a -

v

nightlegsly at the pavementi(p. 235), From d¢scriptions given by

' Norman Malcolm, we know: that Wittgenstein's eyes were deep and fierce

|

in expression.

L

The quality of loneliness is shared Ly Polyphemua, Wittgenstein
and-Hugo. There are clear réferences to the iaolated life of

Wittgenstein in particular and to- Hugo's solitary living quarters.

’

Polyphemus lived a life which was unsociable even by Cyclopean standar@s;
Wittgenstein was reputed to be-unable to tolerate the socliety of his
academic colleagues., When {Eke‘sEggests to Hugo that they meet again

' ,od . .

before the latter's departhreg;é Notgingham, Hugo is obviously unwilling
. T8

to prolong their relationship;xﬁﬁjake descripeS‘the parting:\'"He

wanted to be rid of me. ;'wantéa to be rid 5f him" (p. 236), Later

!

when he thinks about Hugo, Jaﬁelyemarks: ""He towered in my mind like a

. . . - - '

set up for some human purpose which would remain forever obscure! (p. 238). N

creature of cities watetWays and men. Hugo iswpiétured by Jake as 'in

some small desolate wofkshop, holding a watch in his enormous hand"

(p. 238) as 1f he were contemplating the pasaage of time.

Q

The modern philosophical allusio&s in the novel are derived

o

-

mainly from Iris Murdoch's professional lnterest& as a phiIOSOPher in the

wo:ks of Ludwig Wittgenstein. The philosophy and blography of Wittgenstein

cantribute a greut deal to the development of three male chargcters in the

novel. Amengst linguistic philosophers Wittgenstein stqnds out not only

for his contribution to the development of linguiatic philosophy but also

for the mytha genara:ed by dther aspects of his 1life and character.




Murd&ch‘tends to develop allusive material to meet her litéfary require-~
- . - f %

\

¥

-

To use a cliché, Wittgenstein became a legend in his own lifetime.

A

As was noted earlier in discussion of the Jﬁpiter theme, Iris

_ments? Allusions to Wittgenstein's life are discernible in the

characterisation of Jake, Dave Gellman and Hugo Belfounder. This

parcelling.out of material from one genetic source among three people

requires examination since one of them Jake, is the protagonigt. " .An

analysis of allusive evidence,as it appears, may help to elucidate

Y

Irjs Murdoch's purpose.

o @&

Though Jake as narrator opens the novel, he shows no traces ofe

Wittgenstein's influence~quite the reverse. We are not conscious of
° . 3

-

this influence until Jake refers to frustrating ?isbussions with his

friend,Dave Gellman,like wlttgenstein 4 linguistic philosopher, who is

@

sgemingly unable to undeyrstand Jake's line of arg&henc. As Jake
remarks: '"With Dave.we never seemed to get past the word" (p. 22). .

Further links soon qppear,io establish the close 5}ofesaiona1 resemblaﬁce

- e . . J

between Dave and Wittgenatein. , Dave is also of Gqrman Jewish origin;

@ o

his spoken English shows ﬁébh}iaritiea in construction such as: "If I'
wéuld be you" a;d "AIWa?a‘you are thinking" (p. 26). AS a devotee of
lingqistic'philosyphy;‘Dave!s concerﬁ for exactiiude in yerbnliexpression.
is described. by Jake: "]t took me some time to. realile thtat’ when Dave -

said he didn't underatand, what he mearnt was, thtt what I said was

*
\

nonsense' (p. 22). This corresponds to Wittgenstein's stnaement 1n’the
Preface to the Tractatus: ‘'what can be said nq,pll must-be said cleanly

and wh.t we cannot talk about ve muot conaign to nilence."13 The'.

°

silence theme 10 later taken up by both Jake and Hugo. Finally, Dave
ll ) ‘e
“




DU
PR,
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l
’ * ' ot . kii .
L o . - W
and Wittgenatein alike appear to have been popular, 1if earneat, teachers.
t a

Dave, therefore, may be thought of us repreuenting the VOcationql facet
. '
. £ Wittgenlteinu : _ .

A ¢ ’
>

However, it is Jske's rela:ionshipﬁwith Hugo which provi

des _.the
P

lcitmotiv of the book, ‘and it is the character of Hugo which has the i .

~ strongest resemblance to Wittgenstein's a8 can be seen from Norhan™

‘Malcom's Ludwig Wittgenstein: A Memoir. Hugo is also of German °
——af ‘

1)

descent, from a prosperous family. His interests are in film making,
music and mechanical devicds, His specialty Iies in the making of

firework diSpIays requiring ingenuity and’ ptegision. Jake describes

Hugo's delight in "the‘trigger-like relation of the parts, the contrasting

- o™

. appeal of explosion and colour, the blending of pyrotechnical 'styles, the

methods for combining éclat with duratioamsfhe perennial question of the

coda. Hugo”treated the set piece as“if it were a symphony{ he déspiéed
the vuléarity of representational pieces, 'Fireworks are sui generis', he

once said_to me. 'If You must compare them to another art, compare them
. Y '

to iﬁsicﬁ'(p. 54). At the end’of the book, Hugo becomes a whtchmaﬁér, a -
skiiled occupation requiring fine mechanical precision. - i
- . . . 3 ( \

L

Although Wittgenltein’had no interest in pyrotechnics, his first

academic poat was in the Department, of Rngineerfhg at the\Univérsity of

™

> s \‘
Manchester, where he did research in seronautics.and patented some-of his

inventions. He ‘also built a mans{on in Vienna for one of .his siitgrs;

- -

. . X .
the design was his own work down to the smallest:detail and was of a
severe and exact beauty, QOmewhat 1ike his literary style in the

phildlophical works. .He wad also s skilled mmuician and wrote"

technical paper on rhythm it music. He would whistle an entire symphony,

.
-~ 4 ' \




in dramatic fbles =apparent1y having littf%‘ta?ent. o

I , ¢ f 15
psusing only to comment on some technical-point.

. ]
. 4 i

[ s
- , ~
Hugo and Wittgenstein also share an 1ntetest.in tﬁe cinema,. Hugo
is a successful producer, one of hia stars being Anna Quentgn's sister

Sadie with hom heyis hopelessly in 1ove. A1€hough Wittgensteifés w g

intérest “in film did not run to making movies, he 'f.ound the ainema an .

’

agreeable relaxation from his exacting philoquhical work. He(lik

% .
Westerns, but his particular favourites were lighthearted stars such.;s

Carmen Miranda aAd Betty Hutton, both of whom tyﬁified the gloas and " )

glamour of light romantic comedy. Neither actress pOrtraYed characters
b . .
of any depth and the two sistexs in the novel Anna and Sadie, esehble

‘n-

their film counterparts in having a superficial attraction. Sadie is a -

<

clever, brittle person, determined to.get to the top at all costs. We

)

first encounter her in the frivoloud setting of the beauty parlour where

the accent is én physical glamour. But nether Sadie nor Anna are seen

-

L4

- Another of Wittgenstein's interests was in ornithology, he spent;
a
a period of his life in a primitive hut on the Galway codast where he
2}

became something of a legend because of his skill inwtraining birds. ¢

- When Jake vigits Hugo’c apartment he 1s am:zed‘to see crowds of starlinﬁs' |
| o~ - =, é

which have evidentIy nesced on the ledge outside.’ The birds 'were a7 ' ‘

. ‘. . CG,
pretty sight, as they scrambled and fluttered and jolt%ed each.otheé,‘;
. ’ | ~

) : b s ,
spreading their serrated wings, framed 1n each window as if they were
. o .
part of the:decoration,of the room'" {(p. 93)#' .The words "scarlec"s?nd '
P : P

"stlgﬁing" sound similar an&;he biéd motif‘sugéesés a ‘erowd of gold-digging

females anxious to catch the producer's notice.* There is an alluston here :
both to Wﬂcfggnsiein'o film and ornithological interests. Unlike I, ¢4
A o . ;ﬁ§¥f.
~ l'-,l ) . R ‘ ) ¥ A
: . o . g
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‘4

. " Wittgenstein's Calway hut, Hugb's house is only half primitiveg ies o~
D- . . . .

[N

”

N . therefore reflegts swo sides of His nature.. Jake and his friends notice
. ¢

that the bedroom, whefe Hugo feels most at home, is furnished with

Spartan simplicity, whereas the other.room is luxurious,making 'an idle

4

and elegant scéne'(p. 92); there are Renoits 'or} the walls but few books.

a
-

Unlike Wii:tgenstein’s birds, Hugo's starlings are tamej in this scene; v

€

one feels . their significance is mainly metdphorical. . >

~

In a much later episode when Jake visits Hugo's apartment, ‘the

¢ a

place is desert'ed excepg_for the starlings and their droppings.  Atsthis

.
-

point the allusive signifficance recedes: " The room was whir ng and

-

disintegrating fnto a number of black pieceés. . . . Hugo'l flat seemed

-

alread} more like an aviary than the abode of a human being" (pb 239).
<*

o

This change in lemphasis reflects Hugo's complete loss of interg in film-

of the riovel; he gives away all his we?lthoand goes to live modestly in

! ' i
" Nottingham. Wittgenstein also gave away his fortune and. died in very
St < modest circumstances., -,

Hugo resembles Wittgenstein in having a slow, deliberate mode of
. . ! v ‘
speech, in his probing questioning, and in his interest in the problems of

-‘ l;mguage. (As a linguist%ic philosOpherf wattgenatgin was interesteci in the

: ‘g '
s ability of language to make sense of experience. 1In both peréods of his

e philosophy, his aim was té unders&nd the st;uctbre _andv limits of thought

-2

"and his method was |to scud’y the 'structure and limits of language . . .-

» Ry

Like Kant he .:’b@i,ievkd that! philosophers often unwittingly stray beyond the
s | - o ; -
M - \ : .

:.,_ " 1limits into s kind of specious nonsense, that seems to express genuine

. T thoughts but in fact does’fjiot.do so. He wanted to discover the exact
’ Yo .

-

Q o

o o
. ‘ “d
) ' A ' . . °

.
.l‘ I * \

making; his f/dlfrmer home is diwested of his personality., @the cénclusion °

May

(5.4
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'l 4 . - . -
v, location of the line dividing sense from rtonsense, so that people might
’ .
- . . y N - ’ ¢
‘ realige wt_xe.n'they had reached it and’stop. More positively, 'His -

A\"

" ‘ ‘pqrpoee was, not merely ;o{formuldte ihstructions which would save people

-
‘ '
'
. ] .

.- : ¢ ‘ %
ding the structure’of what can be said, He believed that the Ay

»

. only way to achieve 'this understanding is to plot the limits, because

’ . the li/iés,and the struﬁture haveeé common otigin, _Tne nature of language

' \ dictates both what you can and what you cdnnot ¢o with it. nl3 Ty

intention led Wittgenstein to adOpt d style of discussion which was ;

£ ‘essentq'lly interlocutory and rhetoxicalz "Why can't & dog simulate' ' /'

. ! ° .
pain? Is he too honest?"16 » \ ! -
. » 1. ” R o -
[ ! . ! o . * Y} ' 0

. R ) /
it . . * Hugo and Wittgenstein have in common this style of philosophising. .

1Y h o “
R ) ,Hugo who met Jake in the Cold Cure Centre, submits him to close questioning.
v 0 . N - '
. . . For example, whent Hugo discovers he translates novels from the French, he
- ) © s » - ! *

¢ asks: "Wha't do yeﬁ mean when_you say that you thinkt;pe neaning—in French? .

o

e

Co How ‘do you. know-you're thinking in French’ If you see a picture in\xgur

: : mind'how &bfyou know it's a French picture* 'Or is it that you.say the”:~
B . , French WOrd to yoursele What do you see when you see that the

. r .
Co -

A translation_is exactly right? Are you imagining what someone else would :
) y mh““’\ v 'C ¢
. g think seeing it “for the first time? Or is { of feellng7 .What . - -
a s kind of feeling? Can‘t you describe it more closely’" (p. 58). _Hugo's ;

.o
. P t

s

) &

.

resemblance’to Witt§Enstein initially appa{ent in his obsessive 1nterest
0 < in mechanical precision,. bbviously extends to his employment of a stringent .

.process of enquiry‘and a meticulous cdncerq fOr exactitude.in~llpguistic \
; . ' s \

Lo . expression. i ’ o . | . . :
e r . i /\ Y. ) _/

.

At




" these enqﬁi?ies which bear a étroné resemblance in lpproach>to o

- Wfttgenstéih's.« During one of their conversations, Jake .and Hugo

. . ' . S
_said.without! falsehood" (p.~43)i-~. Jake-has the feeling that Anna's words

: . , 18 .
;h%@értheless, it falkls upon Jake.to articulate conclusions to

! Al
are

\
% . [

led to diécuss what it theans,to: describe a EEZL;ng or' 4 -state of mind:

"There's something fishy about describing pé0p1e's feelings,"
said Hugo. . . . It means that things are falsified from
the start. If I say afterwards that 1 felt such and such, .
say that I felt .fdpprehensive'~~well, this just isn't/true. . . .
I didn't feel this, . . . I didn't fegl tnything of that.

. kind at.the time at.all. ' This is just something:I say .
afterwards. . . . The' language just won't let you present d
it as it really was. . . . All one could say at the time
would be perhaps something about one's heart beating. Bt~
1f ‘one said one was apprehensive this could only be to try,
to make an impression--it would be for effect, it would &dmn
a lie" (pp. 59-60).

- \

v

Jake replies: '"But at this rate almost eéerything.one*s&éé, except ihingi

- like. 'Pass_the marmalade' or 'There's a cat on the roof’, turns out to.,

be a -sort of lie." Hugo is puzzled and agrees. 'If'fp Jake‘who'conbluﬁéq:

"In that cése,'one oughtn't to talk" €p, 60), ' This conclusion aBout the

2 €
.

- ﬁltimnte redundancy of~lqngu;ge was Wittgensteinfs: "What weufgﬁnot speak

nl7

about we must pass over in silence. Eventually it is Jake who <

1 i
" publishes a devplopment of his conversations w;th Hugo in a ‘book, The

Silencer, a dialogue between AnnandineL(Hugof and Tamaris (hipéglf).

' /A :‘ o ' oeﬂ'

. The S§ilence motif recurs in the scene where Jake meets Anna in the

LS

Mime Iheatré‘which has been financed By Hugo, who also figures as one of

" the musked_chqfacters in the mime. The theatre is éompletely silent and

“the plgyerslberform noisglésély, Anna tells Jake that she has gizen up .

Qiﬁgﬁ@ because it is "corrupt! and adds: "only very- “;’_"“!Ph‘j things can be °

<

- ' . ) @
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g are not her own, but that she is '"in the grip of a theory" (p. 4§$~ » 1 g
’ X . Wittgenstein also hl.d a theory that lenguage was distorted. by si-'nging, and

the idea of the Mime Theatre 1s.exp11ceb1'e in the light,of Hugo's remark
-’t:q Jake in }:he C‘Jold Cure Ce:u:re:: "l suppose actions do not lie' (p. 60).
. .When Jake discovers a copy of The Silencer bearing (Anna's nl;ne, he do-es
/ " - not assume that she has derived her ideas from that source, but f-rom
personal contact with Hugo. He feels: that both the book end Anna's ideas s
are debaséd travesties of Hugo's thoughts. Jake is finally beginning té . .

. feel a dense of responsibility for his actions; also, his maturing

judgement is making him more self-critical. = He remarks of The Silencer

after re-reading -it: * "There remgined the fact that Anngndine was but a

" broken-down caricature of Hugo. Hugo would nevez" heve“ used words such ag

“1theory' of :'generality'."” T had not achieved more than the mos t shadowy PR

expression of Hugo's point of view" (p. 81).

The notion of debasement and deception has been palpably 'eviident:

in Jake‘s attitude to The Sileficer published without the knowledge of Hugo.

-

-

He describes his feelings: Min’ fect,/I knew in my heart thet the creation

of this record xas a sort: of betrayal of everything lwhi,eh I imagined myseIf

to have learnt from Hugo. o o o Indeed the thing began to l'rave for me -

the fescination of & secret sin" (r;: 62) .~ Jakeuxs so const_xmed with remorse?*

. that he r;ls unablje to face Hugo on ‘the day o‘f publication and terminates t:he s
relationship which hed begun with:the philqsophical disc‘ussions in the k .
Cold Cure Centre. In fact, Hugo did not rec:gnis::la.giarism in

3

The Silencer but: Wittgénatein was alwaya enreged by misrepresengatiOn of

L . L" f
his views in literary journels 18 - . ¢
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. { ) w1ttgen.stein's philosc’phy also supplies the theme from which™

the title of the novel is drn\m. "Miss Murdoch has said that the image

1

-

w1ttge|€ltein's Tractat'us L‘grico-Philosog icus, 6,341 ‘. ﬁere

~

,‘*»Wittgenstein uses the net 88 a picture 8f the. way in: which concepts,

. ideas, connections of thought: can be used to 'bring - the description of

RN . .

the universe to & unified form.;”'l9 . A. S. Byatt comments : "He // '
_ . 'EWittgensteia ‘writes: ‘'Let us imggine a white surface wtt‘h /(regt.!lar

{r -~

black spots. We can’now say: Whatever kind of picture.these make, I

3 C A can always get as near -as I like to its description, 1f I cover the

surface with a sufficiently fine s%re network anci néw"‘say of every.

¢ 1 e

v squa{'q_ that it is white or black. In this way,' 1.shall Hsve brougimt

the description of the surface to 4 unified"form. 1020 .

N

¢ {

A superficial reading of the novel might ‘Suggest that the net

- is E‘ong’eived as a trap, & prison from which the characters seek to

T escape. A number of critics have emphasised this interpretation of the"
) 2K

metaphor assuming that the allusion is to Vulcan's .net. A. S. Byatt

/
[

.seen as precisely the net which is always coming down to catch us but

£

which.‘ims large and coarse meshes that we_ c'an'ea'sily escape th;:éugﬁ, if

only later to be- caught.#n other, finer meshes."?-1 However, an

il -
alternative reading oé one passage in T‘ne Silencer: would suggest the

: .reverse of escaper "All theorizing is flight. We must be ruled by

=) - L e

3 &

something to which we can never get close enough, \however haxrd- we may

,/rt,‘ . ey as it were to crawl }.mder the net" (p. 80). Here, creeping, ur;dex: :

the situa;ion itse1£ n‘nd this Ls unuttenbly particular. .Indeed it 13 '

20

' of the net of whick a'h“e"' was thinking when she wrote the book was ‘that of

. ' 'has noted this integpretation of the novel's -significance: ."Society.is .

Laney

~

23 N
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 the net is not a séarch for freedom; it ia an attempt to approach more

closely an object which is i;ueif caugnt up .in tnz net, Tnia is a . <

'caught Up in t“f process of theorizing ehgyt experience, making sense of - e

fEmember their

qursued~mechanica11y and precisely,‘pxh attenEion to the sorp of concrete

. Jake delcribes his friend- "But it was as if his ver;‘mode of being

‘revealed to- me how hepelessly mw ovn viaion of the world was blurred by s ' -°§ﬁ3

1

all much the same, goe; -for a walk with & bottniat. Only thia simile

xgenertlity. 1 felt like a man who, ﬁlving veguely thoughf/k\ht flowers are,

. . _—
reference Eo Wittgenstein's concept of the net as a network of explanatory

[

laws:. 'Laws like .the laws of causation, etc,, treat of. the netwark and N

22 On thisg view of the net as a Co

not of whagfche network describes"

network of concepts or ideas, ""to crawl under the, net! suggests beiag

-~ n

experience by pushing language to it limits. , ) ' . !
' - . } . .9\"' :. ) ‘r’

~

- ) ' : 5 N -
Interestingly, Miss Murdoch's approach to this exploration of the

limits of languagé.eppeans to be, the reverse of that airiVed at by Jake™’
“ - " 4 . 3 - ]

gnd Hugo in their converaafionsfreported in The Silencer. For them the
limits 6F langudage dre reached in mundane breakfast table conversation
about the ta,arm_;lade.~ But- writing of another 1inguistic philosopher,

[

GiIBert Ryle, she comments : "The 'world' of The Concept of Mind is the : o

world in which peo e play cricket, cook cakes make simple decisions,
1dhood and go to the circus; not the world in which

they commit ins, fall in love, say prayers or join the Communist Party 123,

:;Misa Murdoch‘s world and Jake's world is clearly the latter, Hpgo's the

former. go s world is Rxle'Sand_Wittgen%fein's world. - . Despite the

Ernnge of interests it ‘the liveS'of Hugo and Wittgenstein, these are™

-~

detail which characterises our thinking about cricket, cookery and visits

to the circus. “This fs the essential difference between Hugo and.Jake.

P
@ 4

. ? - N

"

‘ L
- " i
r' o L : t
e " . (e €
oo, . ) .

20




doesn’t £it Hugo ei‘ther, for [} bot:cniat not only’ noticea detnils bas - - . e

cluaifiea.. ~ Hugo only noticed details, ° He never clessiﬁied"c(p. 31). T
l .' » ;‘ . 'le: ‘AI
Jeke concl.udes- "Hugo suggested that I sh:gld come end uve with him, T

<

‘but some instinct of 1ndependence Eorb:de this, 1 felt that Hugo's: ;

>

" .personality 'could very easily swallow mine up completely, #and much as I
ag?:'mi.r,"e‘ci him, I E;i.d‘n't want this to‘hnppeln" (ps 61). ' S

+

Eventually, Hugo rejects his pyrotechnical and dramatic interests

2

for the life of & watchmaker. His interest in fireworks has been purely . L

!
{

Mengine\er‘. <A firework was uan honest thing. .. No one talks -

cant about fireworks. .7+ + _ They were even exported to America. Ther! -

_the newspapers begen to talk, and to refar to them as works of art, and to - "

classify ‘them into-st&ltas" (pp. 54-5). The vulgarising of his skﬂ:l in

this vay disgusts him; . he’ i-e'fey:s -to both the manuf_acture of firewo,rks '

and film-making as a "racket® (p. 223)., Hugo had'a need to "travel ' .

>
v

ligﬁt" (p. 223); obviously the human complications brought on by wealth ) 2o

and success were an obstacle to understanding things.

. a N
4 €

- Iris Murdoch's purposeful eclecticism in references from '’ L -
[ oo ! . p

-

philosophicai éoutces other than Wittgena,tei\rfx”throws( ft_lrhtheei' 1ight on

Jake's character. Marxist theories, perhaps from her pwn pe’reonal

experienees‘of politics, are noticeable in Lefty's attempts. to org;nize

and exploit Jeke!s literery talentﬁ as a party‘ worker for,NISP. ’rhe fact N

that Jake does not, follow the suggesuion to write propagandist pleys for |

the.West End is’ a mark of h!s individualism,and ue unwillingness as, man

1 - bl s

nnd writer to commit himaelf pxclueively to one pert;lcular dogme. . As he s e

3 \ L

tel‘ls Lefty, "Ideaa oqcur to nd;viduels. 'rhet's altvays the trouble o

with the humen mee'l(o 100) ,Dave Gellmtn expressee tbese ideas é(f ST

b "*“'x ot
.
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service to the ccmnunir.y from another kﬁeet m hh edvice Wke to. A T

'get 'y job and. become a ussaful member of aociety.. "Sociaty ahould tuke ‘ i‘k‘%{‘,
you ‘byA'the neck und' sheke ‘you -4nd make .you do [ semible ajob. \ ’I?hen, in.. . . o

your evenings you would hlVe the pouibility to writ:e P gteat book" (p. 28) ;

Jake evem:uauy dom get a job in & ho’ap’ttll and’ fiull!,y dectdee to writ;e S

down his own 1dees 1netead of trtnslations of other euthdrs. Jalke is not - ' . .
‘ . ,q ( -y , \:«
an unquestioning follower bf any one polttical doctxine \oxf creed; 1t so ot

B
~ »

happens that the Merxist e:nphasis on work orgmilation is “Just whit he

M

needs to give him' oﬁentltion. It does not appéar thlt Iris Murdoch

N -

intended to treat the political :pprotdh too aerioualy, . Jake receives a’ o

~ letter from Lefty at Mrs. Tinckham's expz‘essing L wish'to renew their .

