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"\xﬁBSTRACT

rough three stages. The first stage comprises the novels from R

‘Under the‘Net to The Red and thé‘Green. In this stage, the power figure,

,represented by Mischa Fox in The Flgght from the Enchanter and Hannah

Crean~Smith in The Unicorn, is both good and evil innocent and guilty,

kind and cruel. In e ond stage, this duality disappears, and the

powe; figure, represented by Carel Fisher in The Time of the Angels and

Julius King in A Fairly Honourable Defeat, becomes totally destructive

and evil. Concurrently, during this stage,: Murdoch embodies, ‘through the.

portrayal of Jahn Ducane, the hero of The Nice and the Good her vision%
-/ . .

that all power is evil " JIn the third stage, covering the novels from

An Accidental Man -to Nuns and Soldiers, the pover figure all but
/-
disappears.' as the depiction of Charles A/rowby in The Sea The Sea ',

illustrates, the hero comes to the wise recognition of the futility of

power, and to the solid endorsement of_love. AR «
While the novels of the first two stages preSent power as.a
. _ _ i - -

central preoccupation of the major characters, Murdoch's later novels

'. dramatize love in action. This progress towards the incarnation of her

main tenet that '"love is a central concept in morals' represents a

X . . . , 7 .
convergence of her-liberal-democratic_ethos oﬁxtolerance,-respect for the

" Xnddividual's identity and pluralism, aﬁd her[practice as a novelist}

Moreover,,the dWindling'dominance of the power -figure over both

the narrative and the other'characters'gives her later novels flexibility

- . ~ -

N

<
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4

upon her moral and a€sthetic vision.’

3

. : - \
and depth, and allowa greater room for the characters to move
. ) ' N 1

]

independeﬁtly of rigid authorial patterns. Thus, we may possibly see

~less reliance on eccentric characters, Gothic settings and cloak-and-

dagger plots im future ﬁurdocﬁ novels. Ag she gains in artigsic maturity,

Mdkpo&h continues to develop and'fefine the form of her novels, aspirin&_

in the proqgsseto*emulate the models set by George Eliot, Dickens and

Henry Jémes.® : ° | Y

'a:ment of the pdwer‘figurg,ttherefore, not on;y

represents a~méj mern in her fm,so reflects significantly
- } i : " \
-~ \ .
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INTRODUCTION
{
The concern of Murdoch's major and' minor charactero with povyer

\

represents a dominant theme in her works. The pattetns of mnster-slav@

El

relationships that permeate her novels testify to the centrality of the:

\
diverse fgrms of psychological manipulation, blackmail, coercion and \\

1ssue. The novels dramatize, as well, practices of power that take

physical violence. ‘The significance of power as a major preoccupation in

’.

. Ld -
Murdoch's fiction manifests itself, moreover, in the recurrence of a

series of power figures whé play the roles of god,'saint, enchanter or
demon to those surrounding them. ~The role that these power figures assume
"in the novels is pivotal and théir:pervasive presence creates the tension
‘that generates the plot and hotivates the action. By functioning as the
novel's focal péint, the power'figure thus serves.tolincite the reader "s
‘interestt I argue, therefore, that understanding Mﬁrdoch's treatment of
these powér figures is essential to the critical evaluation of hér
iiterary achievement. This thesis shall, Qccordingly,jfocus dn tracing
the development of Murdoch's portrayal of thoée power figures fhat occupy
the central positions ip the novels. Through Lhe aﬂalysesvof the.evoléing
process of their depiction, Qné can, furthermore, follow the dyndamics of
Murdoch's vision. 1In éther words, I'maintain in this thesis’that
Mgrdoéh's creativity and éFhics‘are demonstrated ip the skill and subtlety
with which she treats her»power figures. X _ o

.

The‘contribution that the thesis makes to the steadily-growing .

SéholarShip on Iris Murdoch thus represents a fresh approach to her vision



]

and aesthetice, Althou;h the issue of powcrmnnd the figures mﬁ*g
! P »%

power play a cencrnl‘fqlo in Hmrdogh'l:fictiuﬂ,athlir‘glgnificlﬁccvhls
' & : . S

never been fully oxplnrid 1ﬁ‘€hn ciiucing body of:criticism, "Most

studies concentrate on Murdoch's concepts'of love and ffccdom. due probdbly |

to the suthor's recurrent emphasis on thess themas. A. 8. Bystr,“or

instance, maintains in her stimulating study of Murdoch that

all Miss Murdoch's novels can in an important sense be seen as
studies of the 'degrees of freedom’ available to individuals,
and it is from this point of view that I have approached -
. them. . . .1 ‘
- . ' . ' .

Byatt does, however, make occasional and illuminating referénces to powery
@ ‘

in the course of her commentaries, she points out persuasively Mur¢och's

"

indebtedness to Simone Weil's ideas on 'false gods," the compulsion to

find Social and spiritual roots, and the infattation of the victims with
their oppressors. Understandably, Byatt's observations on the power

figures appear only when pertinent to the central line of her argument.