§

association in which °he is reported,as .saying: m"after sll, life wasn't
- . 'y . - s

entirely s yattef of politics, was 17t (p:r 246). Jake concludes: M |

got a good fmpression from this. letter; and though ‘Iq doubted wh"ether
e =+

Lefty rc-:alI))k entertained the f,inal stltement, I felt that here I hdd to - -

-do with a man" (p. 246). Jake obviously Appreciates Lefty as a socieble

human being; his opinion of Lefty contrasts sharply wit_h his remarks .

2

about Hugo's mona]:i;hié quality and his co‘nelusiercis that the latter had

- ~
”~ v
~ . ;

nothing to tell men (p: 238)., , C ‘ o IR
- . . _ ' s ’ TP . .

P 2

- | - " 3 . o e .
Under -the Net,” was -published in 1954 one year after the completion

of her critical nwork Sart:;?ez Rmntic Rationaliat. While Ii:"i-t' Murdpcix'a

. ‘e
»

'pri,mry interest in Sartr’e was as a philonpher, Jake, ‘a8, he appears at the

begi.nning of the—novel, resembles Self-involved characters in Sartre's Y -

° * - '

novela, perbi,culerly Antoine Roquenl:in, t:he hero of La Nanaee. eke mekes ST

- thu self-revela‘atory ltetement ‘abgut. his’ fri,end Etnn, with whom he hu ‘. ', - R

Id.:zeﬂ on clobe temq and nho "has often sherecvhie vici,nttudes' ”I count

oo .F.’ ...,_ S N s

nnn &8’ an inhabitmt of my univegxe, and ctrmot; Ebnceive i:htt he hn oner S e

<

., ‘,‘ps

.i a, RN ”“gﬁ‘ = g
v‘" ‘“\y"l * \4{‘, *("‘ e 1o 08 RS
Tty T :lef’b"“f'f‘ﬁ*“ 8 2,
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- ;"’w . containing me'! (p. 9)i Likeé ﬁoouehtih;4J¢ko hae‘a'horfbr‘of"', .- A L
contingency which is noticeable in the lpprOIChOIvtO Dave's’ houae\and : .:j,

o “- 1n the vicinity oj Hugo'a film-studib.“. Of the atudio he aays-, The

- Bounty Belfoundor Studio. is ‘situated in a' Suburb of Southern London .

. . . a 1

. o .where contingencylreachea,che'point of .nausea’ (p. 13?)1 Roquentin o

;; , ) {&i contemplates a pobble on tpe'sea;uhore-and a curious sickly horror or' .. . -
: | | - nausea overcomoouhim.za éimilar ex}eriences follow and he is beset by R
] ' - - a fear of objects; both Jake and’ Roquentin h;ve this detestltion of ’ -
o . s "swoooing abundaooe".?s . o ‘ :
. e - 0. ) . ) ) ‘:
— ' Roquentin 13 employed on & plece of biographical work which
N .

. . does not really necessitate originllity. One day after he hts abandoneqﬂ
. this in diagust, he 1istens to a rendering of a popular song, Some of

! These Days, in a café. . The beauty in the sequence of the notes makes

v .

him feel that both the singer and the composer are cleansed of the sin

, ' of deéenerate existeﬁce because ﬁhey have created something worth-while, .

‘.

o In his turn, Roquentin feels the need to_create. something~—a novel, the ’

-

1 _hard work involved land the beauty of his creation, will ennble him to

"1 recall hia,past supgrfluity without disgug&. o . o . S

o ‘ [y
e “

- - N ~ -

Lo . . Jake also,finolly_decides to abandon translations and take up’ : : R

e TV -

thy ot <
{ Cugs gl g f

,,w J‘Jk 5y

:"-\ <7
~ P

‘creativé writing. In the closing-pages of the novel while at Mrs, * o
B . Tinckhdm’s, he hears Annx'a beautigal véabtfovdr the radio singing an ' . < .’
e . old Frehch %fve song, Though he 1a enchonted by "the splendour\dg the ) J
cL . hulky gold", (p. 251) in har voice, he tells Mrs Tinckhlm to switch o££ SN
‘;‘ |~~ ﬁ' " - ~ - :\’ ::
s . infotmtng her thac he . 1¢'going to get s job;, nge Sartre's haro, Jake , R
T e . e . L . LN ;—»\,‘;‘%1
hua dectded to ch‘ngé hio life snyle. C. Tl - o ‘ CnLTN
h ! N Yoo M . - R ° , 3 o ) “ P
l? .‘ N “\ N 'A"—‘ ’:\L A f{ ) :."‘ - > . \ : ! Jkr\’.l"::;
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. , ., ' elready steted, the novel 1.: dadicated to Reymond Queneng .

rod ’ the author of Pterrot Mdﬂ Ami which nlso hns an immuture and 1rreapon31b1e

ot . 4
hero. Jnke's associaﬁion with the aaimnl Mars, hia abaurd predicnmence

on Sadie's fire escape and with Hugo at the.ho:pitll are all reminiscent.

1n spirit of, Queneau's storyv7 These along with the humoroua tre tment

N

’ by Irxris Murdoch of the more serious clgasicel sources in the removel van

N [ * © .

ﬁ' ) ) 2 lqene and the fiéht on the Roman ‘gset, " for instance, emphasise the fact

. ) _ that she intended her  work to be entertaining as well as instrqctiie. ‘

A
- ' ' v [
s .
1

References have been made ;hroughout this,chtpter ;o the

r -

] ¢ ]

. manipuiation of allusiaons on the author's part. . 1f omne suﬁhpses each- *

allusion to signify one personality facet, then it becomes apparent thet

&

4‘;} ‘some characters are more generously endowed than others. Sammy, for ‘:c

N

P

instence,'hns the shallow external qualities of. Jupiter, none of the
divine attributes. Dave shows us Wittgenstein's linguistic analysis ) '
and a hint of Marxist sympitkies.’ This QOmbination mnkes him a stable

person who alwiys gives Jake honest, sensible and ultimaéely beneficial

advice despite his utilitarisa approdch and his cold dissection of Jake's
‘problems. - Hugo is overburdened with Wittgenstein's eccemric .

biégraphical m&terial his compliceted'thought ﬁ%ocess,and his preference

for social 1sclntion, the last of which is re-emphasised by the

N

. Polyphemus allusion. The Polyphemis allusion,which also highlights the T,

\pﬁysical ebnurdities of Hugo, gives him an air of buffoonery. at other

times, as for 1netance, when Jake refers to Hugo's 'lightless' glance as
A \ 3 .
\_the two ledve.the hospital ve are agein made aware of Huga's social “ “ ~
ltmitationc. ) Not lUrptilingly he is deacribed by the- fhshionnble #ud

shallow Staie ee "the most frightfuléman" (p. 52).



‘ 26
v - The Aaneaa 1nf1uencea in Jake are ba::;;lly aaaential in a
questing adventurer like himaelf, he is a compulaiva aearcher. For

example, when he once feels the“&rge to find someone or aomething,he 1s

in a feverish’ atate of impatience until his task is accomplished. When

he”eventually discovers Anna'a whereabouta.at the Mime Theatre, ﬁe describes

™

how with pounding heart he "ran all the way to Leiceater Square abdtidnu
(p. 33), an indication that Jake is rather highly atn;ng and apprehensive,
Though .he . is "thOroughly obseaaed by the idea of going to Parisgh (p*‘TBS)

in his final aeateh for Anna, he takes the night ferry not merely to

© save mariey but because he is nervous of air travel (p. 166). This

fact does not separate Jake from Aeneas who was alae'mg&e constantly

4
>

aware of pﬁyaical dangers during the course of his wanderings. ~ Jake

~ 1like Aeneas accepts -the sea; he ig more at ease with water as his

awimming prowess and his excursiond near the Thames and the Seine _

demonstrate.

oo

ﬂJaEe and Aeneas are always expecting things to happen and both

26

are "moved on by destiny'. Neither hero reaches his onective until -

o

he has pdssed through a series of purgatorial ady\v,ures and apparent

. digressions from the main purpose. Whereas the trials of Aeneas are

more phyaical in nature, Jake's emotional embfoilments*with h;s friends

L3

and acquaintances serve as correctives to deepen his self knowledge until

he finally senses his frue purpose in life.

v

5 2

The Wittgenstefy connection is clearly seen in the wdy Iris

Murdochfchoosea Jske, not Hugo, to record ;he ideas in The Silencer.
\

. The fact that Jake does this in an 1maginative way;- fi1ls him with ﬁuilt

¥ > ®

at tha time and alao recalla Wittgenstein'a anger at the miarepreaentation

P -
* ar ~ >

-



of his views in literary jéurnall. The hospital orderly post is

Jake's first honesat dttempt to find stsble dmployment:-lft.is raminiccent\,/"\s
éf Wittgenstein's pei‘tod of ser.vice a,,s # hospital worker. Because of ) ’
this action Jakelguina a plearer insight and a sense of ded%gaiion which
1eads}to hin‘ufiim;te salvatipn; He states: !""At some tim%gfh-éhe .

future, T decided, I would arrange the waork, whether here ég elsewhere,

. only half-time. Then in the other half of the day I mighg do some

writing. It occurred to me that to spend hélf.the_day d g' nual
work might #fe very calming to the nerves oﬁ.oné who Was spendifg they

other half doing iﬁtelléctdgl work” (p. 209).
' o 4 ! .y ] _ .
Comic influences mainly from Queneau which characterise Jake's ~—"

 boyish conducﬁ before - he finally matures, are apparent in his disglay

. [
of-excessive care and attention tg-detail in ludtcrous acts such as the
painstaking arrangeménts for the theft of Mars? cage'fromvSammy';{
apartment and the absurdities at the Post Offfce. Mock-herzic episodes

like the van scene and the Roman set disturbance\ not oﬁly Jake in

~ . 4 L4

riotous contrast to his classical counterparts but serve to "convey the . . .
sameness between }ntiquity and today."Z? "Iris Murdoch's mythologigyh&

ia directed to'thq universal and the basically_human. The huhan limits -
L4 - A R - )

and situations goverﬁing'man's;atteppta,to discover freedom, she believes,

remain the same through all ages."28 o -~ .

Thus Under the Net functions at two levels, gs. an 54venture

story and as & philosoppical novel. The legendarﬁ, mythicul,Nhﬁd .
other allusions are clearly necesiary to Miga Murdoch's purpose at the

philosophical ‘level, The allusive material working through the

& - * °
°

cha:pcter;,»thought process leads to a peculiar sequence of events.

- . ,
~ \
. . B
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. . v, | Hence, allusions, characters and narrative are interrelsted; each . .

reinforces the others which results in a fuller and richer snppreciation

L

of the novel, . : :

¢
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» Novels of Iris Murdoch',

‘ : Footnotes to Chapter 1 Under the Net
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Iris Murdoch, Under the Net (Harmpndswo
1960), .p. 43, Hereafter cited as Under the Net.
from-Under the Net are taken from this edition a
in the text.
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2
Char
Modern Fiction Studies:
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n

%ﬁh Penguin Books,
All quotations
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\ ) .

ackerisgtion in the
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Lafayette, Indiana: The Purdue University Depar
15, No. 3. (Autumn 1969), pp. 344-5.

tm%nt of English,
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E. Cobham Brewer, A Dictionary of Phrage agngable (London
Cassell and Co. 1952), p. 621, Hereafter 'cited as MBrewer",

~

4
.Brewer, p. 621.

5 . -
Robert Graves, The Greek Myths (Harmondsworth:
1 151. ]

Penguin Books,
1955, |
Ay

. -

6 ~ o .
C. D, Lewls trans., The Aeneid of Virgil (New York:
and Company Inc., 1953) I 260. .
; ¢ ‘ 4
’ 7 ] , —_— ‘ .
Ibid., IV 41843,

Doubleday
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8

Ibid., I1 77-8,
9

Tbid., II 52,

10 )
Brewer p. 997

> <

11 .
« Aeneid IV 276

]
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Brewer, p. 10
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\
13 .
Ludwig Wittgenstein, TrActgtus Logico=-Philogophicus (London:
Routledge and Kégan Paul Ltd., 1922),. Hereafter cited 'as Tractatus.
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. 14 o .
. . Norman Malcolm, Ludwig Witt;genat’ein A Memoir with a
. Biographical Sketch by Georg Henrik von Wright (Lgndon: Oxford

University Press, 1958)# All biographical detaila relative to
Wittgenstein in the thesis are taken from this work, hereafter
cited as Ludwig Wittgenstein.

»

K1) . .

. . - 15 ' s “ , k|
o f@; David Pears, Wittgenstein (LomdgK: Fontana/Gollins, 1971),
' ot a P 12. - o )
16 . g . i " . '
¢ : ) Ludwig Wittgensteln -p. 29,-
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| v o -

Ludwig_»itggenstefn,pp. 58-9, '
19 \ 5. e
%, s. Byat&§ Degrees of Freedpm (Lpndon: Chatto and Windus,
1965) pe 15. Hereafter cited as Degrees-of vFreedoxTx‘.‘
‘ a R 20 R . , . ”n \ ;;r
.. o ' 1bid., p. 16.

. 21
, Ibid., p. l4.

22 ’

Ibid., p. 1l6.

) oo 23 al o .
! Ibid., p.-28. -

; -
b 24
Jean-Paul Sartre, La Nausee (Paris: Librairie Gallimard, 1938),
-pe 12. ) .
. .

25 ¢ . .

g Iris Murdoch, Sartre: Romantic Rationalist (New Haven and
London? Yale University Press, 1953) p. 3. .

o
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S s .o 27 . - ¢ < e
g - Peter Wolfe, The Disciplined Heart: -Iris Murdoch and her
144 Novels (Columbia,Missouri: University of Missouri Press, 1966), p. 58,

Hereafter cited as The Disciplined Heart.
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™ ’ \gﬁe‘Flikht from the Enchanter Lo
it ' S .The,qharagéerskiq Ihe\¥light from ‘the Enchanter, Iris Murdoch!'s R

. second novek;‘are,from widely'laried walks of life which results in a

Vo

richier and broader social panorama than in amy of her other novels.

i

B ' This impression 1is further enﬁanced by Iris Murdoch's withdrawal from . *'

-

» . s B
the first person narrative used in Under the Net where'details and~; .

o
J :

events tend to he more ecoloured by the narrator's vision of them,
o - ' 1 ‘ '

-

The main theme is,the search for human ffeedomkﬁoth social and

.0

personal; unlike Jake in Under the Net; whose quest cori8ists in over=-
. - .

LY

J - : , .
, - coming obstacles that\are largely within himself, the different M |

o i
B

characters here encounter many external difficulties-——some insurmountable-=
. v . )

o v

‘in their search for freedom. The quest for social freedom forms the .

5ackgrdund fof_eventgjconnected with the lives of terrified refugees ~
. - N \ R : N N pn
T ¢ho in diverse ways have escaped from Hitler's Europe to find asylum
¢ in England., An organization known as §§LIB:enab1es ‘them to acquire

s

work permits to eke out a living; what it cannot prov@dé is emoti®nal

security and peace of mind. Personal fréedom is alSo I'inked with

.

socidl freedom in the sense that while the body mb& be free, the mind

3 \“ .
is not necessarily so. During the course of the novel these two ©
freedom themes are often iptefwoveh'but in'ﬁ%ery case there'is o )

engendered a feeling of stress in order tb.escape from the presence of. .
some restrictive force} the fiovells title févealé~tpis force to be ’
- . . .o ,
- enchantment, personified in the figure of Mischa Fox. . .

PO

. - ¢ . -

A? in such later novels~és The Unicorn and A Severed Head, there -

is a circle of chéractérs revolving round the central figure of power;’ : <.
though Mischa Fox, who is the last character to make his .appearance, is
R . - B 4

v
A}

\ B - - e “
t © T o .
[ . . ' . .
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far more remote gaf less frequently in evidence than iS‘Hannah Crean-
Smith or. Honor Klein., Iris, Murdoch's second novel provides an | ‘

interesting ‘contrast in that other characters indulge in highly critical

ﬁqgcussions concerning esch other and particularly th ‘main character ‘.

. Yy o :
himself.'1 " This serves a dual purpose; while it affords a many-faceted

‘'view .of the per&on discussed,'it also proves self-révelatory.° As in .1

_ the case of i dﬁﬁﬁyéin, references by otYEr charatters are of such a
nature as to suggest an unusual personality, ﬁischa,’though infinitely
N ‘. -

more subtle, 2esembles his predecessor Sammy Starfield in Under the Net, ~

in that he 1s'a fusiness dsn and also a press lord who uses unscrupulous .

)

i...,__.___a_-., e

methods to gsin”hisqénds. His whereabouts are usually unknown while

his unexpected visitations invariably portend embatrassment for his

hosts. " When he arrives An England determined to acquire the ownership

H
¢

of an obscure but independent periodieal, the Artemis Rosa Keepe,

°

sister of he editor, -finds ominous this project by_the man she has = o

- formerly refused f:"’;fy.. , .o s

- -
4

Mischa's aura of power -is’ emphasised when John Rainborough is

L
discussing his arrivad before he is aware of Rosa's knowledge of it-

"She might miss it in the papers, and after all, the heavens don't

<.

° turn ted when MiScha Fox lands, comets don't burn in the sky, whatever
some people may think" (Pw 30).., 'Rosa's remark to Rainborough and T

Peter Saward sums up Mischa's attitude towards:peop er\ "THe Artemis

is:a=1itt1e independent thing. ok . ﬁ&’erhap’s éhs sight of .a little

v

independent thing annoys Mischa. It's like the instinct to catch'fish

or butterflies. To feel the thing struggling in your g;ssp" (p. 53),° “ o

- ) e !
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f
ot \

\sense of Mischa's power is" enhanced by’ Iris “,' »
. \ - .
Murdoch's choice’ of allneion. He»appears to beﬂdhiefly_associa;ed

-

" The pervasive

with the Egyptian god Ra€ the sun god "whose're§s dominate\Egypt 80 -
etrongly n2 o n \\ ' - ‘
. ., . \\\ [ 1
The earliest efforts to personify it[the mnﬂ identified ~
it with an old hawk-god and thus sought to describe it
. as a hawk which flew daily across the sky. Therefore:g,
the two most popular forms of the solar deity Re , . . ¢
, have the form of a hawk or of a hawk-headed meu‘(later 5
sometimes also of a lion'with a hawk's head) . .
Less popular is the description\of the sun as Khepri .
or "the Scarab~Like," i,e. as a scarab rolling his eg

on his head or inatead of a»head.3 " L

\
‘e

,y . ' 0 \(

- The. hawk and the scarab motifé respectively suggest watchfulness

) B o £l

and tenacity in the sun’s power ful progress. Miécha's face ie.aleo‘\
described -as "hawk- liRe" (p. 209). The\hewk is noted éor'itslygiiful
N 3

manoeuvering,its hooked brll and keen eyesight; a Sparrow hawk 1in

search .of its prey can bring to bear eyes eight times as acute as‘a

manﬁs.% The scarabae(s sacer of’ Ancient Egypt is a determined .

-

\

scavenger; it shapes pieces of rubbish and animal excrement into a ball
ot « T, J o \
which it rolls along the ground. -ﬁzspite the attempts of other

scavengets to- hijack the\ball the scarab holde onggrimly to irs property

until it can bury it safeiy:‘ Mischa's power elso owes much,to the

fact that he is all-seeinq and the novel reveals\his pincer -like contror
of his victims. -Scarab ghd" 1ion ‘allusions are ntticeable in he
description of Mischa!s Iteiian villa, nhere there are references to a

.

( 7

lion fountein fiowing into ‘a sarcophagus and to poor, dtied-up beetles
tdtling with their Loads. ‘The dusl head motifs of’the Egyptfin deity :
are paralleled in.uischa's ye colouring,\ one blue Aye and one brown, '\

suggesting two strongly conqrasting,faces. RS
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Mischa's trick of revealing only one eye at a time recalls

«

f
L .
! - « ’ Al ' !

. another representation of the sun-,g‘o'd when he 1s .yarallel with ‘the

moons’ "'I’he £act that this célestial. de:lty shows only one eye at a
! °u..

b time is explained 'by the various myths which PR ”. ‘recount how the

sun-god lost an eye . . . ina combat with, Seth."q ' When Annette:

’

first meets Mischa At Nina'a, this eye peculiarity is’ very \:e:narkable.
S . .

' - 0

‘fEach one was its own ‘clear unflecked coleur. There was thus/é brown
profile and a blue profile, giving the impression of-two faces

t

superimposed" (i). 79). Annette fi.nds this peculiarity fascinating

]

®

"At any rate, it would make one memorable" (p.ﬂ 80). It is also perhaps

_indicative of an ambiguity in Mischa's attitude and "behaviour towards
" those he encounters; one s!de of him is always concealed. This 4ulity’

. '° . ‘
in Mischa's case is frightening. _ During one of his visits. to Peter

e -

Saward's/ Mischa explains about his childhoog -1 used s

CYy o9

to kill animals,.) : .~ 1I was S0 sorry for them. . .-

"gthnd it" (p. -208) . He describes t?xis £ee11ng as "an intolerable

N .

compassion, a sor}}o"f nausea" (p. 208). _Peter reflects on this strange

region of ensibility « o how strangely close-to each other in this

v

-

man lay the springs of cruelty and ofé pity" (p. 208). °

el - . . \ .
Both the reader _and Peter Sa rd are struck by Mischa's strange
[

affinity with ‘the hierogl n the script which Peter is working to

»

decipher: . .

- ! . s !

e




' . , 'It seemed Just! t:hen to Saward that Mischa. was ‘about PO L
. R ‘ to read out to him the.things that were written upen. -, - R
e ) " the sheet. e could hardl.y bring limself to believe ... . - '.',3;

* ' . that Mis¢ha could not. understand ity 'Aghe 'looked . - L el
" ' down at the writing, with his brownweye visible, and, R DR L

B

- . his sallow hawk-like face, he seemed suddenly to AT ,
. . Saward to be the very spirit of the Orient, that @ , R

o ‘ S Orient which lay be,yqnd .the Greeks, barbarous and’ . Cor
' : ‘ feral, Egypt, Assyria, Babylon (p.: 209)“ Sy o IR

' “ . o i
' .
. i
‘ '

Mischa is a mysterious figure, his origins and .age 'are unknown. . T
o " /Even close associates like Rainborough who consid rs it a mark of l S

: * prestige to be known as his friend exclaima: -\ : :
. " No one knows Mischa's age. One can hardly even make a ; .

) , . -, guess. It's uncanny. . ... I'm'sure even Calvin Blick . X '
a - doesn't know,: No one knows his age. No one Knows where -
" . : he came from either. Where was he born? What blood is ,
in his veins? . No one knows. And if you try to imagine - e
you are paralysed, 'It's like that thing with his .eyes. B
. v "You can't logk into -his' eyes. . You have to look at his ' o
eyes. Heavem_ggows what you'd see if you “looked in (p., 35)- )

e an N .-
o o

~ - , e . - ) ¢ \
The Egyptian influence extends fittingly to Calvin Blick,

o ” ' - 3 - - f - -
t Mischa's representative and-general factotum; he recalls the main.

- characteristics of the white ibis god Thout, who is also thé moon god
*. - and scribe.to. the. company of .gods.? , ‘ ° ' .
1\ T ° . . ' i .. @ ) s -

- The white lib‘is allt;sion‘is seen working 'thg:'oughﬁc‘a‘ivin's obvious -
™ ) C physical interest in Annette Coi:keyne. . Appropriately Calvin hes an.
- - f' N

r‘ c affinity for girls of the ibis type;  this, species is known among ~ . -

I '

v

* N £

.

ornitholc:gisﬁs as one of t:he long-legged "glamour birds",. 8 "'He noted -

- 4

. b with spp‘roval r “Narrow long’-legged build and the pa_llor of her uface ) ‘ .

I ' and the creamy smoothness of her'bare legs" (p. 19), - . » oL
A TR : . n < L 3 o f . . ? e

o g e ' C .