&

Another relevant study that touches on the issue of power is
Zéhreh Tawakuld Sulliw;n's doctoral dissertation entitled "Enchanﬁﬁent
”and the ngoﬁié in the Novels of Iris Murdqch." As the title suggests,:
S:llivan,discuqses tﬁe role of '"demons" in Murdoch's novels,vand sets
Murdoch's statements about the® ''demonic energieé" wielded by power
figures against a background of Greek, Christian anll Celtic traditions.

Sullivan, states decisively her main point in the introduction:

Iris Murdoch 1is not concerned with literal demons of either the
Christian or the Greek variety; her sense of the demonic is
most obvious, not in sense-experiences as with Keats, but in a
kind of response to the existential situation~-a response
resulting from the protagonist's obsessive need to control,
define, and remake others according to his pattern of
perception. The opposing force to the demonic is that goodness
or love which delights in letting things be as they are. In

4

>



this paper, therefore, I am concerned with those demonic

characteristics of fantasy which influsnce her protagonists to '

renounce contact with the actual and empirical world, for an

intense perception of realicy c;cn:nd out [of} their dcaonic*
"  Aeed to tuponn torn on reality.

s

»

SulL&van asserts 9hnt the (unctxonl of damonl aud cndhuntoru mny bo

expl&tlﬂ on tWe levels of paycholosv. my:h nnd loc al ccmmcncury, and

that the treatment of power in literature falls within the: luttor.

As social commentary, the novel mny he seen as an allegoyy of '
power, power conferred upon those who surround themselves with
mystery and romance; more importantly, it is about demonic

energy that emgnaces from a central figure who embodiea tHe

will to power

The major limita;ion bf Sullivan's othérwise 1lluminatins thesis is that
it 1mposes.too rigid a pattern on the power fiaurgs of the three novela

it deals with: The Flight from the Enchanter, The Unicorn and The Time
pee »

red

of the Angels, and sees them in black and white terms without allowing

for an organic appreciation of the complexity of their characterization.
This liﬁicgfion undermines at times her reidiﬁgzof fhgjpovels. and
results in erroneous interpretations of the characters: motives and
actions.
. As‘Sqllivan's thesis focuses on the demonic characters and the

motif of enchantment, Richard Todd's Iris Murdoch: The Shakespearian

Interest concentrates likewise on this very particular issue. In the
chépcar entitled "Péwer and Enchantment,"” Todd as;erts his "belief that -
power seems in more than one Murdoch novel to be equated with
enchantment, and that the state of affairs which griqgs about this
equation is 1ndeed”paft of Iris Murdoch's ShaRespea;ién interesc."4 It
is. undeniable that the novels of Murdoch contain several allusions to

Shakespeare and that Murdoch has on numerous occasions declared her



Qadmiration'for the verve and vigou of Shakespedre's talent. - Eager ‘to

_advance_his argument; Todd‘overemphasizes,ihowever 'Shakespeare's

'1nfluence on Murdoch 5 portrayal of the power flgures to an extreme that“

El

stralns the Credlblllty of hlS argument about her indebtedness to

MShakespearean patterns;~ Todd does not consequently appear to apprec1ate"

- . ‘

’“~Murdoch s achlevement on’ her terms and w1thin her visien. He reStrictsH

moreover, hlS comparatlve study of Murdoch 'S work w1th Shakespeare $ to

Y

- 'only The N1ce and the- Good and A Falrly Honourable Defeat bec use these
' two novels, as he tersely(puts 1t "raise mpst of thebissue&ujZ'a_suitably

8 I
e ey, B B I X .

, ™)
convenlent manner.~

Unllke Sulllvan s and Todd's partlculan slants, Frank Baldanza s

’ &
Irls Murdoch ”presents a chronologlcal crltlcal survey of her flfteen

novels publlshed to date, for thelr general 1mport and 1mpact. n6. "As part

3

of the Twayne s Engllsh Authors Serles, Baldanza s book surveys in an

\

Olymplan fashlon Murdoch s llfe, phllosophlcal wr1t1ngs and novels
'3g1v1ng spec1f1c attentlon "to her development as an artlst and to hé%'
changlng thematlc emphases, as well as to general parallels and c0ntrasts_'

S . . \ - .,, .

between the’ novelsx G1ven thlS w1de frame of reference, Baldanza
) touches occa31onally upon the relatlonshlps of power ln the novels

Baldanza s most 1llum1nat1ng comment appears in the conclu31on, where he
perceptlvely observes that the tenor- of Wuxdoch s work’ reveals a llberal—

”democratic“stand: S A e BT

'In terms of thematic content; she has dealt primarily with
concepts of freedom, .power, and love, and the latter closely

~allied to her interest ,in the nature af the good. She sees
~each moral agent's freedom as a severely limited but

- nevertheless valld range of choice. One of the prlmary .
vbOundarles of this range is the power exercised by "demons, "

. "angels," "alien gods" (the terms overlap), exotic and
-menacing authorlty figures whose overwhelmlng power is



L -

. : ' /.
prec1sely ‘that granted them by their victims, no more’and no
less. The, key to greater freedom, And to escape from demonlzlng,
is love, whlch is seen as the cherlshlng, within thé essentially
English liberal-democratic trad1tlon, of the otherness of others
who are conceived of as opaque, eccentric, total}y‘dlfferent
persons. . A :

/' A

From the1r dep1ct10n 1n the novels,‘theséAdemons, angels and \
/ v
alien gods represent as T see them, the strlkr?gly ekceptlonal

t

/
1nd1v1duals who exerclse 1nfluence over okhers in order to achleve

certain goals The constant preoccupatlon (carrled at times to extreme

. / v
degrees of devot1on and adulatlon) of other %haracters with these power - .
flgures establlshes their domlnance As Frank Baldanza comments, these

‘figures: represent ”the monshﬂ’mly powerful godllke, or- tyrannlcaf"

e
- E

characters whose "flendlsh power over others is clearly a symblotlc

i . /

-phenomenon: although they may be rlch learned, or sexually magnetlc (or

all three), the real b351s of thelr power is the masochlstlc desire for
. : / -
¢victimization on the part.oﬁ their subJects; » The’victims' vulnerability -
. o e / ) . ’ L
credtes a vacuum that the/enchanters or ”alien”gods,~ as Murdoch labels

P
/

"them, readlly flll Thus, as the novels dramatlze thls allegory of power,
the enchanters magnetasm unnerves thelr admlrers w1th such an intensity

: T/ . .
that it“becomes sinister’andvdangerousy

Murdoch/s objectlon to the practlces of the power flgures 1s;

1 therefore, based upon thelr v1olat10n of the canons. of her moral phllosopbv,
espec1ally her.two cardlnal concepts of love and freedom Accopding;to
Iris Murdoch love is "a central concept 1n morals ;Q In The Bell the

. Abbess utters ‘the novel’s most 51gnlflcant pronouncement "Remember,”
she’ tells the morally bedev1led Mlchael\heade, "that all our fallures
are ultlmatelyifallures in‘loVe.Pll Murdéch's most comprehensive

.definition of love appears, however, in‘herﬁessay "The Sublime and the Good“'

14



the perception of individuals. Léﬁe\is the extremely'
diffj glt realization that something other than oneself is

¢

This definition reveals a libetal stance that advocates the“snpremacy_of-

the individual being as a value in himself. It represents, furtherhore,
' an integral part of heriinterest in anliberalédemocratic'theory of SN

. -

personallty that upholds the sanctlty and dlver51ty of persons: in

”Agalnst Dryness," Murdoch spells out her understandlng of llberallsm as

<
"a theory of man as free and separate and related to a rlch,and compllcated e
/ B // . .
world from which,Aas a morai,being; he has much-to-learn."13 ihe,

vnoVel,‘as an art form, becomes consequently Her,valdable‘vehicle for
conveying this pluralistic ethos.
‘Murdoch's nndefstanding of love emphasiaes, as well, an outward-
directed attention towards peoplenana‘towards reality. Echoing the French -
mystic philosopher Simone Weil, Murdoch sees love as a matter of close
and Sympathetic attention tO’others.;A'_As Rubin‘Rabinqyitz perceptﬁvely
:‘observes, Murdoch's concept of love calls for a total fejectionfof pdwer.
He‘atguesrthat_Murdoch'sees love as
a human relatlon in which one person apprehends his fellow as
equal; by intently focusing his attention on another-person, TR
the lover begins to understand that. 411 of - the 1nd1v1dua11ty, P
complexity, real&tv which he feels he possesses himself '
similarly exist in ‘another person. . Love is imperfect when ‘this.
equality is absent; if the lover: sees himself as being either  *
above ori:below the object-of hls love, the result is a master—

slave relatlonshlp 15~ _ , , = , .

’ The moral failing of all Murdoch's power fignres.is demonstrated
by this inabi1it¥ to relate to others as equal; they»strive-to~createvand
sustain a structure of relationships whereby their victims become their

L . ) . - L~v
adoring dependents.  The power figures do not usually meet others in love.



This

» c

L]

point has indeed been emphasized by Murdoch herself in her television

interView with the C.B.C. in 1981 She declared that lpve to her is

closely associated with power,16 her treatment of power, she maintained

complements and directly relates to love, making power the polar opposite

of»love. ‘ o | ) \&/K> .

moreover, an antifRoman'

involvement with the sel\y:

This

the behaviournof Murdoch's characters: Those who are solip51stically .