N co- ., ¢ vin is identifiable w:bt;h the moon in Iris MurdOch's reference S s

“4

1 g LY b A g
‘ cut i:o his “pale eyes?lwhose oolour no one could‘ ever temember" (p. 14) B
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t«;‘;-«;:n;' e The maon functriom aé 8. mirror m tha u: reflecu ught, glgi'ivedwfrbm RN
\J‘:‘;ﬂ:" . \ .\‘\ ) "‘z‘ e , \ t .. oo " ‘ ‘.:Xw‘- ‘ J‘qjx ,{I'l
“ Lo the sun'y '-. Thiﬁis al 0 true of Qa:lvi whose :pqwera are dalegated td.\ " Rt
::"‘Ny';“ I ’ m;“ ‘! Wt e ,.\“ ", W : ' . ? \",",:)")r
G \him by Mischa. Rainhb ugh describes G Lvin thuuétmnck fu the dafk {anm ¥ e
4 "v' , . « ; ’ % o - . .(« ,?
P S half of M:Lscha Fox's min viete e He doeb t:‘ne thi.ngs Which Miucha e o L
O Co doesn't even t:h:lnk ofs . \rhat'n howMischa can’ be s.o innocent" (p. 33). A \
_ T ‘ We never ‘see the other side of the moon 80 we don't know what is taking v ,." -
. S . place; it is the same in the Mischa/CaIVin Qelatio‘rxbhip. Calvin'a- ~' C ’ S
- v \ * , ! '." ' ,l ‘ “"“
3 nefarious s,chemes -are planned in secret; while Mischa may benefit: Lo e
) from them he does not “need to know what method is employed 1n his N
‘ interests. This idea of the moon as a. helper linkacalvin with the e o
'Y 2, v .z \ - . |
%, { ‘ moon gg;l"s funct;iqn '.as healer of the injured eye‘of the sun god Ra. . - L -
N .0 , C . o b, ’ ) ) IR . ‘ J
-~ ' ' ‘ In like manner when Thout “takes care of the injured eye .
7.~ s of the solar or celestidl 'god, and heals and replaces it,. -
- the underlying idea seems to be that the moon regulates. o
' ; such disturbances as eclipses; 4Lt may moreover,:equally P L
. well imply that thé moon, being the second eye of the - .
' o e heavenly god is simply a weaker reeppearence of the sun ¥
' . - at night.
‘ : When Mischa 1s ‘absent or otherwise occupied Calvin takes his place,
; l hig.s Mischats eye in his absence. IT this task he relies on his " -
- . v . N » »
ce - powerful camera lens which he describes to Hunter as "the truthf-ul eye .
' that sees and remembers" (p. 160} \ "o o
. p . ‘ . _
'( . . - - T 1 - ) © N .
i . ) Calvin's camera also suggests his connection with Thopt as
“t H - z ‘ o " l - o ’ - C oo
. ", , scribe and ’oreco‘rder. In his capacity as secretary, Calvixx act-s as an
¢ - mtermedia.ry “spy and blackma'ilerufor iﬁscha., ) As intermediary, he visits
S Hunter to represent Mistha in the lattet‘g proieet to. purchase the T
YL Co . ’ A . N
G, Artenﬂ!s. © As.a, spy, he cquires informaticsn from Annette relative to

v
B,

3 (v " '}f WoN
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Calvin'p close identification with Mischa's affairs mekes him ) o

' BN A
) [

e , 'reminisoent of ‘ane of those Mlocal divinities“ explicable Mag, different 9 T
N ° / ¢ ‘a -

u
N « A f

. ‘ manifg,st:ations ‘of the sun"l0 Both as Ma weaker reappearance" and -

i )

t

DR o "manifestation" he is made a subordinate to Mischa. This is evident s

: in his final confession to Rosa when the J.atter tel'ls him thet Mische .

= [

‘ought ‘to have killed him years earlier- “’Mische did kill me years ago" IR

- . n

(p. 280) . Rubm Rabinovitz commenting on the role of the oppressor in o

Simone Weil's GraVity and Crace states- ) "Since,the thought,,of being .
the absolute plaything of another huma% being is horribie for the elave,
he substitutes devotiOn for, obed’i_ence,t he pretends ‘he dogs willingly

what he has been forced to do. This fawning state corrupts the soul of - k
wll

o

the slave. . Calvin, in fact has been spiritually annihilated by

Mischa's influence; he becomes an efficient t;ransmitt:er of thet: ) ‘ v

>

oo » FERY
influence into the lives of Mischat's other victims. .Calvin, whose’

oriéins are as ’opscure as Mischa'eenjoys his master's social protection;

créature.- - o " . . R

in return he becomes h

1

~

is also one of

e o 2 ——

Nina the dressmaker cha's protec;ted creatures;— o

i .

in providing material security ~for her as

ugee, he, has destroyed .. LT

. ¢ Y [

-her °autonomy. She may ply her tr\%, but any initiative or crearive . i
- enterprise stie may possess will be frusterat;ed' because that will conflict : .
«with his private dem;nds 40n her services.: She is av;are from gossip that’. "L

a7 . e
she is regarded as one of Mischa ‘I"ox's creatures, he "was SUpposed to. . ‘, . 1'
h,ave at his disposal dozens of enaleved bei:ngs of "all kfnds whom he b h f N o 4

. .
5T - ‘ :

coneroll.ed at his convenience"\(p. 143). ‘

-

There are no ghysioal R Lo

A 'd"‘ ‘
\'x‘\:‘ﬂp
AR
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’ relations between'Mischs and‘Nine. he stmply visits her at intervalu

Y

'to enlist slight ﬁavoura connected with hie mysterioul busine&s sffairs.J

@ . 1
Rosa, wrapped up in her own' troubles, is oblivious of- Nina's dire
'necessity. The 1dea of flight appsars impossible to Nins; ,she is

needlessly afraid that as_ a stateless person without identity papers,

she will be seized by the en in uniform. Moreover, if she goes to

_the Anstraiian embassy, () fears that Miseha»wﬁll find out and seek

retrithioﬁ. In her misery.snd'ffustration<she therefote\tskes her
v . e ’ <
own life. A o A

Al
[

.\ This is™ one of those instances where the .two freedom themes,

social and personal become interwoven, with tragic results.’ Nina and

’ k P
the decrepit mother of the Lusiewicz'brothers are two refugees affiicted

with Spiritual lethargy. Rub:n Rabinovitz discussing Simone Weil's

The Need for Rootb,comments:‘*"One of the important themes . . . -s that

e -

suffer’Lng_and- uorootedness’do not neeessarilyer}qoblgthe afflicted

person. Tt takes a Christ-like saintliness to rise above one's

suffering; most of the victims of affliction sink into spiritual

o

lethargi; afterward tyey_becume"afflicted with self-hatted and even
perticipste in their own3dégredatiop."12 ’ -

There are no specific'litetaty allugions in Nina's background; *

her attitude recalls myst strongly t@st'of é suffering dumb creature

15 captivity. - Throuéh nette's'eyes°Nins resembles;s "sma11<

] .

srtifieial animal” (p. 76) 1in that the dark hair on her head and arms

L

11

is dyed blonde. Perhaps'this observation 'is most: spptopriste_to_definew_o

of“/xNine'e stetus An Hischa's estimstion, she is simply somethihg to be .

,magipulated at will.




Annette Gockeyne thOugh not herself a stuteless fugitive . o

| \

£rom,war-corn Europe, is nevertheless splendidly rootless, the ' o o

- X v e .
v . 'y

o ) daughter of 4 diplomat snd fluent in four languages, she has spent her ‘ '

. _ life travelling at maximum speed from one country to another without -

:;,S? i Lo forming attachments of a 1asting-nsture. Her’ psrenta attempt to - ‘

' trensform.their cosmopolitan ragamuffin into an elegant English

d&butarite has Ied them to send her to a London finishing school., Having ‘ \

exhausted Ringenhall's cultural possibilities, Annette decides to leave s

" in order to complete her education in the "School of Lifen (p. 12).

When Annette quits the ‘shelter of Ringenhall she is gloriously free;

at the same time she is dangerously vulnerable. . In this state she

LR
o

first encounters Mischa Fox.,.

14 - .
\

In essence Atmette resembles Hans Andersen's little mermaid
who wishes to leave her sea,palace to learn about the world of human
oL . _ beings.” She falls in love with a mortal, a handsome prince, whose life

' she saves in a shipwreck. -In her efforts to breéak down the barriers -

o
wu ’ N i > v

between them.-she visits an enchantress who,in exchange for- her ' .
beantiful ioice, givesaher~a nagic potion which with nuch pain transforms ‘
hex taii into lega. She is not destined to marry the handsome prince,
,;ho loyes enetheg;. the little mer;aid contemnlates‘the happy pair,,half
minded to kill the pringe,'but she relents and betemes fognfon the sea.

b ’In:theflast chapter, having recovered from her infatuation with Mischa, -

Annette is désctibed as looking at another happy pair of lovers—= her own

\ ! : ’ .
parents, . ) a‘\\\~’, T ;o0
- - < \ 13

. ) - . K

Both fsiry tale and novel reveal a youngﬁgirl's nostalgic longing

N

’“for pleasu:e and @xcitement in the great world. " The little»mermsid learns




who are spulless and at death become eea-foam.
’ wistf%lly into the ship's cabin she feels to be an alien to the appy

- 4

mortals hence her tragic striving to become 1ike them. The Coc eyne

children though living a life of easy luxury in keeping_with the f;bled

13

associaﬁions of cheir name, ~ "Can't have a fiormal childhood" (p. 58)

-

as Nicholgs says, because of their perpefugl wanderings. Annette '
herself reveals some of the mermaid's yeafning to belong somewhere, in '

her thoughts on the innumerable train journeys: -

—

°

In the silence the grass would seem very close to her; and
. she would stun herself with the thought that the grass was o
really there, a few feet awgy, and-that it was possible for
her to step out, and to be down in it, and let the train go
on without her. Or else, travelling towards evening, as the - .
lights were coming on in the houses, she would see the .
“ cyclist at the level-crossing, his face preoccupied and .
remote. . o« . She could not break the spell and cross the - LT
barrier into what seemed to her at such moments to be her T
own world. .'+ . ~'But the world of the chamhermaid and the -
cyclist . ., . continued to exist, haunting and puzzling - ~ A
. her . . . (p. 58). '

? ]
-
° ‘ \

The novel elaborates the sea imagery of the fairytale at several -
pBin;s. In its opening chapter there is a deséription of the

chandelier in the dining room at Ringenhdlliwhose lustres resemble "tiny ‘

drops of crystal, each one glowing with a.drop of pure light tinier ' '\
still, ;s if a beautifﬁg waw-le had been a:‘xu&din the ac; of breaking \\ ‘
while the sun. was shining upon it"'(p. 10). Annette ;wings on the * - \
chandelier with "her feet neatly toge he; and her toes pointed” (p. 10) |
which ereates a ;ail-like effect, the tinkling of the lustres resembles \

4
the sound "which you would expect a wave of the sea to make if it ‘had “\

been, immobilised and turned 1nto glass™ (p. 11).



- 41
More sea imagery is noticeable when Anrette plunges her arm
{nto the fish bowl at Mischa'g'party in an effort to actractﬁy{s k
attention, The game mood causes ber to rush into the sea later .in
the evening so that she has to be dragged out b§ Mischa. Annette is
, told bdthcbj Calvin a;d Mischa that shg resembles her beautiful mother;
the prince in the. fairy tale teile the mermaid that she closely - \
.resembles the lovely g}rl who he’ thinks saved his.life,l? ihis
;#inforﬁation\is not received with enthiusiasm by either Annette or t@e

mermaid since ﬁeth are engrosse&wfn their own romantic longings.

.
Rdsa

4

On seéf¥gral occasions Annétte is described as a mermaid.
tells her as ehe is studying hee youtﬁ%ﬁl skin, "Yoe are completely
smooth, you should have been a mermaid" (p. 64). 1Intoxicated aﬂ Mischa's
~party, Annette has a brawl with Rosa who has just smashed the fish bowl,

leaving the fish in a very 41stressed gtate. In her torn dress, she is

o +

described as rising "like a mermaid -out of the sea-green sheath of her
dress" (p. 199).

ankle in fal¥ing" down Rosa's stairs as did, the%%yttle mermaid after her
L o

transformation. Mischa also refers to a merméid type in his cataloguing

of women at Rainborough's house: "The female equivalent of Pan is the

sleek mermaid.

Their bodies are streamlined. They sre proud of this,

not ashamed ae the psychologists say. A real woman is proud of this" -

(p. 134), We know that Annette 1s never tired of admiring. her .
smooth, slim form and long legs. : S

[ . .
- ~
- °

In keeping #ith Mischa's mermsid imsgery, Annette wears the sea-

green brocade dress each time .they meet. On the first occasien; at a

fitting in Nina's room, Mischa's penetratinggglaqsgk:;d.touch“stiq'up
- o : N R . . . . ¢

- .
. .
- bl (
.
.
‘

‘ v .
-
N .
N ) '

Annette finds walking painfug%gfter spraining her ¢




\— )‘
" A . 42
Annette'!s emotions and she seeks refuge in flight, The second

momentous occasion 1s  at Mischa's party whe:g_Anﬁétté's infatuation 1is

o

‘apparent:. "He put his hand under ﬁef chin’and 1lifted her head; and

she gave him without concealment a look of yearning which made

Rainborough turn away in embarrassment iad surprige" (p/ 191). The

e v
\

v

last occasion i8 when they go to the sea-shore. Y ,
- :
When Mischa first sees Annette in the mermaid dress at Nina's ' -

a

he begins to exert his power over her. - Iris Murdoch interweaves the

'

Egyptian and fairy tale allusions here. It is Mischa's eye; which

“attract Annette. The revelation of the brown and the blue°profile -

recalls that aspect of Ra deprived of one eye.and giving the:.impression

£ of two faces. The hawk-headed aspect of Ra is notiteable in Mischa's

| .
¥ close observation of Annette on that ocdasion anJ later. He is -

o

invariably'waﬁg&ful, to Rainborough's embarrassment, resembling this *
. 8species of bird hovering over its prey before swooping down on it,

Annette remains willingly in his powers; it is only when Mischa

S .

realises ,that Annette will demdnd his attention' and unlike Nina, will

“Make extraordinary scenes if he does not comply, that &e drops her

i \

as the hawk drops its victim, and goes off abruptly to Italy, avoiding
Further cbntact., Her resemblance to her mother initially attracted

Mischa to Annettej he has exploited Annette's emotions perhaps, in

reprisal for a previouszinjdry at Maréia's’hands. Annette is 2
coﬁpleiely disoriented by his tréatméht as devoid of humanity as was

[P ©
his caging of Nina; she is only dgwééf:;am sharing Nina's fate by a = *

lucky chance. Arnette swsllowed the tablets believing them to be letha

* o

Ironically, she describes herself at this time as a ";efugee" (p.

The tragic death of Nina, th? tfue refugee, contrasts ahépply wit




p . . 43
. Annette's bungled attempt. ’

ki
4

v
a
o

" Just as the Aénettezepisode turns ou® to be tragi-comic, so

L]

\ S e
’ does the Rainborough saeguence. Rainbordugh is the first of a line of
v “ J - -

‘posturing courtly lovers depicted in Iris Murdoch's novels, soon to
> be followed by Effingham Cooper in The Unicorn’and most\ifgently by

Edfar Demornay in The Sacred and Profane Love Machind . Rainborough

- would have liked the fo%e of being ﬁnhappily in love with Rosa if
) 3\ )

0

only his friend’ Peter Saward had not_gﬁ?qady usurpqd it. - "As a
lonely and Unfortunate admi;3r~Rainborodgh could, he thought, have

R found in the tension of such a relationship a mode of bef%g both apart

-

from and together with the beloved: such a gsﬁbination, in short, of

cfr ’Ab‘.—
security, yearning and rapture, as had now Bds%?g his ideal conception

- of partnership with a woman! (p. 30). Rainbo;bugh's pasturings are
frequently ridiculous; TIris Murdoch fittingly uses the comical allusive
material connected with Humpty Dumpty in Lewis Carroll's Through -the

i

Looking Glass, for his presentation.

Rainborough is regarded as a clever man who 'hasn't yet found

*

tis niche' (p. 27). He has come "to SELIB from the Hoﬁe Office because
LY

he thinks he will soon become a very important member of the organgfation.
His péaition at SELIB proves to b& a very precarious one; he speedily
‘becomeé prey to'AgnegAGasement, his secretary, wﬁ%§e'origins are almost
as obscure as Mischa's and‘Calvin's. ‘He is just as unsteady in his

new post as HumPtyLDumpty on his wall, to wh;m Alice remarks: 'Don't you
thinkk;;u'd be safer on thesground?., . . . That wall is so very -

/‘% . a
narrow", 12 ) 0
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’ C Like Humpty Dumpty Rainborough appéﬁrs to have an enormous

: \ , ; ;

forehead on account ¢f baldness;
. . and enviocus of both Peter Saward and Mischa who have luxuriant hair. ' a

-~
-: .
. rah
¥ R .

/ ' .
he is very conscious of this defect ‘
<4

, Humpty Dumpt& is so sure of maintaining his seat on the wall yet he . . ~?
-, falls off. fronicallf Rainborougﬁ{deécribes his own position inp the )
"I'm waiting until’

@ ¥
? ) ’
.

: my own seat is made so impeccably safe that I cdn start making it hot

. . - . -extkaordinary political maﬁoeuvering at SELIB:

¢

L for other people without ‘needing to be afraid of reprisals" (p. 34).-

?

K He fails to get tHE'expected promotion and resigns eventually.»

|
) ‘

b ) Ralnboroughis tumbles are mnot catastrophic,Q they ate embarrassing in T

.
~

- tha% he ép mﬁde to look foolish in compromi ing” 51tuations with women. e 9

He is almost §aught rolling on the floor wit Annette when Mischa calls ) , )

1 * - ‘e gl'
at his house and ‘is ¢jscovered by Calvin falling off the sofa during
A © 1 N

. i an amorous scene with Miss Casement. \" . o ’
- o L \ - -

| Though Ralnborough 1s in no sense Mis

. * .t -
» .

dFa's creature like _ - '

4

. 3 Calvin and Nina, nor a defenceless victim- tike Annette, he 'is always
'.’ R

pa

_ uneasy in Mischa'S‘watchful-preae%ce:""It was as_f! M}sche were ‘
i v " . ¢ l i -':}' LY ,
: ’ ’ deliberately reducing him ko a state of ‘hypersensitivity‘and confusion",

(p. 131). It is-this trait,in Mischa, Ra in his hawk-god manifestatioa, E

which causes: Rainborougb to seize desperately On\the first‘:ipic that - N
4 - \ -

« +  comes into hia‘mind-unfortu ately dominant women-—to distract Mischa's o

T * attention from the’ china cupboard.

- -

He-unwisely eonfidee his annoyance

to Mi%ché.about‘the female invasion of SELIB descfibing it as "a vast

’
' 1

O legion of cleVer and provoking females each one looking like a. ¥

{

. cambinatien of Annette and Miss Casement"'whb are

“iron, with c;uel eyes™ (p: '132), - Mischa now on th

s

scent, maliéiously

i
. ..\l \“
quisibe and %ard as % e
{
|

.. | . : ‘ \
adds to Rainborough's discomfiture by inviting Miss ‘Casement to His party
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" where she continues her relentless attempts to erode his resistance.

Rainﬂorough is most at ease in his*childhood home with his

wistaria tree; this is-a "safe stronghold" (p. 118) to hﬁm. When

.Jj,

Agnes Casement‘s machfﬂations at the office intrude into h@s peateful

o

,home surroundings, Rainboroggh is unhappy. " His' personal freedom is

\

- being thréqtened‘by a stranger in the same ﬁay as the Polish brothers
threaten the freedom of Rosa's home. The hospital extension requires
the curtéilquf-ﬂf?ﬁTﬁ\garden and the felling of his tree; Rainborough's.

1d social order must make way for a new. Whéﬁ‘tgnes severs the

‘s

tstaria's trunk, the symbol of Rainborough!s past security is gone
forever.  When she sweeps him off in her red MG sports car Rainborough
t - . )

is \disoriented; onlyngg}lia Cockeyne's timely arrival and cool efficiency

sav hlm\from extinction. : Lot

L @ * L4

A

ﬂ Rainborough's-embarrassing experiences have taught him more

. o

abolit women. . He can differentiate between the spiritual gqualities

a

of RoBa -and the artlficiality of Agnes;. he notes‘the true natural

bloom of Marcia's beauty in cantrast with the shallow veneer of Héb

-

secret}ary'sw ThusyRainborough's experience is also an achfevement of -

» ;

personLl growth, howeyer limited. The same may be said of Anmette, who

galso su;vives, whereas in Nina's égge de§t5uction ensues. The

enchanter'sfkchemes are. foiled by Marcig; without her intervention '
. |

Rainboropgh would have been complete 'Belpless. 'This is yet another:

example}in Ixis Murdoch’s writing ere the male is made to appear \\\"57
- B

ludicrous, _The authprés apt chofce of alldﬁlve mat?rial isudummed up .

o £ »

o

in Alice!s remark as she leaégs Humpty Dumpty: T™0f all the unsatisfactory.

LY
nl6 ; v R

people 1 ever met- . o

e

-~




L

‘carefully thought out reprisal" “(p. 101) for what has formerly passed

Rosa's btother who will then have to surrenaer his editorial pﬁst,

'herself scill hQWeVer partially and howeve?

' ' The character at'the opposite'pole of confrontation &ith { .

"Mischa is Ros;_Keepé.

-

than any one else, therefore,ha#ing more cause ‘for alarm at hi ‘

she knows more about his personal background v ) ’

.
[}
t

Ettention.

sudden reappearance, she merits éfth Mischa{s'end the readesz

More than that of dny other, Rosal!s characterisation involves the |

delineation of the novel's theme,ithe struggle for social and personal
\ “ .

In Rosa's case the two freedoms

~ " ! \ ! - : »
are intricately linked owing to her previous association with Mischa.

.freedom against rest:ictige forces.

) - o
i -y e’

S T C :
A sharehélder of the Artemié,a periodical logically‘conneeted
with women's rights, Rosa hgs

N

herself a suffregette aeg/éxtaﬁian.

-

-

_ *
herﬁted her shares'from her late mother,

Unlike her mother, however, Rosa

. - N - ° ’ " » \, ‘
appears to have lost ‘interest tempordrily in what the paper’ symbolises,

having 'become rather cynical about cayises. Rosd is aware that Mischa

simply wants'the paper to put her in a dilemma; perhaps it 1is "a

* -

i

between them. This is a point at which‘the two freedons are linked. s v

"From the social standpoint if Mischa'S\callous and- flippant classification ‘
| - .

of the various types of ‘women -is to be c;edited his purchase of the ”* | \"
Artemis will doubtless carrode iés,most fundamental prlnciples.° From # X
= L. . AT
the personal aspect, if Mischa takes over the ArtemiSuit will upset: 2 ’ T

- . |

2

;o
conseguentlyq@!he will have this reproach to contend>with. Unfortunately,

P t
~ M os

° i
. f

as Rosa*admits to herself she does not seem to have entirely escaped

[y

from Mischa's power, despit@ her refusal oﬁ nmrriage-f "But to find

obscurely, fascina ed by SR
the idea of Mischa was alarming, ot so much because‘this fascination "
> .' JI \‘ ' M . A/‘ - Lo - T )



less\

4 \ ~ .
.variety of to ents which such a situetion could promise“ (p. 10&). ‘\ .