¢ P . v

The essence of Murdoch s argument about love represents,
jc.attitude'that earnesthy rejects any blinding

/

h

¥

e

The chief enemy of excellence in morality (and also in art).is
personal fantasy: the tissue of self—aggrandizing and consolidé
wishes and dreams which prevents one from seeing what is.

outside one. . . . We can see in, mediocre art, where perhaps it
is even more clearly. seen in mediocre conduct, the intrusion of
fantasy, the assertion of self the dimming of any reflection '
of the real world.l7 e : »

"mediocrity" of conduct assumes a great significance in understanding

*involved w1th themselves become ‘not only" morally deficient but also

entangled in the syndromeaof slaverxfand enchantment, They symbolize to

‘Murdoch a crisis of an age that has lost the sense of the value of a " ( ol

1Y

-tranSCendent,good and reality. IndAn Unofficial Roseé, Murdoch's anti-

" Romantic novel, Randall Peronett embodies her conception of they

,solipsistic_hero;.he-ahandons his wife and family responsibility in //

pursuit of the enchantress, Lindsay Rimmer. Randall justifies his affair< // '

e

/

on the basis of a neurotically—cherished need for form and aestheticism. /

'
;

The description of Randall s infatuation with the superfic1al Lindsay

reveals a moral blindness‘

L 3 o/

5

She was his angel of unrighteousness, so he often told her, and
through her he enjoyed a most exhilarating holiday from morals
She was, he delighted to tell her, a demon, but an angel for him,
heartless, but warm for him, a natural tyrant, but for him a



liberator, evil, but for him, good. She was indeed his- good
that towards which his whole being magnetically swung The
madness, the fine fury, had come at last. :

LB N
4

.Randall s failure lies in his inability to recognize the ne ds and
identities of others and in seeing the world solely through\his own
preoccupations‘and passions. Thus when Randall gives in to his solipsism,

he fails to experience love and engages in a subtle game of power in

which he, interestingly enough, bgcomes the losing participant : e

T Like loye,-freedom in Murdoch 8 canon means the ability to.
" appreciate persons and‘things as they really are, In fact, Murdochfs
definition of freedom so resemblesfthat of love that the two seem

interchangeable' "Freedom," Murdoch tells us, "is not choosing, that .is.

'1ost. Freedom is knowing and

g N
understanding and respecting things quite other than ourselves.' ? This E

merely the move we make when all is ;lre

definition obviously indicates, as Rabinovitz explains, that Murdoch s

understanding of freedom is "implied by 1ove ‘If love‘i the actual
recognition of otherness, freedom is one 'S capacity for this‘
recognition,"zo' While Murdoch'svview of love represents an anti—Romanti
stance,;herrview of freedomkrepresents equally a rejection of
existentialism, which sees individual freedom in terms of conscious’

choice and private will This reJectioniis dramatized in/The Sandcastle,

whose middle—aged,hero, William Mor, realizes sadly hut*wisely that a
mere fling with a free-spirited artist cannot, absolve him from family

duties and social commitments. Murdoch criticizes ‘Sartre's emphasis on
extensive self-analysis on the grounds that too mucﬁ)self—examination can

.
i

lead to total'preOCCupation'with‘onesETf and .the failure to recognize

' reality.'.Murdoch, as Rabinovitz maintains, "would disagree most with'a

S ' . BN A L ' ‘ ~ 0
point like the ome Sartre makes in Huis-Clos: 'l'enfer, c'est les ,



autres.' Peo“le are hell to One another only when they ‘refuse to observe

2l o
and love one another.. _ .

»

Murdoch S incisive definitions of love and f edom should %,1‘

accordingly illuminate our understanding of the motives and morals of the'

power figures in her novels. As an embodiment of]her liberal and
pluralistic world view, Murdéch's novels dramatize a thematic triumvirate

of power, love. and freedom.“'They depict, however, thls thematic
. & s .
tr1umv1rate not -in a definite social or political context but within the

ponfines of people ] treatment of each other.. The individual that she .
portrays functions as an independent moral entity regardless of class

or 1deolog1cal affiliation. A character s handling of and reactior# to

3 °%8,
power fasc1nate her and excite her 1magination to a degree that these

e
%

becom? the novel s major concerns. The pattern»that eventually emerges
1n the novels. 1nvolves an 1nterplay of ‘power with love and freedom
'wﬁenever human relationship is not based on love, that 1sb when the
characters fall to recognize the freedom and 1dent1ty of - others as their

equals, power surfaces automatically and operates as love S antithe51s,,

2

leading to Za‘master— slave relationship.” The world of The Italian G1rl

for ‘instance, reveals how the permeatlon of power 1n human relationship

incites a destructivetcycle that scarsveveryone involVed‘inithe power:

game. The Lévkins of ‘the novel relate'to others through cruelty,
enslavement‘and manipulatlon,‘their denial of love damages not’ dniy their
v1ct1ms but themselves as well., |

Although the’ majority of. Murdoch S novels containkprominent
statements about the cardinal 31gn1f1cance of love in moral life, they

(the early works in particular) dramatize in effect power in action. A

character's progress to moral maturity is depicted not in terms of acting

[
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- with or for love but in terms of resistance to or rej ction of power.