Lo v i

.“ " might ever'cm:i definitively 0 tetinpt her, as becauee of: the en

| | 'y M \ \ t
' ‘ ) ‘ \\ N .- \ - s‘\
e . ! The peszonal and social tensigij" linking the Artemis and Misc

i
t

'sur:e° aggravated by Rosa"s etnployment as a machiné ope*rator in a faqtdry\

where, according to Hunter‘s interpreta,tion MShe wants. to be in. touch

\ ‘.
- with t:he peopile and to mske her life, colourless“ (p. 15) He wron‘gly
B

R { \ ' {
‘ attributes thifs detision to~tléf fact ,gpat Rosa has been named after '\\

- » )

Rosa Lu{cemburg, a founder of the German Comunist: Farty, killed in a\

S \ -

\
street demonstration in 1919, Rosa herself however, dges not shere \
. ° ‘ N ’ # )

\ ' _ these fanatical ideals; at this time she is no more deeply concerned \\.‘

3

‘ L ., =ewith commurzuic principles than ch womenls rights. Rosa comes :
‘ 3 . to the factory at a difficult period in her life; she is'conscious of

\

. >
L C her failure as asteacher and her mood is one of ‘gloomy cynicism becauee

< * t

of the frustratiqns experienced iy her journalistic career. " She is

v

-~

& ‘N

[ N n S -
P

. )
not socially conscious of t:he factory workers: "She was/( on amiable ) \
L ) tems with the men and women with whom she worked but: she remained at Sl

-

. a dis(:ce fr:om,° them, eccentric, solitary,only just ﬁailing to be an

\' . object of suspicion}' (p. 45)

‘Iris again describes Rosa' s

O isdlationi MRo er wanted other hunba ‘beings to ‘Come too near" ‘(p.f 45).

= Al
E2Y -

; The only person she feels cloJe to -ig her brother and their intimacy

RSN

E‘ . though not. of the inceatuous nature of Honor Klein's for Palmer, in

- Q

A Severed ead, ﬂeverthéless makes her feel obscenely near to him., ‘Rosa

w \

ﬂ-;' o ‘ 18 merely interested in. individuals, she feels the desire to get-to’.

o9 .
R 3 - . .

know cert in 6£ h:er worlcdxates and perhaps heI_g them. It is 'this personal '

s

P

A -
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N : : 1\‘ . Initially, the two young Poles resemble "half-starved P L ' . "
TZ‘ . ) . . half-érOW“eﬂ anima],gn (p. 43) .who’ become utterly dependent ot her.) . " R
Rosa herself experiences a sense of power in moulding thenl into shep
- . ) nRosa fearerd'this power; but "she enjdyed it too. R . she flelt as’ .
, ‘ ' if ‘she hadn"received\a psir of young 1eopards as a present. It was |

o L
4

.o impossible not to adore them, {it was- impossible not to be pleased to

- ‘ ‘own them” (p.. 46), 1t would;seem that Rosa is partaking of some of

s

f ‘Mischa's characteristics in her preliminary attitude to the Poles. B .
. a N - *

\ .
She is so engrossed in her own project concerning them that she does‘s , '\\\
. . o I . ‘\»
not really act in their best interests. Then like Agnes Casement with R "r

- Rainbotough after a probationary period of adoration for Rosa, the two

"

~

|
: brothers develop from willing slaves into“‘dominant creatures of power t

- n
A

) : i
( vt who make her their sexual servant. The place where? they f.:;his -

. . power is the sma-ll space inside an old bed-frame“ at thgir Pim -

| P ,lodgings; here at fitst,they sit with Rosa ieérnipg English and RV ‘i - "
| . . T ’ "
|

_‘\* ‘

' delighting her with their charming ways., Iris Murdoch ironically‘

- v .« describes Rosa's feelings= "She ‘felt like. the ' princess whose strong . .
o E faith releases the prince from ‘an enchanted sleep or from the b e
o 1 / T
- transfigured forni of a beaSt" (p. 51).?» Here also, first Stefan as ' -

} the e‘lder,w then Jan, indicate their intentions of making love to Rosd.-
D ' ' '

“ Rosa's physi.cal interlude ﬁith the’ Polish brothers and the devisti n .
iples M which she’ hasé been ususll?{ essociated .

/oc - - e
s‘nOWS another aspect of Artemis herself~ ‘ "01ympian Ar’temis was mo{re

TN . than a maidens Elsewhere at Ephesus, ior instance, she was worshipped

from feminist P

-

Ct - es Nymph an orgiastlic Aphridite"‘(tith a male consdrt e "17 Moreover:

i ’
- -
s A - '

. . ', 'rArtemis was’ hostile\ to monOgamic mrriage “beca’use she belonged to the

P X : L L
‘ T pre-Hellenic cult -Ln which women msted promiscuously outside qheir own e,
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o ’ Rosa and her brother both nuffer at the’ hands of the quJ.es ‘who - ey
o K \ f "L o ; a" "".“5’:
from having not:hing, g:aduelly come to dominate t:heir lives because e
- both brother and sister, unknown to each other, feat’ that Rosa's aecret ‘ A “
will be discovered. , Hunt tor suﬁfy a delirious 111nese on. account of o
i ' R '471 ‘;
his anxieties and because of a macabre nocturnal episode in which Stefan 0
o v e W2
‘sets fire to his hair and threatens to kill him, Rosa, engrossed 1n ' L
her qwn.problems, however, does, not show undue anxiety about Hunter. ]
' . . 1 ° s R - "8 - )
, "Rosa-had her owh theoi:ies about the cause of Hufiter's sicknéss, but- ceeo
X - LA ' " . ay
. as they wiere ‘too fantastic to reveal to the doctor, she kept: themt to S T
herself" (p. 259) Hum:er's monsters and‘*delusions, however, wb.ile o
not share}d by Rosa,are very real to himi They appear ‘to be derived Ny -
appropria er from German‘ic and S’Lavic tales of a Mahr or a nightnlare Vo
1 ' N
spirit which placeé a spell on sleeping people, often resulting in . \
thetr deat 8. - 'I.'he ‘Mahr may appear in diverse shapes, énfleripg the - T e

1
.t

k.

explains c r{:ain curioua details of Hunter!s malady '}Huhy:e}: would

of the night 5\\s\yras spared from the sequence of nightmares" (p. 259) - o

bedroom utjhﬁough a small aperture such ‘as a keyhole. 19 ’I’h perhaps . -

. - - ‘
. . “

be awakene .by the pai"n in his ‘burnt’ forehead which seemed to be S
r"efuszlng t hdal A feeling as if all the skin ©of his face wére . L
_being drav towards a hole. In his brow persisted a11 dey and as, much - -

T o\ ’ L . ' " . .,2; ‘.;»

., -While Rasg hérself id not endowed with European nllusions, she R

is influenc d by t em. her physical relationeh P wi.t:h the brotherse S y
parallels thelir, arbltrary errengemente wit:h the village schoolmidteess.l § oo
0 - j’ iﬂ%

}'he_ir‘rend ing of‘ the student Lng gude i.l very persongL to t;hem' S T
. o y ool . ‘ i
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e C oo Post 5 1 cundam iuventutem e AT P
b - LT - L oot ’
e TNy A Post.p lestam senectutem ., n oo
B T .Nos hhbebit humus (p. 13). oo Do
* v . ‘ '" ’ ~
N \\ - ’ L , N y Y v o X ¢ ' ' e
| v ¢ ' ? '.\ ' ' ' N ’" - ' ° - ) ’ i Co 3 ¢ ¢ * B }’
‘ It: clearly states &their own philosophy towards women and Iife, the A L
A ' e e LW
« s \\ L , ]*.'
. o horr\ors of old age and the fiml rackoning. The macabre senil:l.t:y of . S

- .
, \ N - . .,
v B [S— . ¢

N ; o their. mpt:her who resemblea a Shri.\relled native god mspires Rosa /ﬂth ot
' N E . awes ‘there is absolutely no verbai eommunicatiot;. ‘~“ The mother l B ~
o o : kslymbolises] Polish eart|h for the brothers on v:hi:ch with »fre‘nziued eici&ite:u’lent‘ N
- . thé!;' éPfeaf to'dance at times: ".Boa—s'a‘ ,1qaij,nti tb"knqir,hthris th”oo‘&, w‘hichJ . .
A;; A _‘ ~wot;1d be‘éin 'winth both ‘tl;e brotlziérs tens; \aﬁci‘quivérii;g and rivould’ﬁl.;ise . », "L z’
’ ;apidiy to an orgi;stic 'cﬂlimax; like ségne native fesﬁti\‘ral‘"” (p. 49). - - ‘,.
| l‘ .- T . ‘“ The e:rerits of the no(rel thus reveal Rosa's two maiti'probletfns;ﬂ- ',‘
'th ars Mischa's intentions conCern’ing the Artemis and his discover}; )

- s o _—
“ of \Her, secret: thraldom to the Polish brothers. To deal with thé first ' -
| “one,\ she acts according to her hitherto forgo‘{:ten herttage turning to -
- A}'tem s and her followers led- by the >appropriate1y named Camilla e A E " |
i .-; o L Wingf ellc‘l who, 1ik;e Rbsa'g -mothef,rwgs a. suﬁfragette and’ co-%ounde‘r.w‘izthv . "’
; ., h.er of the_ \AJ:'temis. icax;uui; symbolises feminiét tenffencies in her Qe].ff ! . ' .
.:: /‘* o - . c:onfeésed -siaugintér of her husband and her oije‘cgion to Mischa as a . d , ‘.:'
. - purcha“ of the Ar g "The” shareholders' meet:i.ng is 1tse1£ female B
‘ L triumph over\iule chauvini.?é;n the h‘un’ter.\s,beéome tbé hunted "and Artemis s
mee \rqmainsﬂ:ql.qviohte.',“b ". p : :_ ' o §
w R T a P-;Ro:,a 'bas yet to “diocbyer. a rm'ethod-qf eéé&i‘:é'froni‘hé;:pgfsondl‘ o ; S

;o dei-\}ifﬁdei ta thé’ P,dlés. Sx:efan's pﬁesgnce in hen huuse i.s a perpetual PR O

R . Ty : L ‘41,','1
_— Ehreat to her libert:y ;he doep no: feel. strong enough m wtr,hur.and theﬂ e g
- ¢ b . - a P

- R

power of smmone she b ieves doés ‘"not belong to huuun society“; (p. 235)‘ : Lt
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;‘ N non).y some* 'spiriq which’ came out of the.,aame tegion beyond.. the 3 l:.“'u,"«;w;‘“;‘;:_'t:f
| : ' docility of ;he social world could do thia work for hef.H Rosa knew IR ’
' ! ' ot ' . - ‘ - e '\ m’j . V,‘Lv‘b&
DU that she must go and see Mischa»Fox" (p. 235)& Th:bs is a dangerous S e
', ) o ' antido;,e; Rosa feels that in divulging certain facts and asking Mischa}s R :
. o assistance,' she will Be "selling herself into capti.,vity" (p. 2‘41).‘ L o
e . / i , ’~ Lt

LT T T "Mischa's enchantment igs far more potent thax Stefan's. - : ‘ T
w C, ' L . , ) ,‘ ) = o - ' ~“" R
:f < b . . : [} , \\“,\ /’ ‘ " . o 0' N * v ' l:
PR ‘ ' Though Stefan disappears as a. resulﬁ of questions raised in P
‘ ?arliament about illegal immigrants Rosa st111 senses another ) oA
complexity in her relationship with Mischas ' \ e .. \ “
A Always at the last moment and withdut’appai:ent reason . -
e . ‘ there would come the twist, the®asgertion of power, ‘ )
§ . ., .. the hint of a complexity that was beyond her, the _

. o sensé of being, dfter all that had passed between them, , .
Lo a pawvn in Mischa's gamg—and with that twist thé ) :
LT , structure .of tenderness and delight, ever so little e

‘ : : shifted, would suddenly seem to her an altogether ) L .
B - , differegt thing (pp. 241-42) , T T
- ] ) ) 1’ . ) . .I X N , s - . Y . . . ‘ .
‘ The "twist" is Migcha's referefce to Peter Saward's attachment for her’ o T
L - o ‘thig causes Rosa to‘won'der” abot‘ttv the n’ature of Mischa‘as inteﬂtibns r‘ . .
..o Ed , .. ) ,u_v = , )’
l”; SR o regarding Peter and herself and furthermore her own attitude towards . o
L~ . - R z [ 5 A ‘: L P
- Peter. Rosa knows that .she can never re-enter Mischa's Wm:ld after )
- ' : : . - - L
RS o Cahﬁ.n‘s use of the compromising snapshot. ‘and the repatt of. Nina's T L
. U 3 v ! ‘4 \_.
R . death.: On the other hand marriage with Peter seemq impossible as E
o ’ eter himselﬂ tel]:s her= uBut: you don't realIy want it. Some god L ’
v Y or demon makes you say it. Ah if ghly you didl But you don't (p. 287)
B , The- godJ or demon is Mischa. It 13 not by chance that Peter show; Rosa
s R t,he pictutes of Mischa'é childhood hameg, Miacba"s influenoe wilL Hngex:,
Z “ - * despite his depart:ure. ’rf", ’f :m,j “; /,;g.: L L
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R TIAT P T S N G e DT
%lv\tyu ¢ v '\‘ ' W L . T ° [ R Lo N e H ‘e . , P (‘ n . ot ",l,Yn’»‘
r“"‘x”:' r N o | A vt P ' w ¢ ‘.’ y ] LR T S ;
P;xl(‘;\f‘ ':“ . " ! , S v oy 1 LI . R A ) N ' ‘M . ' .,‘ 0
g,mff.y,, T e WheteVer Miec.ha's purpoee was 1n attething o create’ L N
i b fingl tension between Rosa and Peter. there is some .evidence, at e{w —— ; ""
,‘ o Lt ';"‘ \ ¢ r " o ’ o g
SRR rate to suggestu allusive pai.ring between t:hem from the beginning. ' ¥
Lo There is a definite trace of Egyptian Isis 1nf1uane 1n Rosa when she R
i ‘\ | ¢ r‘l° . . ' ! ” ! " ‘ ."“
L ' . describes her dream to Peter: : . ‘ - )
st « " The front door was 1.oeked and I had to ring . A, o ' “
S \ * 4 1”‘ ' 8
oL T ..and ‘Miss Glasham came -and tpld me very gently . -
. . . ‘that her lodger had passed away. And then. she .
o - . - let me come into this room and I saw that it ' .- . ¢ . .
. } had all become a sénseless jumble of objects _ - ’ L
‘ ) that someone would have to’ come and sort out .
: and cert off: (p. 285). - . , . . o -
« This recalls the episode of \Osirisk' own death wﬁen he is murdered by
- i , v"’ " h f' S ¢
’ ' ‘ - ‘\
L. Seth and ‘nis body hacked into fourteen pleces )‘which Isis collects and et
’ ° . r o * s, * ¢ - . =
. . - reasaemblee with great care. In another vefsion of the legend she is s
p ‘. N > «
. 0 v
. : represem:ed as a winged deity fanning life into him for a time.2 - There 2
- Y I - .
- ¥s a curious e.pis}de betwéen Rosa and Peter on her fir‘st visit to his T
AR L s . :.‘ : R ) 4 t. = - N . N f }
S ‘room, linking her with this winged aspect-of Isis.. The whole room seems . - . -
EU RTINS to.-be animated- by Rosa's-presence: ' - . - o L
.:‘7. - * ,“ ‘ . o . [ R = P
. « Peter Saward felt the who’ room suddenly stiffen. _ - L
. - _The walls were full of consciousness and ierked o ’
EA .+ ' themselves upright. " The geiling trembled.,. . N
[N 2 * t s
R ) . . Still.Rosa moved. She- touqhed t’he green plant . |
,{v,j;‘* ) - " and'drew her, finger along the’ window pane, . She . .
e TN * - . stepped: updn ‘the books and lgreathed upoh the pictures. .
S - \ ", It seemed to Peter Saward that she walked .about in
e NEN ‘, . .the air, 4nd her shadow fell upon hin, from far above. . . . .
SIS vy S - P
A So= S At last h¢ felt Roéa}s fingers touch his halr. They .

o ’
S
P
R
s 1
o et

\‘ (VRN

i’ touphed»it Lightly at first 1like ‘birds, not daring to' s
' " lant Then ‘they came back and plunged deeply in. Rosa

SR SRR drew her hands ‘down the two sides of hiq face and’ ‘hfte T e LR
2 W . his ‘hﬂad (P»- 36)6 Yo T RE , . RS o, " :»:5'
S f, SRR Y

" u':: '1" U\ .\.’ N ,“ ‘. ,h‘r‘ . Toe ,“3‘ ' ../\ ‘.. 2 ) -2‘&«“”‘ " 7 ¢ ’ - ' ".H‘-,

“ . s, N PR . o ERA
,Ihu— descripti.m sqggests,\g xnp e t&an casual hon;l between fete:; snd Rosa: L
“;'i‘.""; we T R S 12 “” w0 % ‘s ST T Y
”',‘.; - e hﬁnseifm pemes»~">an Lne redbes Of eoncem about him" (p«a-37) on her pert ST
AR N A RS oL, K prd S ! :»A’; : '\"f ":‘.35
Itsr?“:‘% Ve ! ' 'i' e f ,:_ e ! v':'.rz\ Coe ‘.x“if‘"
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‘; while Roaa'o anger at his evenuual failure with the hleroglyphics 18

' '
- evidence of some personal frusttatlon at hls Wasted efforts.,

. [

~

-

Facﬁually, howuVer, the alluslve link between ‘Rosa and Isis
,r Y 4
is curtailed, as is the Rosa Luxemburg 1ink jRosa,‘for instance, is
. oo
divgrted from.Peter'a house by the strong pull of Mischa, at the last

telephone box before Peter's home, she 1mpulsivp1y dials Mlscha's

[

number and goes straighg to Italy.” It is almost as if Iris Murdoch

| * N ' ' ..
in Rosa's case were presenting allusive material with the option that

Rosa might or might not fulfil its implications. As it is, Rosa

orily apbearq partially identifiagle?zh\each case. Only the Artemis

allusion prevails, traceable throuéh Camilla to her mdther. Rosa is

left in sole charge-of the magazine; it still,therefore,remains a
personal as well as a social concerns If she is to maintain -the
traditions which the Artemis and its long.line of adherents symbolise,

- there will be no place for’ the ambiguities and doubts revealed in the

2

use of Rosa's otheri allusive sources. ‘ . R

T . " e , .

o

~ Peter Sawardy,in a sense,speaks Mischa's epllogue as a character

o

in the novel. Iris Murdoch links him‘wlth both Mischa and Calvin in
her allusionf\from Egyptian mythology; he 13 reminiscent of the god

Osiris.wbo o S , L !
finally developed into - tﬁe god of changing nature in
" the widest -sense. . Thus hé could become' the divinity
' of the most important:change, i.e. “death, and:could be’
»evalved into the.patron of the souls of the departed:
. and King of ‘the lower world, being at the same time
the lord of resurrectlon and of new and ‘eternal 11fen, 4L

4 R . . .
LI : .

. -
. °

For this later reason he becomes chaqacterl;ed as the mildeé: and most

beneficent df the gods. He 1s deplcggd ‘as standing, in ghe celestial

L4 e ' .
NS ‘ - e - .
- . [ .

. et ’

4 g
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tree between the obelisks which symbolise time.

L]
.

Pet‘er-has many connections with death; he is hin;self in \a
a‘t_age' of advanced though quiesce;xt tuberculosis. He ref:;ina a picture
of his long dead sister in hi; room while his Ahousekeeper regards him
"with a n:ixtur. of ~r:everem:e and horror which w;s identical with her
‘ attitudg towards death" (p., 25). Rainborough feeis t;\at his closeness
to death has "the strange effect of making Saward not weaker but more

powerful? (p, 28). He‘also feelg that this fact adds to Peter's

. rémoteness. Rainborough is distressed at Peter's remark one winter

.evening: "hen it 1s so cold, I think often of thoe who sleep out of
doors" (p. 28). It takes Rvainborough a moment to realige {:hat: Pater
means the dead. Interestingly, Peter himself.feels that Rosa has a

, rever;;ce for his illness rather than a iendgrness towards himself,
Peter rese;£1e§ ﬁax Lejou} the Platonigt scholar of Thé Unicorn who is

~ -

also a prisoner of books and ill-health; Max also’ contemplates death

in the picture of his dead wife.22 . . A

. ’ "
The reference to 'resurrection!' in the quotation {8 paralleled

{ _in the description of Peter's room which resembles "an undéfgrqund

cavern" and the green plant with its tmysterious vitality" which ™s -. T

sometimes visible and -sometimes invisible" (p. 21). Resurrection is

,:noted in -a deeper sense, however, when Peter who has been -entrusted by

scha with photographs of ﬁ's childhood s;xrrbundings, revives memories
of them by showing n:he;n to’ Rosa when Mischa is gotie from her life,

.o M [ 2 - ¢ i «
Mischa ‘himself .waz very gra’eful for the photagraphs procured for him

by Peter exclaiming; ‘:"Whn't‘a miracle it is to,;fe'e'\  that after all



\ . o " ss
Peter resembles Osir{s i{n that his nature is mild and tolerant;
- _( .
he has nothing hostile to say about Mischa, for instance, when

_ Rainborough and Rosa are réviling him in his absence (pp. 32-5), 'In
Rosa's mind Peter represented the sweetness of sanity and work, the

¥

gentleness of thdse whose ambitions are fnnocent, and the vulnerability

0

of those who are incapable of coﬁtempeé"(p. 235).

Peter's conduct and profession bring' him into line with the
reference to time?3 Peter "a Ristorian. of the empires which rose and
fell before Babylon" (p. 22), keeps an hour glass in his room which

he would thoughtfully reverse from time to time! (p, 21),  Since

Peter cannot endure the wasting of time, he spends much effort writing

[y

" down "plans for future work, or intuitions about present problems, or

stranger things still, visions of the past" (p. 22). His‘ﬂqroom is

o~ 1

crammed to the ceiling with 'thousand\s of, books and reproductions all

-
s LN

dominated by a picture of Mommsen. Peter is the first of his friends

Mischa visits on his return to Englgﬁd and rhe last one he sees before -

3

" he leaves. During his visit-to see the photographs,they discuss =~ -

nostalgic ‘details of Mischa's childhood and his strange possessive love
g )

of living creatures, Fimlly,,}iischa tells Peter, "I keep my childhood

with you" (p. 209), . )

- ki

Ther'e.is, however, something very close to Peter'; heart which
Iy -

-

they do not diacuas, Peter's love fél@s’(. Mischa's approach to thi;
matter has been devious in the past. Peter is always uncertain about

Rose's att_itudé towards himself, as indeed, 'she is herself. Perhaps

. 4 - '
this has been Mischa's purpose, to keep’both Peter and Rosa in a state

-

~of uncertainty so that nothing is achieved. ‘ ‘ .




.
: . oo . The Flight" from the Enchanter has an unusua}.ly large canvas

whfle the allusive maferial 1s proportionately extegiive. An attempt

has been made to show how‘each character makes his or her contribution

to the philosophic pattern in keeping with the maiﬁ‘themes of social

and personal freedom. The allusive grouping is of value here,particularlf
in the case of tﬁééngptiah referéné?s which enable the author to give

an afl-rqund p9ctu£e of Mischa Foﬁé;hoée less commeAdable qualities are
enhanced by Calvin/Thout whilg Peter/dsirig ptOVides a more sympathetic

insight into his strange childhood and its future consequences.

[

The allusive materials for the other main characters, Mischa, /

Peter, Rainb;rough‘and Annette are clearly defined; -Rosa's allusive

. material, though suggéstiveuof‘a wider scope, is impreecise; The Rosa
Luxemburg-reference, for instanée, does not fulfil expectations.. Iris
Murdoch's Rosa is solipsistic by’nature; she resembles Mischa in
havir‘\‘gb too little understanding for the needs of others. This attitude |
lea&s‘co Nina's éragi@,death. A‘The Isis ref;reﬁces qre_also fraught .

<

with contradictions. Isis represent; the faithful consort and the
wise and- provident mother, assiduously revering the dead OQiris: remains
and watching over her son Horus. R?sats conduct -towards Peter is
invariably capricious: 'The love of*Peter Saward was her only luxury.
She never tired of,fprcing him to display it and lay it out far her .
like a rich cloth; But only when she- had first protected herself by
mockery and laughter! (p. 38). Rola'; anx;eties about her sensitive
g;other, Hunter, who i8 in her care, aée mingied,with impatiende.

The same disregard is revealed when she perfunctorily dismisses Annette

from her house, where the'lnt;er has been entrusted to her care by

-




Marcia. .
' N

Perhaps Iris Murdoch left Rosa unfinished in order to reveal

the flaw in her character. Camilla Wingfield's forthright/}ssehsment

of her appears to be the most correct: /

——— -

I'd have left yod all my money too if 1'd thought
you had any "blood in you! You've missed a quarter
of a million, my dear Miss Keepe, just reflect on.

that] No blood, Miss Keepe, that's the trouble
with you, no blood! (p. 262).

\
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Iris Murdoch The Flight from the Enchanter (Harmoquworth
Penguin Books, 1956), pp. 32-5. All quotations from this novel will

hdreafter be cited in the text. ~ -~

4

2 ]

»

Footnotes to The | Flight from the‘&pchanter

’
brl‘.

i \
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'.

W, “H. 'Muilgr,."Egyptian Mythology" in The! Mythology of A11

Races ed., 'lLouis Hebert Gray and John Arnott McCulloch,

\
3 ) e - ’ ' "
\ . 'Ibido’ pp' 24"5; ’ d §

Te
13 . 1

‘4 . ’ R . -6

. Héreafter cited as The Birds. "
; ——————

: ¢
N N

5 .

2aces (Boston:
xM.\Jones 1918), XII 24, Hereafter cited as "Egyptian Mythology"

L

2

The Illustrated Encyclopaedia of the Animal Kingdom ed. for

1971), 15, 26~ 7.

B . Lo
6 ! Ww ‘' '\\c
- a3

"Egyptian Mythology!" p. 29.

a a
Ibid., p. 33. ,

s
- — «
B

The Birds, p, 61.- . . .

- Al

"Egyptian.Mythology", p..33.° _k,

J 1& . . 3 ” \P l
\ o= \,Ibid. s Do 28. . a B '
N N - T )

11 oo, '

ubin Rabinovitz, Iris Murdoch (New York and London.

€olumbia niversity Presg; 1968), 'p. 14.
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Ibid., p. 13. ~
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.the English Language Edition P, K. Knauth, (U. 5.4,
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{ ] .
R, T, Peterson, The Birds (New York: .Time-Life Books, 1963),
- !

'

R. B, Clarke, 1970,

I
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. E.LCobham Brewer A Dictionary.of Phrase -afid Fable (London o
Cassell and ompany Ltd., 1952), p. 269. ! .
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. : Hans Andersen, "The Little Mermaid" in The Golden Wonder Book

- for Children '(London: QOldham's“Press Ltd., 1934), p."96.
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. Lewis Carroll, Throqg;ithe Looking Glass (London' Oxford
University Press, 1971), p. 186, . ‘ .
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Robert Graves, The Greek Myths (Hatmondsworth Penguin - '
Books 1955) I, 85. S N R ‘
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N Ibid., I, 225. oo
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\ mNEgyptiam Mythology!" p. 1ll4.
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22 -7 .[.'" L o -
Iris Murdoch, The Unicorn (Harmofidsworth: Penguin Books 1963),
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L $ "t
'» A Severed Head.
- ‘ .
R ¥ I . . o y
red Head uses allusiona from Orienta}, ﬁlabéi&al and ‘ . -

1 o

mpich smaller roup of characters‘than in either Under'the Net or _l'_‘l._;gl_'a_t_:_ T ) :
becomes an imiortant congid ration in t‘h.e study. orf the novel. The A "’
diéérs,i‘ty inlsourqes-extenc‘ls to each 1n‘dividual, afféc’:ting' Ehnracter . ..

] relationship and in'cident,h.ence‘contribui:ing to ‘t:h‘e/ antonish;n?g 4 ‘ o
behaviour of the smatl'lJ circle nf characters. ) ! T ?:-'. , B

Y o 0 et
- ' -
! ®

. N - K4

I3

T“pe novel is a satirical account of the struggle which certain -

o,

ego-centrie people engage in to assert power, over others in the absence

.of- self-control. Palmer Anderson a ‘succe!sful 'psychoanalyst,,is N ’ -

having an affair with Antonia, one of his clients, and the wife of '
PO , v

Martin Lynch-Gibbon; at the seme timev he is maintaining incestuous '

v

~ + ' . -
relations withfhis own sister, Honor Klein. Palmer explains to . g

Mertin that since he and ‘Antonia are not rea11y suite& as husband and
] A3

/ Wife, it wi]:l benefit all, three, if he [i’almer] live¥ with Antonia. . A

- 3

. He explains that-v‘civflised and *intelligent people like Themeelves can make

this arrangement work because Antonia and he intend to take care of Martin:

° ES
+ ¢ 3 -

You see . . . it is not .at all our idea that you should - .

leave us. In a strange and rather wonderful way we can't

" do without you. We shall hold on to you, we shall look - \
_ after you.l e o X

. & iy ‘—
'L v e ° ‘ L. . ..

-In the courée‘of Palmer's machinatiions, Martin's mnot:ion}-are a’droi!l;;

N Y




M rcin lacks individuality and initiative. He deacribés ixis

] tuation\ "I ‘was their prisoner, and I ohoked with it., :‘ But I too

. ot Y . - "
/ v ¢ - 2
- P ’

.’ ! f ’_', \ [ LU f | . y ¢ s
B \ , Palmer's vitiat".ed moralitynapparently'prevails at the outset: t. .

Lpite of his tarnished reletionship with both Martin and- Antonia,

'Mart\i'n sti-ll regards };im as his best friend (ps 3 H‘owever, as" "
\ ' S
- soon§ as Honor Klein makes her en-try, her criti sm begins to erode the = 'n

. sOphfstries and a‘bsurdities rationalised by Palmer in his dealings with ' Y

- g ’ »
,Martin. Honor represents basic truth which, as she tells Martin, is

« .
LY ld
' .

- incompatible with civilisation in Palmer's terms. - As a result of his ; -

- ’

i association wi.th!Honor, Martin gradually rids himself of the distorted
. image - of society created by Palmer and learns to behave according d&#

his true convictions. The day hé gives Pélmer a black eye, he thinks, ’

= "Perhaps if I had hit Palmer on day one, everything would have been
£

"diffe;ent" (p. 146). Because of Honor's inteﬂrention‘}iartin i8 even \

. stimulated into writing a personal account of t’he events 1eading up to

\ ‘ x, ¢

z

his union with her. Thereforne, A_\TSevered Heg_d,seen from Martinls angle, -

is thes‘tory of ,a man's eventual achievex%& autonomy .and the partner |
R e - B . Y i

b‘est suited to.him after a series of tribulations, mostly comic, arising

_ out of his social and peraonal circumétences. As'noted by dake's

{ 3

‘érs‘onal narration in nger the Net, the use of the first person iﬂh&j\fies *

Jiirtip more closely with, in this instance, the author's philosophical

theorias a/gut aspects of 'power.: L -

of°his’ relationship with Pulmtr, four years previous y: g usedato reed ot

J:
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a :;esigned melancholy" (p. 19). . Palmer whiLe insp’:ing .

'

comptet:e*and auccessful’ h‘uman being" (p. 19) does not

P

af £ectation‘

"

Martim as 4!

.

4

act as a de errem: in Martin's self-acknowledged affectation, presumably'

» il

K he likes M rtin'a ac't ‘Thi's‘suggests‘ a selfish or manipulativ-e "
attitude o Palmer"s part towards other peopl.e's emotional peculiarities.

Palmer, mo eovet, is shortly to describe his: involvement with Me/rtin .
t ,' ;' °P

and Antonia as "a dangerous adventuxe" (p. 31); th:ls man makés'

%
el -9

o prosperout iving counselling neurotib young people and "a fomidable R

number of well-knawn pq;tients" Cp. 19) If 'hi\relqtionship with Martin

[ 4

{aocus of his ‘fé’t:!e.. . Martin's relationship with Palmer may be understood

e natural products of our unnaturally Specialised

nd in the exalted position occupied by’ psychoanalysis. s
It hgs become fashionablg,rto discuss our mostgintimate

- prob ems especially-on the psychoanalystts couch. . . .  * ’
By virtus ' 6f the faith 4ccorded him by his mangled sogiety, ‘
Palmer is frequently “referrec} .to 48 a modern ‘magician,’

* o
(S s

 i8 a strongﬁ suggesg:ién of tmgic abBut fa’lmer' iris :

Mug:doch's alllusive tteatment of him tecalla the Chinese god» Mu’ King. '

PR}
*

'Th‘ie deity, ruler of the inmortals, lives in a blue and violet palace
and is the jpurest of beinga. The first glimpse of -Palmer shows him in
his consu ting room. wearing a Iooae purple govm jainst a chkql.oth of

slacks while _{:hé air

~
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T
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e . T 1n Palmé.r's house »fu::nuhinge and dress. " 'He not fonly ‘has the A P
! 3 vt ’ ’ ‘ .‘ : i 5 "«(:'V.L
N trappings but t:he mnnez‘ of an Eastern myutio m hia crypt:ic remarke T
| ' " v yoT .
- Y < , Ll")/ t
o / T ~t:o Martin such ae, "liappineas“ii“neither here nor: there“, nd of . . e e
e Anconh, . NShe 1s due to move gn" (p. 28). Théee makima 'eflecﬁ , PR
- ' somewhat debased interpretatione of Zen Budghist doctrines, one of - AT
[ ! Y 1 ~‘ t :- v },I-
. ' which indicates that the individual must’ strive for self-realization,) b
o regardless of such contingenciea as_social position, family or religious SN
-‘l :;\
Y : . . faith. According to Zen belief and practice:_ ST L ‘ L
oy ’ " . ! . “ - v . ’ - * . .’ @ - . \ ,‘ ,
4 ~ ! ' : ’ s 'e
- F - . The Zenniet whoae mind is liberated and illuminated by b u
o ’ transcendental wisdom can attain mental tranquillf ty\,\ | .
. " / ," fearlessness, and epontaneity, wheréby he can engage’ . | - se Ty
: , s . in any art or sport without worrying about gaina, R .
o ) - "'pleasures, victdry.or defeat.4 . " e
Thg:s ‘creed could be hazardous taken in conjtinetion with Palmer's
b . » 4
. . . . ‘ .
- / own peculiar theory of permissiveness., Antonie's_ moving on may be -
»
' / . " interpreted literally a8 moving from Martiq's house to Palmer's, it
may or may, not 1nc1ude ethical consideretions. It ie, theref.ore,.
- statement in keeping with” Palmer*s fancy drees, to ‘be essumed or .discarded )
- r » -
) B at will, Though he is over fifty, Palmer appears uncannw youthful, .
' . —-
Martin who "also feels his powei, thinks, MMt waS‘ impossible to pin .. s
\\\ . wickedness or corruption on to such an image" (p. 30)\. ‘ In fact, he .
“has all the requis:ltes of a suoceSSful and fashionable psychoanalyat o S
’ - 3
I . particularly the ?uality of achiev;lng pathy with his clients. ' Hie L
. N Japanese experience ‘may have enhanced hi autiful politeness, a K ]
s . 3 . . J .
K " ’ . . quallty he favours in all his~~,consu1tatione with Martin, at any rate« B
- . . o i B -0_' e . . ° - Y s }P‘i, ":'
N ) - rather than blunt: factua‘l veracity. . e , ’ .
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’
. e In her 1atebt novel ﬁe Sacred and Profane Lovg y_a_chme, SERT ’ ’,;
r S - Iris MurdOch again comentu on the limitatiom of Palmer’ 8 proﬁésdion: Y ’;,»:‘hf 5’
' o " Blaine Gavenderu i:ho al‘so& éx'-a“ctines a form of ahalyus liarlfl?psycho-thenpy “”““w
T rl Y well as aeception of his wife in connection with it, neverq%teless IR ’&%
:‘,'«y-. \ " ’ , realiees that he is some eort of charhtan who' enjoyg poWer, "for all, :
el i - .
Lo e medlers with the mind enjo;- thgt.u;’ . " He conhiders that '"His - "
ml fascination with the’ enchantéd enchenting carious ly eelf-determining .
°' ) ) "& ' world of. psyc’noanalyti'cal theory\hqe fiow \begu.?, to aee;tx eab. tobe & ‘ ' ‘
l ) ‘ " form of . self-indulgence."a .'“This_ des;:'ripti,qn'seet‘ne‘(wel‘,l-iuited to, ‘
T = Paln;er, satirically presented as all-knowing and omnipotent in the ll f :‘
B , N
affairs of hi& patients. Blaise Gavendet feela that he ought to
: abandon this form of treatment and study to obtain medical qualifications.‘ T
: L N Coe
i This is Palmer in reverse, . he has a‘bandoned medical praptice in favour ; ‘r; f ‘5‘
e o ) .of ps};citoanalysis and i'l_ow, though he gas assumegl the* poﬁegs’ of curii;g ) N
T . ‘ . :othet'gecc;[;le‘s ;leuroses, )is,.u_in fact, aus~n}isguj.¢°1ed as his’ patién'ts_. : '
. ’ Palmer glibly informs Martin at ‘the time of his affair with R N *
Antonia, nI know Antonia very well, Martin. Better in csome ways than g ,?
S, o {’J you do. That's not your fau“l.t but my p‘rofession" (p. 29) When he . o ’.
/ tells‘Martin that he is being perfectLy streightfomard <and "m:apping u ’ ’wo ) (
' ‘ e o nothing Pp" Martiﬁ counters, Mty all wrapping.r You're too c1eve1.)' , v 4
- . ' for me" (o 30.) Unfortunately, Palmer cennct conceive,_,of his patients!'. ’
l ] %ving opinimering from: those he has already ple-nt:e’d inytheir , ) o e “."
> ST m:l.nds;. more&.;er v;hen'his own: desires for, self-gratification conflict T
. f; : lwith hia suppbﬁ@d professional tenets, his tomplete self-conf.idence e
SN e ": . clou;is his ju&émnt of thone he presumes to gume. Honor ultimately ’ | .f
: woo- R P e T R
' L. praves herseii thegsuperior analyst!? her advice to Hartin, : ; '“
: ‘ e RN
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:Ti¢af‘ ‘h,appéglge of ?almor's 13, inclde tally, thot which he' eventually ’ ‘,' g g
fdllo'wa:" "Yqu do him no good ky letting hin [l’almeca off. He Wanto,

, he needa, you;:, harshnesa, your c iticism, even your violence." (p. 65). “ ' L

’
¢ N ' ) '
. -t ¥
« . .
Ve R N , Lt ", _. . . f

‘ ¢ ‘ ¢ ' ; )
~y . Y] 1

B Martln eells Georgie that. ‘l'Palmer is good at sett:ing people free"

PP « " pa 6Ya I:;onically, Georgie'a rajoinder 13, "I don't trust¥these )
S v ' * !

— pnofesslonal libetdtors. Anyone who. is good at oetzt*lng people free is

-~

L o ,so good at ens].tving them 1f weé are to believe Plato" (p. 7. "'Afte:‘

her suiq:ide attempt,l’qlmer is’ at hand t:o become Georgie's analyst, as e

}'Jh i - -

Martin watches her leave for America with Palmer, he reflects, "she w(s o "

' B A,

DU Cn e e enslaved “HBwn (p. 198)., Palmer's influence on Martin is felt:.

,

EE be hypnotic as he wills him te accept gthe loss of Antonia ﬁracefully. \\ ’, .

-~

it 1s described as "something big and formidably well-organised" (p. 31). o

»
, . . .
~ . - N o - » * . -, N N

. o Martin's bea¥tiful statueéque mothei:/wife who ‘{8 still involved

s ‘s . 1
. s .

.-, 1% a clandestiné affair with his own brother, Alexander, when she is

not coddling wMarut:‘ln, attracts Palmer's trained eye. He ex'ploits fully -

. <
a7 “.

: ) the Oedipal nature of Martin?s marriage to Antonia telling him, 'fYou

- «

5

oL . -have- been ‘a ch'lld to Antonia and she a mother to-youy and that has

. ,kept‘yo"’u both Qpiritually s‘peaklng at a standstill" (p. 29). While® °
) : : ,

* - - LI
1

the s‘ustained’use. of Oﬂental wllizsiong in An onia's characterisation

. | servéa to match her fittlngly with Palmer, t y also emphaslse this

gtatement to Marti'n. Antonia is Séminiscent of the Chinese goddess

‘ Hsi Wang Mu owthe Golden uo:her of the Tortoise.7 Antonia's b .

w « . .o -

e, 1predom1nant colonr is gold~ Kartln t.hinks that colour "t.he best general

Yo ot .
Wi ” s ¥ %

2o L, epit:her. for her appearano;." (p. 1’6). Antonia'a matlarinl and more '“

hu

stable aspec,t »n. noticeable 1n her domeatic atrangmnta as well as 1n K

'




. her over-prot;ectivg treatment of Martim the hu nometimea been tiakan
for hiu mther, which naii:her of them £inds in t.he least unflattering.

Whan ahe explai.ns to hj.m abdm: Palmer'a neu :ole in her life,.-she. ca.llu* .

i & '

Ma.ttin 'ndy child,‘ my dear childn (pa 27). ST

' “

Unlike.--ﬁonor,_ wh'é is habi;ugll& seen encumbered ;rith parcels and
« v - - . r ‘ v
tea chesta and Georgie, whose ramshackle bed-sitter shows her S N

: ‘relentlesa lack of taste" ép. 8)., ‘Antonia manages to create an 1m:egrated

.

rld out of her bousehold possessions with "res_trained fgligity" (p. 21),

+ ng matter how dften the removal men take.over. The tforﬁg‘ise reference |

° : . ' 4 °
T * is useful in that Martin 1e-déscri:_bea.as'1iving in a "bright multi- .

coloured $hell” with her wherea eorgie's disorganised establishment

o~ The idea of Martin living in a

- |

v rev als "mo such carapace" (p

shelll whether elegant or the reverse, is also Suggqs"tive of a close
inhibited existence which is, in fact, true of his life despite his

acquilsition of a mistress. He has to break out of Antonia's shell. :

av

¢

L , in or{ler to lead a fuller and more meaningful life. Antonia's

o

% . - Christianity, believes t:hat: 131l human beinga should asplre eowards,
x,_ oo . . and are w!.thin"working diatmce of a»perfect caumunion of- souls" (p.nl7).

' Martin uses t.’he term "religiosity" to describe Antonia's, pereanal

2
3 K] - ' - -

l,qoncoclti on of ethics au oppos)d to the more forml "religion" generally




- N ]
al:socut\ed ‘witl'\ the ‘1'de‘é of being bound by a set of“\rules. Whet‘her_

"one ;:ould be within working distance of such a goal is questiunablq
,exce;;t in.terms of Antonia"s drawing-rdom metaphysic., Martin explains
that a beaut:iful woman like Anto‘u whose converdation reveals |'an
undogmatic apprehension of qn imminent spiritual :Lnter-l.ocking here

v nothing is withheld and nothing hidden" (p. 17), encourages conf dences

and :emotional relationships. He _j}ights on the simple truth about \her
¢ ) ' a N
<phen he says, -"Antonia has a sharp-appetite for human relations" (p. 17).

- »

Antonia and Palmer also share an insistence on good manners and °

[} . - *
courtesy to others; appearances matter even though one .has beer guilty
of or has suffered the direst insult. In the enchanted society of
Paimer and Antonia.etiquet;e requj.rés polite conversation even to one's

wife in bed with her lover. Palmer creéb’es,a scenario, so that Martin

/

cannot make a scene; he praises the wine Martin has brought exclaiming,

"] ‘love a dormitory fea'st,‘ I'm so glad you'wve come. I've been looking
. ) )
forward to you all evening” (p. 106).

L4 < -
. . Do

Nevertheless, while Antonia seems entirely suited to Palmer
’ - - hd -
there remains another, more fundamental aspéct.of her na“ture which

-

L]

removes’ Jher, entirely from his orbit. Iria Murdoch gives her, as the

. e

daughter of a distinguished regular soldier, & name belonging to Roman

»

tradition. She rgc;u. Marcus Aurelius_Antoninua the' second century. .

" Romsn emperor; Aurelius also was not an'origfnal thinker but was .

greatly 1mp:;eudd by Greék philosophical teaching as shown in the

Mediégtioﬁ § " Antonja even wears elegdnt Roman clothes bought by Martinj
finilly,'—ahe returns, as it were, to her Roman past with Alexander, where -

pranumbl.y Qhe will futther add to her collection of objects’ d'nrt,

",
",
),
O { ¢
“ . - . ‘
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Iris Murdoch's allusive chemistry. {in .

. N “ experiences an'd people,
| Antonia's charscterisation is noticeable; she Lecomes attracted to
P‘almer temporarily just a; ancient ft\omnnl were to exotic frends from the
ant. She in an eclectic, "hppreciatiné and clinging to the aesthetic
accomplishments of the tradition in which lhe.‘.vas born to superior '

a

. - status , . . but restlessly'leekiqg beyond it and beneatl her éwn

penition for illicit emotionsl aematiom.9 ' Her marriage with Martin
has.apparently been merely one of these sensations. He comments:
""She moved in a fashionable society, mope fashionable than that which

. »
of its scandals. - Her marriage to me, whe'?f‘it came, was a sensation"

' b(po 16)‘.

1 frequented, and became, through her protracted refu:z( to marry, one

* ’

~ ’ N
Honor Klein makes her appearance at a very cru@nl period in

-

Martin's lifes, when he has recently discovered his wif s association

with 11":'f!51me.r.. Hongr can be saici :t:o bridge tt:e gap fc;r Martin between
the modern pémiss}.ve world of Palmer and the primitive, remote worid
of wild tribés and their taboo rifuals, whom she frequently, visits as
an ant_:hropol'ogist. Georgie desaribe.s Honor as hayin; ngomething

primitive about her" (p. 7). Martin echoes this statement in a

conversation with Honor herself about’ thé cx‘;l-pability of Palmer and
. . ’ Antonia, _ He tells Ho;)g;r, I am not one of ybu:r primitive. savages « « o
and I do not believe in vendettf:s."‘ The,wordJ nprimitive comes to - 7
mind :; ifé sees her: nStrained back against the door . . . she seemed

something black and untouchable™ (p. 64). ha,rtin is implying that
‘unlike tt.le wiid'tribe;men Honor visits, who go out on punitive

» expeditions against their foes, he, being civilised, proposes to BO on

o )
LR . .

-




"being gentle with his wife's seducer. - Honor,in keeping with her
deacriptiSn as one of these savages,replies, '"You cannot cheat the

'darkugods";meaning that people must be made to pay for their actions.

. .
The reference to '"untouchable” suggegts remoteness from Martin's d4dea

i

PN

of civilisation, therefore. . :

‘r

Honor's jet black hnir,/her partiality for the dark gods and .

her‘unusual combination of Jew%sh/Celtic ancestry suggesg influences

alien to those of Rome and Christianity predominating in the West.

Seen through Martin's eyes she is described on various occasions as
-"peréeptibly Jewish" (p. 55), "troll-like" (p. 72), and "a subject for

Goya" (p. ?5). The ﬁnexpected reference to Goya wouid seqa’to connect

Ho%?r's physical characteristics with -those depicted by the ;rtist in his
"series of p;intings entitled.Fatales gonsecuencias de la sangriente

'gderra gg Espdha con Bonaparte y otros caprichos enfiticos.lo

This

=

would also form a link with Martin's reference; as a military histérian, .

his reading at this time includes Napier's History of the Peninsular War

(p. 21). The Goya allusion is also apé} in the light of criticism of °

the artist's depiction of human problems at this particular period in

. X .

* history: , . T
y - Q . % ~

‘w ‘

a ' Goya's realism implies:a refusal to conform, a stubborn
* "+ ~  protest against the accepted idea of beauty . ... its
cause lay in the fact that Goya had clearly become aware

how arid and unreal the old values were . . 11

H
- - 4

a —

. ~ .-’ - {
Honor's outward appearance also suggests a contempt for Westerd

1 . ;

standards of femininity.