“This phenomenon.ig best illustrated‘in The Nice and the Good whose hero,’

John‘Qucane, concludes after his brush with death that
[ '

- nothing is worth doing except . . . not to judg
superior, not to exercise power, not to seek, seelk)™
.power ig sin and all law is frailty. Love is the on
justice. 22 -~

Ducane s revelatory pronouncement in this capsulated form concisely

typifies Murdoch s handling of thematic concepts in her earlier

(L

Aworks; that is, she posits one concept, love, as her ideal, but dramatizes °

its opposite, power. Thus, instead of_showing love in action, she creates

demons who enchant and enslave others. -

L owE L. . ‘ :
T 'Murdoch's'failure to embody her vision of 1ove in fiction _

¥

V,;i:“'teflects significantly on her portrayal of the’ power figure. _Her

7
preoccupation with the practices of power establishes and enhances the

dominance of the power figure over the narrative to. suchLa degree that
the pattern becomes rigid and restrictive. This authorial des;gn thus
highlights another instance of the dichotomy between- Murdoch s
theoretical’pronouncements and her practice in her fiction. On examining
’Murdoch'srcritical writings about thevart of the nowel,‘one surpriSingly
' 'discoyers that the.tenoriof these writings»runs counter to the firm
~authorial control‘that her'novels reveal. According‘to Murdoch, the
twentieth-=century novel is either journalistic,ISUbserwient to social

‘conventions, or crystalline, saturated with neuroses. One of her

. objections to the latter relates to her contention that

# ' in such works we feel the ruthless subjection of the characters
to the will of their authors. The characters are no longer
free. The author does not even want them to be free. If they
were free they would get in his way. His book is an. attempt to
work out his own salvation by an exercise of self- discovery



The. danger of the author's total domination Qven character entails, as
Murdoch postulates, rigidity tﬁat leads to the misrepresentation of the

. v i L]
contingency of reality:

PN : , \
. P s

o

There is a temptation for any novelist-. . . to imagine that

the problem of a novel is solved and the difficulties overcome

as soon ag a*form has been evolved. But that is only the

beginniMg. There is then the much more difficult battle to

prevent that form from becoming rigid, by the free expansion -
- against it of the individual characters. Here above all the

contingency of the characters must be respected. Contingency

must be defended’for it is the. essence of personality.

. y o .

Murdoch's stance has, intéréstingly enough, 1its roots in the

central contention éf her husband John ‘Bayley, who arguei/}n<The Characters

of Love that

. . . an-author's love for his characters is a delight in their

independent existence as other people, aﬁ”attitude toward them

which is analogous to our feeling towards those we love in life;
-.and an intense interest in their personalities combined with a ,
- sort of detached solicitude for their freedom.

The ¢models fr ﬁurdoch's igeal relationship between author and‘character
are the nineteenth-century novels of Dickens, George Eliot, Balzac and

Tolstoy. - In her praise of George Eliot, Murdoch points out that she

v "displays that god-like capacity'fo; so respeqting and loviné\;gr
characters as to'make them exist 'as free and separate beings." 6.

Thus, while Murdoch declares that the novel should be "a house

fit for free charadters to live in," the schematized patterns that her

. ]
" novels illustrate leave little room for tbg'characters to move. The

rigid control that she exercises over them stems from an eagernesé to
dramatize the compelling influence of the power figure, to .whom the other

characters should gravitatef

I argue, accordingly, that Murdoéh's progress towards artistic
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maturity is demonstrated in the three—stage‘deVelopment of her tredtment
of the power figures in her fiction--a &evelopment that involves
overcoming the dichotomy between Her moral vision and literary concepts
on the one haﬁd and her practice as a novelist on the other. In the

first stage, comprising the novels from Unde: the Net to The Red and the

Green, the power figure is portrayed as both good and evil. In the

~ second stage, which covers the noqels from The Time of the Angels to A

Fairly Honourable Defeat, the moral ambivalence Surrounding the power
S/ RN ) . : . ) ’
figure's motives disappears since he is shown to incarnate.evil.

Finally, in the novels of the third stage, from An Accidental Man to

Nuns and Soldiers, the power figure is metamorphosed from a god-like
being to en ordinary person with normal aspirations and limitations.

This three-stage development ef=ﬁerdoch}s handling of the power figures
'best reflects on the process of'éonvergence in her work between vision
and praceice, intent and exercise, design'aqd the finished product.
Murdoch's ietee»novelsrreveal, I suggest, greater focus on love in ection
aed less interest‘in power. As the dominance of the power fiéure'qver
’éze narrative diminishes, fhe»novei gains ie béth-;ange and flexibiiity.
Ihe‘thesis thue aims at exploring the development.of Murdoch's treatment
of the power figures in various‘etages of her career by examining,six._

representative novels that demonstrate the achievement of this diligent

and talented writer.