>
-~

\\ - The other influeﬁces aiien to Roman and Christian domination

- )

i
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\are indicative of Honor's Celtic connections, According to Anne

Ross®

We cannot accept the view that, with the coming of the
Christians, paganism died. In Britain as in Ireland,

. the old- faiths, the old remedies, and the’ old names
spelling comfort and protection must have continued to
be resorted to long after the spreading of the message

s of /the ome, God, and this can be demonstrated by the . -
penitentials which refer to dark practice, and by the
castigations of the militant saints- denouncing the
pagan pursuits of their sometimes unwilling adherents"}zl

9

¥ Honor the educated, cultured woman on the surface, calmly analysing

3
3

® the practices‘of the wild tribes she visits, 1s just as pagan as any

of her subjects of study. Her relationship with Palmer is described

/ by Martin as a fdark love" (p. 138). She herself appears to be fully

aware of the power of '"thé dark gods' when she is advising Martiﬁ that

ad/; violent man he must use violence to regain Antonia from Palmer

(p. 64). Anne Ross co:}iaces: "Mreland alone was unéonquered by

Rome and preserved her tf;ditional way of life unaffected by the social
o -

and religious standards of an alieﬁ world."!3  Honor unlike Antonia

and Georgie,does not easily allow herself to be united with Martin.

e ,
Her dress, hair style, nd behaviour again demonstrate her refusal to

conform to the contemporary or normally accepted code. She tuvn;
away from it, in fact,‘by absenting herself in strange, remote places.
Honor's sombre mien, her fog-bound entrances and exits make her a
creature of da%kness. After her silent combat with Martin in the -

t cellar,she seems to vanish into her foggy lair and Martin is
we ! .

R :
powerlebés tairecall her name. Honor's brusque divergence from
. [ .

N .

doubtful ethical standards is paralleled by a similar divergence

from generally accepted standards of conduct., The primitive'forced
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. ' . alive within het lead to a ruthless approach to fundamental problems .
. . 3 hich alarms and infuriatés Martin who 18 equipped with a 'different . \
l g, N " ! ‘; ) / " a -
(- .
- et of rules. . . p
! € / R .2 o al I W

. oy f
- N . . ~

. - o - ' Primitive and ruthlesS» exercise of power by Honor is in -

L

. 0

. ; ‘ o keeping withi the salient points of the Medusa legend partially .

. prd .’ech’oed A\ titie of the novel. The horrid femAJ,e head faseinat:es
<5 ‘ “:'5-&, ' end then inevit:ably pet‘r}fies the onlooker. ,Whj'.le Honor is not: '
t : .f o . 'monstr"ously hideo:is, she is definit"ely unprebossessing, " She al.so‘ -
' ‘ Y- . .
‘ap’pears to be as dévoid'of femininity as i_"the~Meduse Head ber,e_f:‘ . LN
g. : ’ "o of fts fema‘ie body, in rfact, MaFtin’s humorbus description of her, .
' ; L 2; 3>fem§1e don fesembling a haystack though harmless, is sexuaIly i.; ‘ ' v

.
a

o . ’ ‘unflatnering. . 'Ifhe Medusa-like natur% of her glance is notecf on ) )

3._,, -5 i

I8
Y8

-

. ‘ several occasions ; when she first apyears at Liverpool Stre&

- -

L S

- -

station, her glance is described as "animal lik‘e and repellent" K : - >

N T e . -

. " .(pi-55), as she :.ronicall.y refers to Mar/Ein's role of cuckold. . The A

3 e v v |

o , - reader as well as Martin becomes immediately and uncomfortably aWar,e’ CTo ‘
N . ") v - ° ) |
\

e . of lﬁmor as: the shrewd releatless observe,r with penetratmg insight. )

a ), - 2 ~ 4 < -
s . - A - - v =
v, - ot - -

. N .f"‘v'x)‘_ ' N ' -
. . v As the novel progre*sses, Honor ‘becomes’ 1ncreasmg1y ominous - ‘
i - ¥ | . ® A0 [

Lo T “to Mertin as a power in- his affairs. In fact, by the time that she Lo "

S A o ' describes herself as "a severed head“ that is after ti{e“Samrai N ’ .
", r -a 4

@ 3 ) ™

™ P swo;;‘d episode, the 'scene in the eellar and the Cambridge incident ,‘— D
o - bot .she and Martin realise f:hat she has gradually\%become an object . bt )
e .- i IO . :

A - 1

o
e ¢ of dreadful fascina@ion for him as we11 as a mysterious source Qf‘uf I \B
H . ! . 5 R . o

o ¥ .

. er I:ic agtrac%tioq“ She tells Ma“rtin: A o . ce .

. - g - e . N .
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. novel _was The'Golden Head.

a
2

s " s N R s
) s . . A be

.
BIENRIE U n ek magms o am e e e e r £ g b b1 e

A " ~ine v & iy waray
.
. .
' . caw/ . “ '
o ‘ i g “w

.
o . -

TRy e e W

~ ;o . '72
'Because‘qf what 1 am and’ what you saw, 1 am an object of “
fascination “for you, I-am a severed ‘head such as
¢ ' ~primitiue,tribes end old al
) annointing it with oil and @y ng a morsel of gold
'upon, 1ts tongue to make it utter ptophecies. And who Co
knows but that long acquaintafice with a severed head ‘
- might not lead to strange knowledge (p. 182). .- Co .
- . . @ /

There is a close connection between ;his stetement'and Freud's

sts used to use, .

3

descrfbtion of the rites“practised by primitive h ad-hunters of Barneo
who paid the’greatestﬁrespect tor their head’trophi addressidg them =~ .

"with the moest endearing%‘ames -in their 1anguage". 14 Burmese legend

"o o,

also provides an example’ of a tragic queen who leapt on to her

,-

brother's funeral pyre after he had been murder by hex husband, -

- .

The heads only remained; they became powerful spirits dwelling in
A3 I 7

a Magnolia tree, descending at intervals to kill people. In their

s

o

memory, two golden headé enshrined in a_ténple were exhibited annually

~ 3

in propitiatlon ceremonies.1$ Interestingly, _among‘the titles

¢

; oniginally considered by ‘the aathon during the’ throes of*gomposing the

~r v /

This choice of title welild have

empha51sed thé Wrong theme,-considering Honof'sad&rk colouring and tﬂe
* hgy
Moreover, Antonia's

n

oonstant‘references to Antonia's goIden h:rr.

(N
ﬁnally dominates both him

- T e o

influence ov@r'Martin weakens as Honor's

)
-

and the novel. The reference‘to propheckes may be a partial

A

explanation of het role;' she has a seer-like quality in her adviCe‘

to Martin about the necessity of changing his tactics. Her actions

also lead to a ‘new order, In any event, Bonor's seldeescription and its °

IS N [ - Ve, ¥

(3]

afffhity wiﬁb the Freudian .and qumese references tOgethér with the _;A'J

hedusa connecgion, points o .the w§de1y held belief in the magical

qualities~of Severed heads, o z'°, ' Co e ’
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. 1959 end later included in het'work Pag elt;g;ﬁritaip"Anﬁe Ross. B

- siiggestsa: "The human head was regarded by the Celts as heing“symboi}c“‘“
oL } oL 0 o
- of divinity and other world powers“}8 She also deScribes Etruscan * .

ry

‘burial urna beaﬁing an' ornament in the jorm of a human head. Cult

oy

. stones from Germany are phallg}d in shape, with decorat ons~of

¥ Etruscan o;igin, and are surmounted by a single heX{ s gesting a- * R -

uniting ‘of the symbolic head as representing the enttre persony_and
N i |

t phalloid element. ‘It is surmised that this union of the head and

- allus is a Celtic deve10pment. Anne Rpss further states: AThe fact Ce
= . }

Y e G

that for the Celts the head.Was seeminglyttﬁ; centre "of the life/force

v 9 -

-capable of continued indeperdentllife after the dehth of the body, B
._ o ? " . R
-strengthens this sup,position"19 Alexander's discussion with Martiﬂ

.. ‘
o e
! - N |
L

' about the Sculpted héad of Antonia in his studio. evokes this 1dea Ve
¢ ' ; |
expreésed by‘Anne Rose; "All the same,°he;d3é§re us most of ali the : *
« b AN - »‘lv ) i .

= ” . - ﬂ
apex &f our incarnation, The best tHing about»being God would be. [

3 .
s

: making th:*heads. Martiﬁfis fltﬁat ease*~~ﬁntoniaﬁ§«"swayingebody“ <. S

is missing. He feels ‘that “the head'alone 18 '"an unfair advantage, ag - i~ .
illicit and incomplete relationahip." Alexander concludes, "Yes, T L

.

. perhapg anéohaession. Freud on Medusa, The“head“cah~represent the“‘””l“"“““*q?
- “\ R ;‘_,

female genitals feared not desired" (p. “44) . Fteudian theory duggests Ce e,

o

o’\

-

- ‘y

~that the chopping off of Medu:a's head symbol}ees the castnated female
b B ‘ "

-
? !I &
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" * . In view of Honor's. frequently stressed unfaminine appearance, .
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1t may be difficukt to imagine her as eﬁciting physic41 desire.

instance, when she méets Martin at the station, her :bo
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* - as "a headless sack" her head being outside the cdr window.
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' For
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_The only'

sign oﬁfemininityis"the plunp curve of her calf clad in a thick brmsm Co

and white kqitted stocking traversed by a. dark sean"

seam reminds Martin ‘for an“nstant "that shé was a woman" (p. 57).

Henceforth

appear exotic, unlike either Antonia or Georgie with their’ more

. .

conventional standards of beauty.

;li-'

2"

Honor's physical attributes are stressad, she is made .to
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straight oily hair, a lustrous black sat like a cropped wig about

her pale;rather waxern Jewish face. Her narrow eyeé 2re like two_

black chips" (p. 63).
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In the Cambridge bedro cen
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That curving

Martin sees her thus:® fMer short,
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are made to appear~uncannw. "Upwards she wa as tawn%)and as. naked as

. 0

a ship's fi

¥ ¢

ehead. ‘1 took in her pointed‘breasts, her black shaggy .
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bead of hair, ﬁer face stiff and‘j:Bressioniess as carved wood" (p. 128)
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to enable‘him to come to fuli sexuai maturity.

true sexual.develepment in his marriage to Antonia, a motherafigur
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destroYer of her.qpciety's sham rationahity" 21 ' br‘while=rid1cqling | ﬁ -
Martin'q sheep-like suéferance of his wife's philan&i ing éigh her ' ." . kbii
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‘d scloaing the shabbiness of‘Martin's sffair with Georgie to all ' ‘; ‘ :
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erves the way Honor operates_as a power figure, ome ' ..
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is conscious thag her pléns ma:eridlise with militdry precisioﬂ; . no
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time 1s lost between observation of ' the adversﬁfy's mgves and her own

~ 3 " . - -

counter attack. As soon as she learns of Martin'§ liaiSOn with S oo
"y P

Georgie, she informs Palmer and Antonta.

Her conduct towards Other N
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characters and particularly towards Martin,recalls details of a Celtic

.

'diyiniay ‘oF formidable woman named Medb: £ ‘

N i 2 e
Herx” divine origins are suggested o by her stran © -
dominaence over the mal . < she caﬁ’r n faster then ‘. : - .
the swiftest horses, and ‘the sight of her is suffigient

to deprive men of two-thirds their: strength. RGN ,

/She takes part in ba le with weaPons instead of | d

. . o o !
- influencfhg the outcefe by magic‘and incantation, Her - " .+ i .

L tonforts, are ,many* and she discards .them’at wiﬂl’ N A
. Shé™Has insattable” sexual capacity,. ~ She'is, 1n fact, PR B
) * the comglete Celtic perSoanication of the mpther-warrior ~ " .
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-/ object. -Freud also efplains%is situatiom "We also know that = - , :
; ( o/ 0 _anyane “who has violated 4 taboo. by t:ouching something which is taboo, '
PR A S becomes tabog himself "and no one my come into contact with him."30~
i ' Marti’n now: feeg /drge'ntly drawn to Honor whom he has: touched without; ‘ '
- really achleving physical ”contact: in the wcepted sense. He ‘&plains'
e - - /-
: "It was as if the extreme untouchabilit’y, which with a kind of repulsion
‘ had earlier felt.hey to possesg, had cdst,  on thifl sacrileg;ous .
) ’  otcasion, & cloak about her. It was as if I had not really touched 8
5 Sy L. o * - - : (R . k¢
. R her‘h (po 12'2)00. - - "-' - ) ’ ' 4 X “g ‘
/7 ' ' . . o : .
o » -l. ‘ ;h . " N o ‘ i \i Y : )

£ . o " .. . 1Iris Murdqch describes Martin‘s relationship with Honor in ; A
SR -&fcaggerated terms, making it appear that he is powerless to. resist her o

R ] ‘. ) , .

o s, n' terrible magnetism. - TAs Yre reaches Cambridger:he feels, "'l'he force that . -
o \‘ co drew me now toWatds Honor impoeed itself with the authorit;y of a ) ] :,
:-_LN\: " j, ) ) . . S . LS ,:“:
SN : catacl}'sm" ('p. 124). After' seﬁing her with Palmer he feels "cursed - -
;M LT isor Ij.fe pke meﬁ who have %l.ept: wu:h templ’é prosefcu:es and visuéd L
o by a. go&desg canﬁot touch a wgman -&fteﬁv (p. 138). ”, By comparison, SR

.?‘,’\-v--',‘ ¥ :J’l¢f’:¢’§n:’ «;, o - ‘1,"’1 . , ; ", . J ,‘ ‘n y‘( ,{‘1&

Marti.n'a r,glatiqm wit’h Anécni.a seem‘ ‘ﬂ

.‘ A i‘h
a g I -
‘
Q

y e‘nd

wtth‘%ﬂt&#-«z?‘eﬁphmu
AT B e
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R Mﬁrtin sees her as a woman, -He is appailea'at the ides of her 81
s | already poaaessing @ lover -’‘particularly her ows brother: '"In any

L womg’ this cogld be,‘if‘if'éxigcaug no trivial passion, and in such a

. , A [
3 . - s * - -’

.. woman this dark love could not but*bé something of colossal dimenaions"

1

(p. 138), anud'sjtheéry on the bredking of taboos ip stated thus:

. o ) "Theiresq}t of ‘a violgtion of a taboo depends partly on the strength .
o . . < of the mig;chlﬂinfluence inherent in the taboo object or person,
T ) ' ) , ' ~ f ’
©  partly on the strength of the opposing mana of the violator'of the

‘ " . "+ gaboot,3Ll

—

The feabible means of assessing the strenguh of Martin ;

- .,7,

- as violator of Honox'g taboo 1s to study his déveloping ability to

3 i - o

come - £o terms with heér context of taboos and primitive forces. - These

> latent grimitive fortes in Martin gain in strenéth’ak'his association
L

\

: . '

s ., . -
\

\

with Honor'grows closer. They become dbmiﬂanf over the traditional

* 4 c — .

E and conventional.ones which have hitherto placed him under the swaydof
| . C s, . 1, s

Palmer; he realises thgt good faith is superior €o mere gdqd manners.,

» ° LY . -
. N - ‘ -

|- , Honmoxr Klein recognises the existence of these primitive forces

[y

’ S | . ) ot
. - . - in her early criticdl discussion with Martin concerning his "soft

} N !

»

f

|

| . : : ,
. .. . behaviour" (p. 63) in the Palmer/Antonia situation. This elicits
- " 3 ¢ N . B . f - ) -
| Martinds reply: "If I-choose to;“y)civilised it is my owx affair”,

| ‘ )
|
|

™ . )“ - R N

o & ! - You gre &:viqlent'man, Mr. Lyﬂch-Gibbon. « v e You cahnot cheat the

o - ;:1 ‘ a v M
» R . - . . I <oy N

/-dark’gods. . e .‘E Sooner or Iater you willghave to beéome a centnur-_

a

‘,and “kick your way outn (pp. 4-5)"~ Iria Mugﬁoch-%hows*uartin fn .-

-t

T

'
‘

complianse.Vith the ugly gllusive force

isd 105 hia nhme "hynch", taking
juqtice 1nzo hi; ‘own hsnds by direct;ﬁﬁy;ie 1 conﬁrontation*with PR
*’- A uf 2 A fw J * N
Ggqrgie,Jhonor and’ﬁalmhr.\ »;F ts
12 £

SR
, ‘;‘""}1 o,‘h.
i

N -~ by “
4 & {_’ﬂ,a? (-
s S8 [

AR
g * ) vl
. :

Y i Honor*s ans%er is:  "Truth has beén lost long ago fn this situation. S
. e
-In such matters you cannotjhave both truth and what you call civilisation.~



* D
[an
R e

. s - up for himself-which eventulally unites him to Honor after she-has - -

.

v L]

P

. —Uemolished the inaidioul soclal values in her milieu., These values

. [

: aéply to the Palmer/Antqnia epi_sodes;‘ both characters are ird'lically

-

depicted posing together in 1dy111cqséenes suggestive of married blias SR

’ (pp. ~10'5-I6). During kheir entire association they are deceiying each ‘, Lo

s ‘ 0o ' .
other and Martin; Ant‘o ia sustains her affair with Alexander; Palmer . \

- is on imtimate terms with Homor. In addition to the Palmer/'Antonj.'a‘

“
g R »
“

eguences the novel has ma}ny outstanding theatrical scenes such &s’ thew )

.
. Lo g
.

studio episode at R}mbers and the Samurai sword exhibition. In each .

Y

. . of these instances,the 'force of the allusive material would be emph‘asised

*in a dramatised version of the novel.32 ’

. ] ’ ! " ',\eill 3 [} ' . - "'”
T - 1f, therefore, the novel with its bizarre scenes and histrionic . .

. episodes is intended as an attack by Iris Murdoch on the shoddy o

v
;.

standards in human telationships ‘among so-called enlightened people;

y the weight of allusions te military power, primit’ive, Oriental and
. 1 . . ’

Gibbonian, is largely instrgment'al in making it succeed.

» H
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1 \ , o ‘
. "Iris Murdoch, A Severed Wead. (Hdrmondsworth: Penguin Books,

1963) p. 31, ALl quotations frog A Severed Head will hereafter be

cited in the text. . , ' N '
. S . , ’ ‘ S 7 ,

Petet Wolfe, The Disciplined Heart: Iris Murdoch and Her )
_Novels. (Cojumbia, Misgouri; University of Columbia Press, 1966) ‘
. pp. 139-40. Hereafter cited as The Disciplined Heart. L

’ 3 @ ‘ ~

.

Howa&i German, '"Allusions in the Early Novels of Iris Murdochh
in Modern Fiction Studies: A Critical Quarterly (Lafayette, Indiana:
The Purdue University, Department of English, Autumn 1969), XV, No. 3,
374, . Hereafter cited as '"Allusions,in The Early Novels of Iris Murdoch'.

4 - Ly h N ! ©
Encvclopaedia Britannica (London: Williﬁ}n Benton, 1973), 23
957. 'Hereafter citgéd as Britanmnica, ’
S et ) : .
. Iris Murdo¢h, The Sacred and Profane Love Machine (London:
Chatto and Windus, 1974) p. 13,

. 6 . - .

* * _Ibid‘." Pp. 13-140 . . »
7 ‘ ) oL

"Allusions in the Early Novels of Iris Murdoch” p. 374, :

1

. 8 X o ’ " ".f‘-
Britennica 14, 858. o :
9 ‘ | T h

o Alice P. Kenney, "The Mythic History®of A‘éevered Head' in
Modern Fiction Studies, XV No. 3. p. 390. Hereafter.cited as 'The’
s Mythfic History of A Severed Headll. °

\ * .

T 10 ’. + /.‘ M o | » .
a ¢ + .
-+, . Robert L. Delevoy,, Goya (Logdon: Heinemann Ltd., 1954), p. xx
‘a . oo " - .
11 o - ) T ‘
Ibi:dc . ¢ r * .
“r . o 6 ° &' » ° ' Te—, [ ‘~1 ' °
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Lo Anpé Ross, Papan Celtic Britain (New York: " Columbia fUniversity » .
. Press, 1967),"p. ?1 Herea‘fﬁt_ed as Pagan Celtic Britain. . R ‘

.
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13

U Ibtd., pe 17, C 0
ISV . P ’
Sigmund Freud Totem and Taboo (Harmondsworth:
1919), p. 47.

Hereafter cited as Totem and Taboo.
15

L]
’

Louis Hebert; Gray 'and John Arnott McCulloch ed.,
of All Races (Boston:_ M, Jones, 1918)
16

Penguin Books

The Mythology ’
, X11, 342-48,

- N
J
, /

William M. Murray, 'A Note on the¢ Jris Murdoch Manuscripts
in the University,K of lowa Libraries' in Modern F
XV, No. 3.; 446

ction Studies.-

- i i —7
17 -

FoooT.
"The Mythic History of A Severed Head" P 392.

~amo

18

Y

Pagan Celtic Britain p. 61.
19 - .
Ibid., p. 92.

2o'>'l . ~
(New York:

Ernest Jonds, The Lifé ard Work of §_gggnd Freud *
Basic Books, Inc., 1957),

35 258. ,
[ : ‘
21 ' / . : ‘
The Disciplined Heart p. 148. | o, .
—22° o '
) Pagan Celtic Britain pp. 223-4
\i-/ dé

Britannica 19, 986.
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Brewer, p. 1049, - o
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Pagan Celtic Britain p. 20

Losen Coltle ot Yoo
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Totem and Taboo p. 50. '

) N 30 ) . / ( . aq ) _
' . °Ibid., p. 38. . ‘

3

N ° 31 ’ :l/ EEES

~ Ibid., p. 31.

32 . : . . y y -;K&)v # ¢ N A
* Iris Murdoch has collaborated with J. B, Priestley in a
dramatised version of A Severed Head. - ' .
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. a  The Unicorn ) i . . '
¢ . ° A
' Iris Murdoch has compared The Unicorn to the novéls- of éheridan, .

) Le Fanu which it resémbles in a number of instances. Whht\v. S..

. " . o *
Pritchett writes about Le "Fanu's works is true ,of Iris Murdoch'!s novel,
. . e . A \

' ‘ ‘with regard to scenic baqkérouné and psyghélogy: ‘"Anglb-lriéh society . °
P . . .

.
-

. « . was a guilty society, Insécurity and bad memories haunted it. . . .
0\ ‘ ? 7 R L]
R " In Le Fanu we are frightened at the sight of effect following cause; we .
- - ’ ’ . ' N
3 - o~
get a glimpse of the iron of nature. Guilt is the'ghost in Le Fapu, . . .

- »
1

. . . - o~
The secret doubt, the private shame, the unholy 1oyeJ scratch away with. .
malignant patience in the guarded mind, . . .- Self-destructiona

1

is the : .

. end of .these stories; -.and guilt drives us to kill ourselves,

S

- v . [

Gaze Castle and the surrounding countryside somewhere on the

Irish coast, are uncanny and hostile; the people at Gaze are strange,

- . v * 3 ="y ‘/
5 secretive creatures with good reason, while Hannah Crean-Smith, the -

' cHatelaine with a mysterious past, is koown to be a prféoner whose ' ‘

¢

gaolers are Her relatives and friends. While Iris Murdoch'!s horrors
e . B a

I - ’

and hauntings are hinted at, not visualized, as in Le Fanuls Carmilla -
~ L4

. for instance, the influence of the supernatural is felt by anyone
. 3 )
venturing -there from the normality ‘of the outside world, both in the
- , \‘ ) N 3 » \‘ . by
weird shapes of the countryside and in the gloomy rooms of the house

g . R . ‘
‘ itself. . - -, ) - .

¢ -

<

: Hannah's abstention from society appears explicable in Freudian
- '

jJ N . . _~‘ - o
terms as an obsessional guilt neurosis, ledading to a recourse to

. » -fantasy in order to avoid confrontation with unpleasant. réality.

=- ¥ According to Fréud, for those suffering_from obsessional prohibitions:

A S
' "An external threat of punishmient is superfluous, because an inner




o ¢

certainty (a conscience) exists that violation will be followed by
finbearable disasf:er.”2 Hannah's withdrawal from society into an almost

° ?
contemplative life,recalls Catherine Fawley's circumstances in The Bell
Mhile her refusal or inability to leave the grounds of CGaze after the

- strange incidents relating to her husband's accidént, seems explicabte .