)



CHAPTER ONE

THE FLIGHT FROM THE ENCHAﬁTER

In The Flight‘from the Enchdnter, Irie Murdoch-dramatizes how
power is‘wielded single—hen&edly by the central character: Misaha Fox.
'As the enchanter of the title and the novel's controlling fiéure, Mischa
masterminds events from behind the scenes and seems te be involved with
: . P { v
-everything that goes on. -The enigmatic Mischa thus operates as the
_ novel’s.enifying element that focuses the reader's ettention. He
fgncpions,(moreover, as ehe precersor for a series of power figﬁres that
assume prominence in Murdoéh;é subsequent novels. ‘The examination of
Mischa's portrayal servee;,therefore,:asAthe basis for ou% stedy of the '
development of the power figures in Murdoch's novels:. Such an examination
‘helps, as well,;to.clarify.the.maze of critical interpretations of
Miseha's character.
| Although those who study:the novel agree about the centraliey
of Mischa's role, they nevertheless attach varying and contradicto;y
meanings eo his actions. The critical spectrum ranges from Calling‘him
"a wicked Prosperd"l and '"the sinister Mischa”2 to regafding Him as a
merciful deity, ”&Buddhawimage,”3 whom ''we never see do anything‘eQen
remotel};‘demonic.”4 Avoiding the extfemities of these one-sided
judgements, I argueoinseead that Mischa, uncanny and complex. as he is,
symbolizes a duality of good and evil, innocence and guilt, compassion
‘and cruelty.

Although Mischa is the novel's dominant figure, we do not meet

13
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him until Chapter Seven, and\ not before we have accumulated a number of

Y
i

impressions about his tancali%&ng character from second-hand sources.

This deliberate delay in Mischﬁjs appearance creates an aura of suspense
\\ ‘ . » . M

and mystery around hng ‘The first reference to Mischa, an indirect one,

~occurs in Chapter Two,)where a Calvin Blick offers Hunter Keepe, the

A

editor of a small suffragette papefb'Artemis, a shady deal to purchase it.
Calvin pursues the deal on behalf of\a cert#in bosé_who "already owns
three newspapers and heaven knows Sany péfiodicals and every kind of .
organized beastliness in print:."'5 The\}dentity'of this press‘magnate isr.
not revealed until the f&llowing chapte% when John Raihboroﬁgh? a highf
ranking civil servént, tgllé Peter Saward, a cdﬁgumpt;ve scholar, that

2

their mutual friend, Mischa’Fox, is in England. It is,during:the course
. . ; ) i
of this conversation, significantly enocugh, that the concept of the

duality of Mischa's personality is first introduced. Rainborough, who
Rfovidgs us with valuabie bgckgrounﬁ information about Mischa, as;erts
that Mischa's identity consists of two halves, dark and light: "Blick is
the dark half of Mischa Fox}s mind. . . . He does the things ;hich Mischa
doesn't even think of. That's how Mischa can be so’innogept" (p. 35).
This gignificént sféﬁément serves-in the reader's mind as a key to
understanding Mischa;s character.b |

Our conceptioﬁ of the duality of Mischa's nature is further
enhancéd by the effective use of eye imagery to répresﬁnt his spliﬁ

personality. On his first introduction, the reader is given Annette's o

impressions as she sees his reflection in the mirror facing her:

A man had come in and was standing by the door a; the far end
.of the lane of clothes. Annette could see him in the mirror.
She could see their three heads, her own bright apnd close,
Nina's below her, a little in-shadow, .and the man\s héad far
\

\



“His brown eye was in the shadow" (p. 88).

15

back over her shoulder, and quite darkened. Yet she knew that
he was looking into her eyes.:.. . . The man stopped level with
her, gave her a nod, and then stared directly at Annette ‘in the
mirror. She saw him clearly now. He was a stranger to her;
and the most striking characteristic of his face was noticeable
 immediately, making everything else about him for the moment

- 1invisible. He had one blue eye and one brown eye. (p. 85)

Not having encountered Mischawbefore, Annette 1is thus unaffected‘as‘yet
by the mystique of his charisma. The choice of the young, spirited and

impressionable Annette, thrbugh whose indifferent, though slightly

! L Y
curious, feelings Mischa is introduced, serves to emphasize the intruder's

physical features, of which’the eyes are the most prominent:

He was a slight man of medium height, with soft brown hair and

a small moustache and a 1ong tenderly curving mouth. But

Annette could not help staring - at his eyes.- The blue one was

not brownish, nor was the brown one bluish. Each ‘had its own

clear unflecked colour. There was thus a brown profile and a

blue profile, giving the 1mpression of two faces superimposed. _

(pp. 85 86) RN
The emphésis the passage gives to the two coloyrs and the interplay (or

lack of it) between them.underscére the significance of therfdoubleness in

El

. ) ’ . T . i
Miesha's characterization. Commenting on the eye imagery here, John T.

-

- Gilligan argues ambiguously that "rumor has‘itithat the first [the brown] °

°

reflects earth: the second [the biue], the 5ky.° Tpe combinatiqn of the .
‘two symbolizee his Olympien vision:”6 The eye imagety can, 'in my view,
be better seen as .a morelfc0mmentary on Miscﬁa. Relying on textual
suggestlons, we can 1dentify the brown with the dark or evil side of

Mischa and the blue with' the open or good side: '"They stood facing each

other, a few feet apart. He was unsmiling. She could see his_blue eve.

.r
va

Apartnfrom the .eye imagery,vthe Subclelrendering of the novel's

action further enhances this duality of Mischa’s-personality. He is
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shown to be involved with all‘che events in the novel, directly or by
1mp11cation. His omniscience of all that goes on gives him a god-like
quality. Although he appears in only eight of the novel's thirty chapters,
his presence is felt almost throughout by the sheer preoccupation of the
others with him--a preoccupation, that is induced by fascination, fear or
‘puzzlement. This invisible ubiquity characterizes the power figures of

Murdoch's early novels. Mischa's pervasive influence th%s creates the

impression that he is the driving force behind all the ackions, whether

‘_ *

good or evil. While Rainborough describes him as '"a man capable of
enormous cruelty" (p. '33), Mischa himself declares twice "I love all
creatures" (p. 145). This emphatic claim foreshadows a similar
proclamationiby Honor Klein, the "dark god” of Murdoch's fifth novel, A

-

Severed Head, who likewise asserts: "I believe in people.’ n? The events

in which Mischa is directlx involved do not, however, condemn hlm in the
reader'seeye; what makes Mischa look suspicious is not what the novel
stetes or shows explicitly but what it implies. ‘
Mischa's rescue of Rosa from the grips of the'Lusiewicz brothers
may, for instance, demonstrate his good side, and thus galn ‘the reader's
favourable response The novel vitiates, however, his appéal by
prefacing his solic1ted interference with Rosa!l 's comment that "only
darkness could cast ou% ‘darkness" (p. 256). Rosa's statement suggests an
edual footing beaweeﬁ‘rhe destructive schemes of the Losiewiczes and |
ﬂischa's exercise of~pooer; the difference, in Rosa's view, is merely in
‘shade and degree rather;thao in kind. Rosa cous fails %o see in this
instance the duality of Mischa's personality and this may»éxplain her

confused and hesitant reaction to him. Murdoch, on the other hand,

clarifies the subtle distinction between the Lusiewicz brothers and

o
. P
[
-
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Miacha. Wh;lekruierring to them as "sinister” nﬁd "{ntruding demons,"
Murdoch describes Mischa as a god "deified by [his) surroundlng -
fullowars.”a Mischa's pdwar stems, accordingly, from the surrender of
will of the enchanted devotee and does not conmstitute clear;cut evil.
| Wnile Mischa relies on charm and fascination, Jan and Stefan

Lusiewicz resort to threat, coercion and brute force. Mischa thus
] ~ .
creates enchanted '"followers'"; the Lusiewicz brothers create resentful

victims. Critics who study the novel often miss this symptomatic tendency
of the Lusiewiczes to victimize as part of their symbolic incarnation of
untrammelled evil energy. Admitting the "difficulty of framing accurate

' )
judgments about them,' Peter Wolfe claims that "representing the coltish

heroic order of an innocent mythical utopia, they refresh and enrapture

us in the same way as they do [Rosa].”9 Wolfe ignores here the

destructive nature of their practices. Murdoch's creation of these two
convincing and fascinating characters demamstrates her skill in embodying

her vision of evil. They foreshadow, moreover, a series of émigrés that

- )

appear In Murdoch's subsequent novels. Rosa, taken by their seeming
* innocence and inexperience, seduced by their mannerism and exoticism,
adopts them as victims of war and persecution. Rosa's support develops

into an initial domination over them to a degree that they become her.

"'slaves¥' and ''protégés'':

Their dependence upon her was complete and their respect for
her abject. Rosa even became worried at the degree of her
power over them. They asked her permission for the simplest
things, they made no choice without her opinion, they were her
slaves. Rosa feared this power, but she enjoyed it tod. . There
were days when contemplating the grace and vitality of her
prqotégés, she felt as if she had received a pair of young .
leopards as a' present. It was impossible not to adore them, it
was impossible not to be pleased to own them. (p. 49)
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Ironically, however, Rosa realizes that they are not as. inneocent as they

appear and discovers,;to her ehagrin‘and fright, their'selfishness.and
T f

danger. Rbsa's proteges thus manipulate her 1nto sexual enslavement and“
take‘turnszinamak;ng 1oveitohher. Inetheir unbridled‘craying‘for‘power,
othey;seem}iike,a:diminutiverﬁaimost,lueicrous;’embodiment of the
lNietasthean eupermani'they braZenly détiare theirlambition for power:

"We get strong, until we are stronger.than anyone else. ,If one of us is
. v ) e

,so,BWelare king 1f. both oﬁ us together, we are emperor (p 69) . The

Luéieviczes' aggre581on reaches its - cllmax when Stefan symbollcally sets

> L . S e .
‘fiﬁe‘to hnhterls‘hair'as he proclaims himself ”the*masterﬁ of.Rosa’a
;.hohee. “fhe,Polieh‘hrothersMthue epitomize Murdoehfs.conEeption'of:eVil
pursuinéhits goals byVVUlgariand UneophiStieatea meansti In th!?f resort
‘to phy51cal v1olence they are the forerunners of Gerald Scottow in The
'Unlcorn.';. S i-t. B

fThe~agéreSSiveibehaviour,that the‘Lueiewiczes reneal‘oan,v
:signifitantly:enough; be fnrther nnderstood'as.Mgrdoch’é‘dramatieation of