-, -
4 »

5 s
in terms of these Freudian 'principlesé Freud also states: 'In the .
2 ;

<. . \ 5 .
neurosis’ there are drstinctly acts of compromise which on the one hand
p .

. .

may be regarded as proofs of remorse a@d efforts fo expiate and similar
- ’ ] .
actions; but on,the othet hand they are at the same time supstitutiv
5 %’ “r ~ P *
. 3 v . . /] . ,
actions which recompepse the impulse’ for what has been forbldgen. It is

’ Iy [y s "~ ’ *
a law of neurotic diseases that these obsessive acts serve the ‘impulse oo

)

morq‘ang more and come nearer and nearer to the original and forbidden !

3

9

act." ., The expressi®ns 'more and more!" and-'mearer and nearer''ssuggest
. Y Py '

the inexplorable sequence of events-at Caze up to and including the

! ‘

sensual and fatal incident with Gerald Scottow which in itself parallels -

Hannah's previous relationships with Pip Lejour and/or Peter Crean-Smith.

'

The shooting of Gerald may indeed be the eventually successful. .

culmination- of a death wish on Hannah's part towards Peter, since -
. - e L ﬂ’ ~
A -

according to Denis Nolan, Gerald and Peter have become one and the same

at that point in the novel, ’ k ¢
6 \ '

e

AN
. Despite the fact that the novel owes much to Gothic romance
4 - -

- {
ings of the nineteenth century, particularly t¢ Le Fanu's Carmilla

influence includes referefices to.courtly love traditions and the legend

- =
1

of the sleeping beauty. Howevar, there is clear textual evidence that
»
. R .
the unicorn legend is the dominating influence., This is made clear in

I3
1




Jexamining the allusions in the novel. 1Its physical peculiarities, for

o ]

a.conversation between Mgk ‘Lejour the Platonist philoso?her‘énd .
" B Y - . ° ,/J N &‘
Effingham Cooper, when Max ‘dgscribes Hannah, the central chafacter:

"n'a way we can't’ help using her as a scape898t,’ .
In a way that's what she's for and to recognise it is
to do her honour. She is eour imagetof the significance .
* of suffering."” . o e,

L4 i N [N o

"I'm not sure that I understand,! said Effingham.

"I know one musn't think of her as a Legendary créaturey
a beaut1fu1 unicorn ~eft / -
"The unicorn is also the image of Christ. Eeplied Max] <
But we have to do with an ordinary guilty person." ¥

-

- . a - LN

Some’ discussion of the unicorn legend will be'helpfd}“ih ,

s
instance, demonstrate puzzling contradictions in the beast itself:

o

described as: "A mythical and heraldic animal represented by medieval

' A hd

writers as having the legs of a buck, the tail of a lion, the head and

<

body of a horse,sand a single horn, white at the base, black in the

mlddle and red at-the tip in the mlddle of its forehead. ' The body is

- A
”5

white, the head red, a%d the eyes blue. The physical complex1ty of

4

- /
the beast paralliels the speculative approach of Max and Effingham,jn’ their

assessment of Hannalh., A further interesting contrast of quaiities is
revealed in a quotation from a médieval source: - g

I 4% . .\"'
It is the only animal that ventures to attack the elephant;
and so sharp iIs the nail of its foot, that with one blow
it .can rip the belly of that beast., Hunters can catch the
unicorn only by placing a young virgin in his haunts. No -
sooner does he-see the damsel, than he runs towards her,
‘and lies down'at her <feet, and so suffers himself to be
captured by the hunters. The unicorn represents Jesus
Christ who took on Him our nature in the Virgint's Womb,
and was bétrayed to the Jews, and delivered intd the hands
of Pont%us Pilate. 1Its one¢ horn signifies the gospel of
truth," ' .

’ : . .
. ” : : : s ¢
A +
» n -’ + T .
o




-7 - ) . 89

e \ T _ .
in medieval times its horn was connecFeH with the horn of the

-— K

cross and also with sexual virility, The animal was also associated
’ .

!

. Q [—
-

9 »

with purity since it could only be captured by a maiden. - The mingling.

4 .

of sex with virginity is seen in the unicorn tapestries presented to ,,

Qpne'of Brittany who had previously been married. - The same is true

L]

of Hannah technically, since though Peter's wife, she has also taken

Pip as a lover. In the study of magic and the occult: "The Unicorn's

most vital function has been as a symbol whether of power or virility,

8 R s =t
or purity, or the combinatidn of opposites, of the male horn and the

female body. Many modern interpreters regard this last role as the

critical one and relate it to tHe symbolism of the soul as the spark

o

<

of divine light in the darkness of matter and evil, the body, and to !
. o - . o0 R
the concept of the hermaphrodite as the perfect union of Opposites.v7
. vy .

_While there are many references to the unicorn in medieval .

literature and hefhldry:-oée of the most vivid representations of the i
. e
unigorn theme is found in the famous late medieval tapestries at the

v - -

Cloisters of the Metropolitan Museum of Art in New York, scenes from
P ~ - 5 - .
§ I X, I o f ] -

'S o . ~ . .
which seem t@ bear some resemblances to gpisodes in the nevel. There
; ) ~ s

. a i

. A . . . . 7
are stx tapeftries and a few fragments.of a seventh made for Anne of -9
N , , .

. S~

N

Brittany (1476-1514) to celeb)aié her marriage to Louis XII .mn 1499.8

- . - 9
v ~The first tapestry depicts the start of £he hunt. A young man
T * * - -
moves off with companions while huntsmen check the leashed hounds,

L

waiting for the signal to be given by a small figure in the right hand

~.

corner, who beckons his followers, probably to announce the sighting of .

N ]

0 . . . .
the unicorn. There is an air of expectancy in this tapestry similar

i

-

' & s
to that at the opening of The Unicorn. Marian is a young person in a




. R
. :

-
strange place in search of a mnew eﬂflqyment, she and the reader share - y

2

‘ a feeling of apprehension before 'the runknown. ' When%% arrives at

- -
‘. .

. Gaze Castle and.enters the chilly c{gaWLng room: "The room felt watchful

and she almost feared to find thaﬁ she had overlooked some person

- i

L]

standing sxlently in a cornerM (p. 19). ‘ ' .
~ /ax .
a s .o
. . - 10 ¥ v
. . The second tapestry =~ shows the unicorn surréunded by the :

! t
[ [
“ - s s W

. L hunters, knéeling and dippir}g/ its horn in a stream flowing from a

i P . e
fountain symbolising eternal life. The unicorn is -a strangely

L3 ‘,

7 ‘"beautiful animal with a long ‘horn springing from the middle AF its
,forehead. Othet ar‘xlma*}s in the scene are a lion, lioness, panther,’

(‘ i - 7 - P

civet, hyena, stag, t¥o rabbrts t;wo pheasantg, a goldfish and a swallow.

5 \]

[} ' /, . , 1

. -7 There are fbur points to note in comparing the novel episodes

'

with the second tal#pestry./ First, the strange Beauty of Hannah: "ShaA
has a tangle of reddlsh gold ohalr and .eyes of almost the same colour."

‘(p. 23) Secondly, Hannah's addlctlon to whisky; whisky means 'water
; : . * o
of life'- in Ggelic. This is an irbnlc paralle{ to the fountam of
eternal life depicted in .the. tapestr ‘ Hannah is frequently seen .
| ) - ‘ R

's}(y, it is for her a.form bof ésc'apism. *. After_ Mannah's .

[ 73

drit“tking fw
death Ef ngh'am drinks wh:.sky from the~decanter insher room: Vit tasted
(' ' A ° ] e “ v ]

’of Hanr h" (ps 251\}.; Thirdly, there is the notion of capt"iv:Lty apparent .

in- both tapestry and no%l aannah welcomes Mar;ian, saying: I'How

- / N ’

wonderfully gopd of you to come. P ¢ do h&pe you won't mind being R S
) .

"impriSO n¢gd with us here mg’._les‘ from anywhere! (p.. 23). Just as the

- - .

unfcorn is-surrounded by hunters, Hannah is surroundéd by guards; Denis
s Marian that Gaze is a-prison and Hannah a prisoner. According to -

| .
/ A - . '.
' ‘ Denis, the gaolers are Gerald Scottow, Violet and Jamesie Evercreech

B % } s ’ -
-
v ~ - B I

- v




' - 91
himself and Marian (p. 59). Hannah has been confined in Gaze £8r seven o
‘, . ' 'years ever sirice her husband discovered her relationship with Pip Lejosur.

k)

There is also a definite reminder of the captivity/hunter motif in ™

S

chapter ten when Alice and Effingham encounter first Pip, thep Gerald and
Jamesie who lave been huﬁting on the moors. Pip carries a .brace of .
_dead pﬁeaéan;s? Jamesie two rabbits. When Gerald remarks that Pipphés
two of Mfgn Crean-Smith's fine birds (p. 853, Pip, as at’a pre-arranged
. signal, immediatéiy hands them to D;nfs also present with Marian.’ We

are conscious of 'a clear link between Hannah and the .hupters in the novel

Jjust as we are conscious of the hunters in the tapestry.

Fourthly, there are frequent references—at least thirtye=to :

» . . gold in association not only with Hannah but also with Denis; these

come from a nge obscure source éonnected with the unicorn. In the

T symbeRism of

T e

lchemy the alchemist must free "the divine é@irit of light

. . . E
. from its prison of darkness by transforming bagse metal into gold by

- ‘ means of the philosopher's stone. « . . Mercury, the 'male-female', .
DR . ' - . . . _"' -
- ' the androgyne, was an essential element in the work, and the personification
- nll

of Mercury proclaiming gictory over darkness, was the unicorn.

¢ . . ‘ -,
It seems clear that the symbolic gold colouring- links Hannah
- with Dennis who has also been identified as a Christ symbol-or unicorn

Pecause of his interest in fish (p. 198), his kingfisher glance (p. 41),

‘ his age (p. 201), and his hatred of the Satanic Gerald (p. 229). With

regard to Hannah and Denis, the colour varies in strengtg according to

. i .
the trend of events or the emotional stress. ° The first. time ‘that we
N R -\ \

see Hannah she is wearing éolden yellow and her‘gélden eyes are frequently i3

&

. ' referred to. Denis is first seen qarrying a4 goldfish; when he leaves

ae




1

3

'
Gage fqpkygri:h? i;‘discernible‘ggainst a goldeg\yellow hillside.

-]

v 92

After Hannah's*body is brotight hack from the cliffs the sky is "andirty

:'light yellow (p. 247). During thHe bitter discussion about Hannah's

* . - ~ -
estate, Effingham notices: Hannah'!s old yellow gown in a corner; naturg
4 »
‘itself seems to be in keepirg with the personal strife: - "The- sun was

burning the sea, seagring it with a long, golden scar" (p. 253).  There
is Ma yellowish light in the roém”‘(b. 253) as‘Effingham gazingiat the

5
s

. three corpses, thinks of Hannah. ° l

o~ -
.

. , Hannah's colour loses its strength as her being recedes while

Denis's gains An warmth and brilliance as he travels upwards and away )

° '

from the influences at Gaze. Marian and Alice watch Denis's departure

*

with Tadg: "A 1ittle later, much farther up the hill, they saw the

¥

golden dog streékiné“upWard in’pﬁrsuit of the man uitil both were los%

a

‘to view in the saffron yelléw haze near the skyline" (p. 264). If

Iris Murdoch's use of the aureole in’ connection with Hannah ‘and Denis

signifies;aform‘bf beatitude, then Hannah's faded brilliance may well
be indicative of heq'fali frgp gltace, Denis's deepening radiance being

symbolic of increased spiritual strength. . W

L]
)

In the third teipestry12 the unicorn tries to escape but spearmen
@ ' - .
approach on all sides. We know that five years previously Hannah had

attempted to escape with Jamesie who was thrashed by Gerald. “Effingham .

. * - ya
after witnessing Hannah's hysterical outburst during the musical soiree

* .

is ready to join Marian ih,reseuing her, Unfortunately,the attempt is
foiled by the near collision of Effie's car with Alice's. Hafnah\

returns to even stricter supervision because Marion is made to promise
‘

that there will be no more attempts gy

»

ol

P~
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i The fourth mapestry¥3 shows us the unicorn at bay. It turns
. ¥ s .
o . ey e
. _ fiercely- to def itself, slashing put with hoofs and horn. . A small

. . 4
- K e

hound is badly gored but other dogs conginqé the chase undaunted.

XY
s

» ﬁannah is obviously terrified at the news of Peter's imminent arrival.
. i Ay

= Gerald dominates the events, treating both Hannah ‘and Denis with

r 1
- 7

violence. There is much confusion; though Hannah is not visible

. .she is obviqusl} at the centf%dgf the conflict. - She 1ater:exp1ains

-

her conduct with Gerald to Marian: Nt 'made me temporarily mad and,

1

- ' the conséquences do not pass' (pp. 215-16). Denis feels that Gerald
' . : [ .
. and Peter are oﬁb:~‘”cératﬂ ié Peter now,. He has Peter's place, he

is possessed by Peter, he even looks like Peter" (p. 229). It is now

> »

. R 4 .
- that Hannah finally lashes out at Geraldy shooting him; in doing so,
a e .
she<reueﬁis abruptly for the first time in the novel that she is

capable of extreme ferocity coupled with efficiency when under preésure.
One critic comments: 'Hannah has ferocity in reserve"t4 N6 other -
- . 1

*

_ member of thq‘iommunity has been able td overcome the burly Gerald,
physically, at any raté. The suddenness of Hannah's® action resembles
sag s~

" the speedy thrust of the unieorn; ironically, Hannah with Pip's gun

)

‘ : despatches Gerald who has previously Betrayéd Pip and herself to Peter. »

r o '

In the fifth fapestrylﬁ the unicorn is captpred‘by the maiden

in the enclosure. Marian, who by this time has made love with Denis,

" 1g no longer a virgin, but’this@kakes little difference according to

. the laws of courtly love. Moreover, the virgin in tbe tapestry is,
\ . : ‘ .
identifiable with Anne of Brittany. Marian therefore, is able to play

H
»

L
, the part of ggifdian, sleeping within .call of Hannah.

[

s

$




\
Y . . ) i . T 94

- - -

. The si¥th tapestry16 reveals the unicorn as slain and brought

o -

. - . to Anme and 'Louis standing arm in arm in front of the castle. In théI

nove1§,¢ﬁg§5§ and Marlan open the door to Hannah's room; she disappedrs '
\_.-,../’/ N

- into the rain and dies violently. Up to this point,the novel keeps

N, t -

I _ pace with details in the sixth tapestry; then the novel's plot becomes

]
more complicated. Though Denis has already stated.that Peter and ¢

: o Gerald are one, Peter still remains to berdealt with after Hanngli's

death., It is fitting, therefore, that Deais as the other unicorn

figure, should disposé of Peter who has been identified with Geral?.
. A . .5 'n\-
- o ' This situation is ¢larified in Denis's final explarfation to Marian as

. he leaves Gaze. "The guilt passes to me. That ig why I ,must go away’

,” , i ‘ I o .
by myself" {p. 262)r Marian replies: Wes, you are becaming Hannah,
1 ) ’ @ .o T .
now" (p. 262): . ’ N
o i

Denls’s acoeptance of the guilt .and his identlflcatlon with .. :

Hannah suggests a form of resurrection., Denis now replaces‘Hannah as i

v scapegoat. Max describés this aspect when discussing Hannah'!s role with

.Effingham on a previous occasion: B ! ,

: _ Ate is the name of the almdst automatic transfer of suffering . .
’ from one being to another. Power is a form of Ate.- The ‘ .
victims of power, and any power has its victims, are themselves
infected. They have then to pass it on, to use power on .
others. This is erfi, and the crude image of the all-powerful
God is 4 sacrilege. Good is not exactly powerless. s For to
‘ge powerless, to be a complete victim,,may be another source
of power. But Good is non-powerful.:@ And it is in -the good T
that Ate is finally quenched, when it encounters a pure being
. whg.only 'suffers and does not attempt to-pass the sufferlng on

° : (ﬁ 98 9) “ . ° t

—
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) symbolic of the unique quality of Christ and the ptiallys in the vifgin's .
9.

:
<
&
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The seventh tapestry therefore, seems -representative of the part Denis®
[ . s ) } .

!

will play.

@ o ' b v
. » "It Shows the~whicorn alone, which can be interpreted as a .
Alive but with his wounds '

symbol.of the risen Christ.
apparent, he sits within an enclosure probably intended for

the hortus inclusus, or ehclosed garden, symbol of the .
- Blessed Virgin and the Incarnation, Since the unicorn is -
leashed with a golden chain, symbol of marriage, to a tree
bearing pomegranates, symbols of fertility, this tapestry’
is_also to be interpreted as the consummation of marriage. 7>
The, references to martiage, and fertility again reveal the sexuality :

inhereﬁtain the legend; this is also applicable to Denis who has had

sexual relations with Marian. Technically,therefore,Denis is not a
s B ,

<
o
[}

"pure being!; apart from his adultery, hg,has’drownpd Peter., His

acceptance of guilt howevery makes.Marian realise: 'He had" wound it

Perhaps he was bringing

all inside himself and was taking'fz away.
. . ) ‘
In this respect, . ¥

, it for her, for the others to an end" (p. 263)=
. - )

* therefore, '"Ate 1s finally quenched!.

the.unicorn.

e

,égf%tance of

- A\
confin%@ent at Gaze as a form of expiatory sufferinmg. 1In addition,

lap. Hannah has thg singular beauty and the ferocity dﬂ

" The religlous.aspect of the legend‘is brought out in her a

. ‘ o ! \ g
_the sexual influénces are discernible in her toleration of courtly a. )
. = A 5 .

lovers and finally in the Gerald Sthtgw episode. Perhaps the author's
N % . ':’\' ' A ' \

. handling of the violence—there are four deaths from unnatural causes—*
tends to distort the ‘grave dignity of thegmedieval ‘tradition. S
14 s Y

N s .
. .
. - /
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' . . ! r ) * : L2l ¥ -
‘ * \ . : - ‘ . Wad
, * .+ In her treatment of “the unicorn allusion, Iris Murdoch is again’ |
' . 5 \ N )
‘l’i e ' ..
) indicating Wer ‘tendency tg allot qualities from one source %o more han .

~ one character, though less ?bviously so here. In Hannah dre. embodied

*

© - N mythical beast. Expressions such as "grovelled (p. 41) and "the -

- o

he would let me kill him

N\ L -

. possessive savagery'" of Hannah's "I thi

0 R , ” \
: slowly" (p. 43) are obv1ously_1ndg§ative of an abnormal physical
4 " ) ‘v \ l -
domination on Hammah's part. Physically, Depis's unitorn qualities
- E A/ . oL ‘ T
¢ 4 .l . . .
are more Testrained; -his attempts at violence ‘are belittded by

4 bl [

’ ~
\

Gerald; his drowning of Petgr is not so dramatié\és the shcooting of s
1

N ?
i s
- \
.
=3

I

e .

. Gerald by Hannah, .
‘ :NO .

- Whilst Denis obviously lacks the physical attributes of the
- ! « e - ~—

unicorn, it is its Christ associations which are pertinent to-his

. \-Characterisation. Heris the faithful servant in the relationship

- 9 » ~ .
f

between Hannah and himself. For instance, he has been accustomed to
,cutting Hannah's hair. This.servile actiVity makes Marian an’uncomfortable
observer "as if she were being .forced -ta be present at too intimate a

. rite! (p; 41). However,.her embarrassment is,not simply at Denis's

servility; "intimate rite'' suggests éhatjfhe authoy was also thinking
\ . N
[ - - ™. .
of Denis in the role of priest ministering exclusively to the personal A
. - LI ’

a i /
needs of the ruler- who ,is taboo to the rest of his subjects. As a ?K\\\\\ o
3 } o
. , ' \ .-
person bf linguistic and musical, ability,Denis is no mere chattel and is ,

1]
.

certainly more than ‘Hannah's ‘characterisation of him ds '%w page! (p. 43).

) _.Bﬁt the ré@ationéhiP bereen them is fu;tger coméiicated by Fhe hint of ’
£ . a pexual liﬂ£ as in the unicorn legeéﬁw Mereover, '"One ﬁorm of hag; C .
i . "“ ) fetishism inv:olves the cutti‘r}g‘ off of ‘ﬂh;i,r and the ac; of cutting seems
as plegsurable as the possession or handlfﬁg of ft." ) ‘ .
“‘ B v/ | ,
) ° r ° A ,
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8 -

. & -
- ) An Freudian terms, '""the dct is seen as a symbolic rape involving some '

. X ) .
@ : 18 ~
element of sadism." There is a curious incident in the scene which

lends support to the sgexual link when Marian-observes with some

4 v
-
-

' N )
- ‘embarrassment that: 'annah reached back and .took hold of Nolan's =
tweed jackeﬁ. Her hand nuzzled into his pocket" (p. 41). g v he //
«Q v M 1

- ' - - 3 -
4 s A pointer to the spiritual-unity of Hannah and Denis is in
* ’ -~ i * &
the allusion to the salmon which exerts a curious fascination over
g
5 L]

« — -
both of them. Hannah in a reference to Denis taking Marian. to the,
v '), -

saimon,pool{ describes to her the leaping salmon struggling up the
rocks: - "Such fantastic bravery, Lo enter another elemertt like that.
N ! ’ ‘ 1’.
Like souls approaching .God" (p. 43). Denis alludes to the fish in

2

. . ATt . .
similar terms when af %ﬁg”pool with Marian: "But they have great &} L
Lo

&

strength and cunning. Both are needed to mﬁve upward against such
g a power comiﬁg down. It is nature against nature. . ., . They are

brave fish“v(p. 198). Whatever mystery suggested by allusive

12
4 s . a

references is contained in the Hannah/Denis relationship, it results g
- ’ e ‘ . « .
- %in hidden strength which prevails against the Sgtanid[qualities in

Gerald and Peter.

. ' . ) - -

The theme of courtly love which also provides many allusive

references in the novel, belongs to the same period as the umricorn .

N Ld -
sources, One writer describes the power of women in the medieval % .

. ~ world: "One of thg principal civilising inflﬁences upon the medieval -~
court was the increasjng power of women. . . . Their social status

P gained cogéiderably/gi tbealong absence of husbands and.brothers on

_.Cruéades, sotthat the lady beéame for -long pé?ist the rgbgesenfative

Q ) of a noble family whose favour was to be.sought by those desiring . '
. o o




o

‘by Andreas Capellanus are cited.\ In the eigﬁth dialogue of his

£

‘. 98

]

patronage."19 There is a general similarity between Hannah and the

medieval lady in that her husband has been absent for a lengthy period.
> ' . ) . ’
She is left free,in a-sense, to her own devices though in;Hannah's case
‘ ° . ST rp B )
we learn that she is under guaxd.
¥ - .

»

¢ " ! .
The same writer also states: "Thd lady is the patroness, the
b . -

poet her liege man or servint, She 1is ;hus able to dictate her wishes,
v 0 N See
to demand obedience. . . . She brings,out the noblest qualities -in
3
him; she arouses him to heights of vaigur and nobility otherwise

unattainable. . . . Her social position renders her difficulﬁ of

e

AN S e
attginment.”20 We are nearer the W%rk here though in a purely negative

' \ ) ,
sénse considering Hamnah's relationship with Pip and Effingham; her

infl?ence does not bring out the ggét qualities in éither of her

follo&ers. Effingham's attemps to rescue Hannéh are ineffectual; on

a later 000;5165 when he is mosé needed by H;nnah, he is lying in a

drunken stugour at Riders. Pip failsqﬁn both occasions to rescue

Hanngﬁﬁfrom Gaze; hg is finally dis;issed ignominiously by Gerald )
v -

after Haynah's rejection of him, Hannah's influence is therefore
0 , " e

Al .
not ennobling despite her servants' weaknesses.-

i

. It has been argqed'by mdny critics that only married women
, ’ . .
could move freely in medieval-courtly society and that love must

! s : \
necessarfly be adulterous. In support OEQEEES the wfitings on love

De Arte Homesti Amandi the.man presents the argument to the lady: ‘"that

¥

love cannot exist between the members df a married couple, that serviée
> |

‘has the Fight to reward, that love dignifies a woman., He also raises

the question of amor purus [Eove"short of physical‘intercoursél and amor
- ' A

< .
. ¥ ¢

i
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fixtus [}ove of body and spirit combineé]. The lady, showing more

sense than many contemporary and later writers, rejects amor purus

n2l

’ ¢ C X
as impossible. There is little evidence that Hannah and Peter

. were ever in love; they married young and are first cousins,in keeping

with the,traditions of old families. Hannah's relationship with Pip-

.

has been.an adulterous one; he is no longer allowed access to her.
[+ ]

Adulterous love is uncommon in the medieval romances with the exception

v

" .of the Lancelot-Tristan group. Hannah's Fircumstances prevenf‘her
from achieving a sublime love death like that of Iseult becspse there
"i§ no Tristan. Pip,doeé not meet these requiremgnts: Hannah and Pip
die by their own hanés, estranged and apart, Effingham's reiationsﬁip
with Hann-ah is a mixture of pawing adoration and ineffectualness whic&

along with his egoism, prevents him from achieving credibility as a

devotee of amor purus. T "N

o

The courtly love element, “in which Hannah, as ch@telaine of

Gaze, is the central figure,extends to Alice éqdbMarian who are also 1

-

treated like feudal mistresses. Their knights lare variously Effingham,

. [

Gerald and Denis. One critic writes:

a

"None of these people, théir passions apart for the moment,

is truly very remarkable. . ¢ . In one respect at least,
however, they can alk be said to be truly and outstandingly
remarkable; and thatals the ease, the bewildering facility
with which they all fall in and out of love with each

other, changipg both :ﬁeir personal alleglances and their

broad sexual orientatidns from day to° day, sometimes in

the course of the same day, nearly always without prior

warning .to the reader, 122 ’

L3

If on; analyses the physicél relatiOnships,they are seen to be transient

in the case of Cerald.with Hannah and Denis with Marian, while Effingham's

3
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lointaine?" (p. 89). The image is éinally shattered when Pip, on

100

rolF whether he is' fawning over Hannah, embracing Marian or ‘courting ‘
Alice in the sea-weed pool is absurd. The same critic continues:

"It is really impossible to believe that such a collection of not very

-

- attractive people, 'verging on middle age, could . be swept by such deep
- »

romantic tides of longing for each other . . , It is as if we were

* . .
-

at one of those drunken parties where declarations of love, by almost
\ oa -

complete strangers and ordinary people were the order of the night.”z3
- k|
Tt iscimpossible ;o\take this warped image of courtly love
. 1] . -

seriously. While Effingham is thinking of Hannah as "hisg gréat
: 3

phoenix" (p. 88), a few lines further on, he reflects on the "quiet
little madhouse" (p. 89) and makes the mental query, "But would he not
soon go away again, would he not this time next month 5% sitting in an

expensive restaurant listening to Elizabeth's jokes about la princesse

A

2

bended knee, asks Hannah to' go away with him., There is little trace
remaining of the noble lady of the castle in Hannah's coarse rejection

of his offer, "You mean if someone's going to hqgg<2ihit may ‘as well

" be you't (p. 223). Hannah by this time 1s a jaded wofmn; she -appears’

|
to Marian, "a great cou%tesan + + » a woman infinitely capable of great,

crimes" (p. 223). / ) .

There are signs that at certain points the courtly Tove theme

N k]
merges into the legend of the sleeping beauty. While some of the

o s P . A
original touches of the fairy tale are preserved, there is much
distortion of it in the novel, particularly in the macabre dénouement.

. ' ]

At the opening of the novel,lﬁannah has already been immured at Gaze °
' - e ’ . P S

—

for, the magical seven yegr period. According to the Tocals, she .is
«

\f
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under a curse; death or some other amazing happening awaits her.
Marian mistakenly assumes that her opéortune arrival at Gaze will

avert the tragedy. Instead, it merely pgstpones Hannah's doom.l
Effiﬁgham is‘no fairy prince; when Mix urges him to return immediately
éo Gaze because Hannah_@a& Pe in peril he provés unwilling: Gﬂe had
always feared the violence that lay behind the legend of the sleeping

4

beauty, It had hung behind the figure of Hannah like a dark cloth

'pefceptible,but not stirring. He aow feared dreadfully to find that

R

‘bacgground suddenly alive with movements, with faces. And what he

.

feared most of all was fo seg’Hannah afraid" (p. 177). TIris Murdoch's
derogatory use of imagery ridicules Effingham as a cahdidate for the .

role of noble prince. As Gerald passes with Hannah in his arms en

route for his own quarters, Effingham is described as 'paralysed like

a creature bitten by an inséct or a snake and waiting td be eaten" (p. %85).

Iris Murdoch distorts the legend at this juncture so that Hannah's own

»

resemblance sto the sleeping beauty is in question. Hannah's eyes are

.

wide open as she passes. ~“The act of love may already have taken place

.in Hannah's room where she has spent several hours with Gerald, sent to

her at her own request (p. 180). Therefore,she is fully conscious when
taken to Gerald's fogm for the night, while her retainers sprawl about
drowning their ‘'sorrows in drink. Hannah has been rudely awakened by a

villain and former betrayer. The girl in the 1égend/;s sweet sixteen

when the curse becomes effective and the chaste kiss of the noble prfince

[

k]

" finally, is the prelude to‘}iving happily ever after.

‘4

One critic has.detected Circean influences in Hannah's

characterisation: "It ﬁhy be that Hannah is in addition to everythirg

-
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else, a Clrce, who has turned or is turning all the inhabitants of the
' " {

place into beasts, which may be another way of saying that she is

making each of them reveal his or her true nat:ure.”'Ex

This is also -
S . ' ’ e

suggested in Max's definition of Hannah though with certain modifications:

"She may be just a sort of enchantress, a Circe, a spiritual Peneclope,

keeping her suitors spellbound and enslaved" (p. 99). The Circean

)

allusion has possibilities in that one may assess the transformation of
all those associadted with'Hannaﬁ;;y Pip has markedlf deteriorated in,
the seven-year period, . He has allowed the years té glié by for
Hannah while he has idled his time awéy. Finally when he summote the
strength to ask Hannah to-leave Gaze with him, she scoffs at him,

calling him "a blackened image" (p. 224). Effingham Cooper j

gradually revealed as a sentiméntal bungler\tgyinﬁ with romantic
fantasies. Gerald the homasexual, described initially by Marian as

'%horoughly nice and ordinary' (p. 27), leads a Jekyll and Hyde .
R ]

"

existence and is exterminated like a dangerous beast, Marian's chatty -

“

naive letters to Geoffrey, her friend, about the Gaze community,conceal

i

an emotional insecurity apparent in her later react{ons to Vioff})&

'

i o B
Lesbian advances and Geralg;s sophisticated mastery. Only Denis reveals

a n?ture containing the rudiments of nobility. Wrongly assessed by

Marian as "a gloomy little clerk (p. 27), he has found a sense of

A . ] .
purpose "in his asylum at Gaze; impelled by a higher purpose, he eschews

{

e

:
continuance of his unreal relationship with Marian. .

The tendency to experiment more tenuously with allusive material,

-

. 3 ;
is discernible in Iris Murdoch's use of the Vampire theme derived

particularly from Sheridan Le Fanu's Carmilla, as previously stated.

The melodramatic treatment of this- theme is muted and impxessionibg&c

!
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in the characterisation of Hannah but it is ummistakeable in subpkf

o e | a
- references to her physical and emotional makeup. Hannah and Carmilla

\

have anagrammatical first names} Hannah is the same ‘spelt backward

.and Carmilla becomes Mircalla. The duality of their_nameé seems to

match the same element in their personalities, Both have had a strange,

sinister past whose influences seem 'to be hovering over them,- leaving

q

those they encounter nonplussed.

‘ ’

. - . o .
Hannah like Carmilla is_easily gired by physical exertion. When

Marians remarks on the new appearance of Hannah's shoes, she learns with

o

2 a shock that they are seven years old. Hannah's explanation puzzles

her: "I don't do wmuch walking' (p. 42). Just before Marian and

‘

Effingham attempt to abduct her, Hannah while Yalking with Marian

j . .
{ complains of tiredness and begs the support of her arm. Marian, assumes
| . - 1
|
|
|
|
\
|

that Hannah must be ill since she' seems confined to the house. In

WCarmilla Laura describes a similar situation: 'We then went out for:a

- walk which was a mere saunter, and she seemed almost immediately

/
7 exhausted_."25 . , ) .

Both women are unusually bedutiﬁul,/ﬁaving strange coercive
powers of attraction. Hannah shows the gsame rapacious need for love

as Carmilla for blood, though the lat;ei is far more demonstrative and

behaves as if she had Lesbian tendencies which reminds the reader of
-
\ .

Violet £vencreech,a relative of Hannah, and prone also to vampire
qualities.” Laura describes Carmilla’s behaviour towards herself: "It
‘was like the ardour of a lover . . . and with gloating eyes she drew

me to her dand her hot lips traveiled along my cheek in kisses."26

® . , l
. Hannah merely thrusts out her hand urgently to be?seized by Marian

~

[ . -
K
N .
.
- » . .
. o




~ Iris Murdoch, however, is a pipistrelle which is not invested with

104

o

and asks Marian to forgive her "for so shamelessly crying out for

»

<

love" (p. 53). Marian's reply, '"You know that I love you", makes

" Marian herself feel that "It was not the sort of thing she came out

with usually. Yet it seemed quite natural here as if it were

cémpelled from her" (p. 53). .

Iris Murdoch does not give us vampires floating in blood-filled
coffins, Her technique is more delicate, a mere suggestion to titillate

the imagination. .One example is when Marian visits Hammah and sees

o

her contemplating a crippled bat: _ "It had an almost uncanny degree of

\-' B i
presence of being. . . . Without knowing why, she felt that she could

a

hardly'bear Mrs Grean~Smith and the bat together, as if they were
suddenly the same grotesque, helpless thiAg" (p. 40). Marian's idea
of both the bat and Hannah as 'grotesque" and "helpless", indicate her -
instinctive opinion of Hannah. The bat described in this scene by

A\

the horrific qualities of the vampire type; it is a tiny maimed creature,
an objecé of pity, dooméd to perish &ike Hannah, (%Marian, though
frequently puzzled by Hannahls behaviour, does not herself, consciously
link vampire tendencies with her empldyer; the reader is made aware of

these traits through references made by others. Marian's sole approach

has been that of a rescuer who sees}Hannah as helpless and in need of

-
I

compassion, Hence in this section, the vampire presence is muted.

o
f

Nevertheless just as Carmilla was in constant need of, human
blood to survive, Hannah needed the devotion of her admirers., She
finally discloses her secret to Marian: '"Ah, how much I needed  you alll

I have battened on you like a secret vampire. . . . I needed my

1
AN -
w1 > . .
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tv audience! (p. 219). The Evercreech pair are both conscious of the
‘ + Vampire theme though in different ways. . Violet harangues the party

) : ot :
with Gothic intensity after Hannah'!s death: "You've lived like

7,
A A .

vampires on the sorrows of this house and now you are even come to

gape at the deadV (p. 252). Jamesie's assessment of the situation

~ ]

as a play, is 1n keeping with his capricious behaviour and his v

theatrical poses; Iris Murdoch gives him a dramatic final exit: !'"The
3

° play is Svgr, the Vampire Play let'us call it. "The ‘blood is all shed

—— ,

| s .that we used to drink. We shall go away mow and you will hear no more
of us at all and you'll clean the house of our tracés. We leave them

all to you, the dead ones" (p. 253). Effingham,only, sees fleeting

2

A
£ ’ beauty in Hannah's vampire power, he thipké,@f her as a 'beautiful pale
vampire fluttering at his night window" (p. 268). Finally, when he

learns of Pip's untimely death, he feels that Hannah Pas claimed her wﬁs

last victim.  But Effingham's approach to Hannah has always been
. « :

impractical and romaétic. Hannah herself told him, "I let you have

Q your dreams, And of course I'm still romantic too. You are my

romantic vice! (p. 92).

\

Effingham, the outsider, refers to the circumstances at Gaze as
. bl )

~ 3 -

"a macabre pageant! SP' 89) when he first visits Hannah. As he finally
leaves Gaze, he feels, '"He was the angel who drew the curt;in upon the
myster&, remaining himself oupside in the gqgat iighted auditorium!

(p. 269). Sitting in the train he thihk?, "f what was over had been

a fantasy of the spiritual life, it was its fantastic andnot its

spiritual quality which had touched him. . . . He would try to forget
o what he had briefly seen!” (pp. 268-9). Effingham's egoism has kept

him an aloof and unscathed spectator; he represents those who will

.

*
b

3
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N N X I : :
., C marvel at a strange, weird, tale. . nt L .

-~ »

Marian's reaction is different, though' she, too, has/come‘ from

the outside and, like Effingham, is réturning there on the same train:

"All her life she would with differences be re-enacting that story.

. .

And . . . she had an eerie é’eq,se ’of_, it ;all b'eginning again, the whole
t:angled business, the viole;nce, tﬁejfpfisqn_-house, the guilt, It all.
still existed" (p. 262). .Marion:byié éaught up in a blood gﬁilt in
- - - — —allowing Hannah to walk to her dee{t::j{\‘_‘g';(}ﬁ?ﬁ;ite having been impelled to '
‘ R ’

. v ¥
do so '"in her sense . . . of Hamnah'g sovgreignty of her royal right
S Ry :

i3

to dispose of herself.as she would" (p. 247). Because of her

’

attitude of involvement, Marian ha:t;'been touched by the ethics of
I

[

Hannah's "situation.

.

. *
It is never quite clear how little or how much Hannah has

L]

suffered from this unreal situatiosn. "She has her physical luxuries,

-her charmegfattendants,.the knowledge of her power, so that her

. suffering whether it is'treated by remorse or desire is certainly

27

.-

tolerable.™ At any rate, in the 'unqu'ietivmrld of Gaze, Hannah's

PR « r

role is that of the enchantress imposing h i1l on those who pander

to her predicament. She is the unicorn in the garden,desired because -
° i‘(‘ 2
bf its- strange magical powers which destroys violeéntly when at bay.

1

She becomes the courtly lady in the castle favouring and rejecting
at will a bevy of courtly wooers. Hannah is also a Circe who

enchants in order to impose her will on her companions. She is -

particuldrly the female vampire who feasts on the imaginatio® of her
9 t -
sub jects, These four main allusions structured round the characterisation ~

i
. of Hannah reveal one common quality; they show her as an agressor,
N




a

4
satisfying her desires regardless of the cons$quenqes to the® )
- . LN .
. ) subjects who becoine involved in her exhibitionism and introspectionm, K : .
2 . e /'

- 5 l; \

. 2 ;

. " , Though Hannah's agressiveness is not generally ewident, p

o

particularly whem one.considers her physical debility, ‘it is nevertheless
present just bemeath the surface. In this respect it resembles ‘the e
' . -~ !

—_ N L] . .
sudden thrust of the unicorn, the physical passion behind the ceremonial ~ .
\ “

. . \ ' . /..
of the lady and her courtly lovers, the evil touch of Circe and the
Py secret rapacity of the vampire. It is suspected that Hannah attempted

to murder her husband; she effectively despatches Gerald after her

, ) stormy episode with him., This particular set of allusive figures is
' . . ¥
4 significant in that the violence innate in each one is also latent;
[4 .
we- do not know when or how it will flare up which adds to the mystery.
. o J
\ ) . .

Obviously, it is indicative of much internal stress which like volcanic -

forces inevitably finds an outlet, ' ’ ' -

A . ' -
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\'. - ] T , s -
\ o - Iris Murdoch has writtgn sixteen riovels; ir this thesis' a detailed
| étudy ha; gign mad; of four of®them in an attempt to asseés the contribution
, )
of allusive material'in her works: The four nozgls selected for closer

‘. criticism are among her early works published between 1955 and 196{,

°

lea¥%ing a period of more than ten years up to the present. However, the

method of discyssion employgd in the thesis may be profitably extended
) . o ‘

. Vs b
Ty ~ P - [———

to many of Miss Murdoch's other works. }7 g T 1
; ¢ - ¢ ’ ’ .

’ e rd
s
0 . f A

-2

< b s
A, study of allusive material in thé novels of Iris Murdoqﬁégan be '

s N

B ' b
useful in illuminating both her thematic preoccupation and narrative

» 4 .- 7
-technique. The, themes which haye emerged in our consideration of four "

¢ »
: ~

P o~

novels are extended and -repeated in others. ,
1 < . - o

e Y R
£ Vungd ! o
‘ . #dndér the Net is concerned with the quest* for self-knowleg
[ * L4 N . O Loy -~}

o hazards of attempﬁﬁng to live according to narrow ideologicai‘fonnulas,

.
[N S

and tHe,dangers of solipsism. The main theme in The Flight from the

~ »

Enchanter is the abuse inherent in the exercise of soc?al and personal
Py - | .

andy .

Qﬂ . power. - Like Under the’Net but even more forcibly, it stresses the

¥ ’ ’ . . N
dangers of egoism. ‘A further aspect of the power theme is dominant in

v

» .

A Severed Head‘kherefthe professional uses his discipline, psyéhoanalysis.
. * °

in this instance, to dominate the lives of patients and others. Joined

. 134
™ with the power ‘theme is aglin the idea of self-centredness. . The Unicoré

[ +

g . C ’ . @ .

also explores the theme of egocentricity in that a group’of characters,
4 - ° ]

trying to live thejq lives according to their own fantasies, becom&:* B

a . o~

. »
) destructive to themselves and to one another. . , .

¢

.
. i The Sandcastle repeats many of the ideas expreséed in the";é four

[y .
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rnovels. Mor, a middle aged man, in-his infatuation for Rain Carter, a
'.' . . .
s - . 3 . . 4 .
- + very young artist, must come to term8 with the implications of passion

-
©

and social responsibility in the process of setking maturity., As 1in the

. )

T case of Bradley Pgafson in The Black Prince and Martin Lynch-Gibbon in

| © A Severed Head, Mor's conduct leads to deceit and disregard for others

whicH he, along with other characters, must.reconcile with his self-image

-
»

‘i T fg§ the benefit of his ultimate self-knowleMge.. ‘Buﬁ even in such

" deceptively simple mannered societies as thése o Nice and the Good

B
/' o

9 ’ . and A ngrli Honourable Defeat evil may lie close to seemingly o SRR

forms of individuallmoral short-sightedness. X .

&

’ \ M -
“
° ,

o - '
This becomes more apparent in treatments of the issues of freedom

and enslavement, so complexly explored in The Flight from the Enchanter
{ - ! : . "

.and The Unicorn, which also appear.elsewhere." Social conventions can
. Lhe Unicorn i -

Al

. {
imprison, « Just as they mirror the.initial limited vision of Martin Lynch-

' & hallS

Gibbon, they ﬁrevent Edmund Narraway in The Italian Girl frgp seeing as

individuals the familj's succession of maidé; they lock Ann Peronett in

An Unofficial Rose iMto a dead marriage. But rootlessness,,the opposite

_pole of social order, can also produce aberrant anﬂ~bizarpg1y destructive '°

° '

. human behaviour. Elsa and David Levkin, the Russians given refuge in *

The Italian’Gi;l, like the Lusiewicz brothers in Flight with .no clear
. [ N - g

- - future of their own, sexually ensnare members $f the family.

@ L3

o

R i :
The characters of Iris Murdach's novels may be enslaved by society

- " and By the will of othersmstrbnger‘thap themselves. But they are also

- i figurgcivély enslaved by their passiong,dnd.their obsessions, . Pat Dumay's

-

political

fanaticESm,in The Red and the~Green, Carel'!s Satanist obsession

[

‘ with the works of Heidegger in The Time of the Ange‘ls and ninety .year old

.-
K] . °
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Bruno's obsessiqn with the past, expressed through his fascination with

spiders, enable the novelist.té explain how intellectual preoccupations

bring about destructive neglect of othgrs and disintegration:of self.

9 '

By exploring allusively the singleminddd interests of such characters,

f ~

she enriches, the reader!s understanding‘of them, Without her thorough

i A , . .

v

development of the implications of history, theology, and zoology indthese

cases, our understanding of .the characters would be less complete.,  Thus

- . '

. the thematic materia® of the novels is developed through a narrative

v i

technique which makes frequent use of allusion.
- 3 l

In %gadley Pearson's Foreword to The Black Prince he describes

his intended approach to the events he is about to relate: "Although
. N

several years have now passed since the events recorded in this fable, I

shall in telling it adopt the modern technique of narration, allowing the .

narrating consciousness to pass like a light along its series of present

. 5 ‘ ) .
mements, aware of the past, unaware of what- is to come" (p. xi).” This,
i

>

3 B 1 v R
rubric may be justly applied to all of Tris Murdoch's novels; they are

f%}l of suspense and unusual incident, from Under the Net to, The Sacred

and Profané Loave Maghine. -

Added to a skilful nérrativeL in certain works there is ‘a unifying

a

central §yﬁbol frequently su%géggyd by their titles. The Sandcastle, for

~

- 3 N -
,instance, is a reference to Rain Carter's éxperience of trying unsuccessfully’

to make dry sand coalesce to form a definite shape; it 1s the same with

.

¢

people's lives which are subject to-all kinds of distracting-influences.

L3

An Unofficial Rose shows fhe conflict between well-ordered social

convention and‘Wild'sexual power as symbolised by the unofficial foée.\'

Al

The Red and the Green whose title symbolises the opposing for of

« \ .
9 . -
o - . . - + - 4 N
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i “w -
s
- .

. England and Ireland, describes the conflicts between members of an Anglo-

Irish family, divided as to their national and political loyalties. S

v‘ 4 - !
However, the most outstanding exdmple of this concentration of meaning . e

§ -

in a central symbol is The Bell where tF title~word itself symbolises
different qualities to different individuals, thus revealin% their varying

standards and moral judgemént.

L N&q;ertheless,mperhaps the most prominent technique in Iris Murdoch's

g

story~-telling is her use of allusion, A close study of four early novels-

has revealed that the author uses allusive sources to create character and

1

« to exemplify her ideas; 1n this way, charact;er delineation and philo.sophy
become interwoven. A more general examination of alludsive material in
some other works indicates that Iris Murdoch. continues to make use of this

- \J

technique.

In The Italian Girl, for example, "Otto is a creature out of a

Gothic world; -a wood eéngraver and stone~carver, his workshop with its half

, , .
completed tombstones resembles a Druid meeting-place. Carel, rector of a v

non-existent, church in The Time of the Angels who still ;vegrs his cassock N
- ‘ % .

to preach that ‘God is dead, that the freed angels are terrible and that

goodness is impossible,r is a Lucifer figure. The irresponsible Aystin in
J - p—
An‘Accidental Man 'is a comic Odysseus dallying with the nymph Calypso/Mitzi

vwhile his patient wife %@elope/Dorina sits spinning dutifully at heme.

Auétin's progress from disaster to dis<ster is a kind of Odyssey until

finally he reaches a happy haven.

1

\ - A criticism of Iris Murdoch's penultimate ncvel The Black Prince,

‘ ‘ published"in 1973, reveals that she has produced yet another philosophical
' »g 4 . " . . ‘ .

3
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Yy " work/ richly gndowed with allusive references: -nThfi

title refers',( of

. { . °
course, not to Edward III's warrior son but to Hamlef, whom Iris-Murdsch's

I

1 - ° < . . .
narrator describes as 'the tormented empty sinful eonsciousness of a man

I . .
i . / seared by the bright light of art, the god's flayed victim, dancing the,/-/
. ‘ -danceé of creation,!

. o
And it may as well be said at once that the reviewer

considers The Black Prince to' be Miss Murdoch's Hamlet . . .. nl i

Ty

Preoccupation -with material of such vast potentialities as the Hamlet
-‘ - . ~
SO T motif in this, a later work, is indicative of the novelist'!'s sustained®
. absorption in allusion, a form of indirection, as the straightest path
3 - ! « - . .
\ . . 1‘ . .
“*  to wisdom gnd truth. Thus we see in Iris Murdoch's.fiction g ot
, continuing tendency to use allusive material central"ly and meaningfully.
s . . :
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