St

: Simone'weil's'idea of uprootedneSsl Simone‘Weil!‘by whose'yorkvMurdoch,

haégbeen)fmuoh affected and;fhétructed;”lq deals in The Need for Roots
wfth:thehpsyehoiogical7stptomebof eoeialfuprootedness:

Uprootedness isﬂby»far the most dangerous ‘malady. to which human
societies are exposed, ‘for it is a self-propagating one.. .For
people who are treally uprooted there remain only two'possible

sorts of behaviour ‘either to fall into a spiritual lethargy
~resembling death,’ ‘like ‘the majority of the slaves in 'the days of
the Romdn’ Empire, or.to hurl themselvés into some form of activity
- necessarily designed to uproot, often by the most violent methods, '
those who are not yet uprooted, or only partly so.

In thelr pursult of uprooting others the Lusiewiczes clearly illustrate

;o ‘L

the latter type of behav1our As.Rosa's relationship with them develops

“into a fierce power_struggle, it appears quite natural that only Mischa

o
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can handle them. ‘Accbrdingly,'the solutioﬁ is coﬁvincingly and succinctly

revealed:

was pOwerless'agaihét them. The chdldren of society could only
" be seared by such a con'tact. -Nor £0uld Rosa herself summon up
the kind of strength required to do battle with such ‘a being.
Only some spirit which came out of the same region beyond the
docility of the soc1a1 world could do this work for her. Rosa
knew that she must go and see Mischa FQ} (p. 257)

Mischa's'rescue of Résa fromvthe LUsiewicz(brothers;is; hqwever,

‘shrewdiy intertwined with another strand of the pidt inyolving the tragic
deétﬁ éf'thé,immig;ant dressmaker, Nina. 'Asﬁa fefugees Nina'is'sp0nséred
by Misqhalin retufn fdr seemingly trivial.sefvices. Mischa's @emands,
neve;ﬁhelesé, drain hériwill and create a damaging émotiohai strain;.‘in
her heiplessness énd sdb%iséivenéss? Nina ‘embodies fhe éntithesiéito’the;
demonlc energy of the Lusiewiczes.’ Sﬁé thus illustragéé §iﬁone Weilfs
concept Of splrltuél 1ethargy ofithe socially upf&otea. As A. S. Byatt
Comménts;.Nina‘ | |

has.hér moments of appréﬁensibn Of the spiritual fécfs in&olved

in her sutferlng at the moment of her death, but belongs:rather

with the afflicted-—the slaves, refugees, uprodted, despised--

studled ‘by. Simone Weil, than'with Simone Weil's own spiritual
search.12 : L :

As 2 form of escape mechanism from Mischa's oppression, ‘Nina. assumes that
o‘ l‘ ) I3 k . M ’ . . N 3 ' J~. ) . ’ I3
she is in love with him. According ‘to Simone Weil, the victim of power

often subSCitutes adoration for the humiliation of submission:

LB

The. powerful if they carry oppression beyond a certain point,

necessarily end by making themselves adored by their slaves.

For the thought’ of ‘being urder absolute compulsion, the playthlng
“‘of another, 1s unbearable for a human being. Hence, if every
"way of eéscape from this constraint.is taken from him there is
" nothing left for him to do but .to persuade himselj that he does

the things he is forced to do willingly, that is fo say, to

‘substitute devotion for obedience. S
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Weil's observations here represents an illuminating commentary on-Nina's

-~

behaviour;

Mlscha, onm his part never de1gns to artlculate hlS feellngs

- .

towards her, and the novel yet suggests that he arrogates to himself an

uncanny sexual dominat ion over her:

— . S ~ : N .
Time passed . .. . and Nina began to find it harder and harder
to make Mischa out. He came to see her at irragular 1ntervals
and asked polltely how she was getting on. . . . On one of

- these occasions he took her hand, which he held rather
“abstractly for ten minutes, while he seemed to think about
something else. 'On the second‘occa51on he pressed her hand
against his forehead befofe he finally let*lt go. This was .
possibly the happiest moment of Nlna s life. But nothing : e
-further ever happened. ‘

‘That.is,:nothing happened of the thlngs which Nina ‘had
expected or wanted to happen (pp 151 52)

The range and‘depth of Mischa's sexual-charisma in the novel is shown to
) be exten51ve, he: enslaves not only Nlna but any woman that comes his way.

xHe succeeds by exc1t1ng hls woman slaves and refralnlng from g01ng any

furthet. Although Mischa's sexual charlsma appears 1rre31st1ble, we

. never flnd hlm performlng any - sexual act, to the p01nt that he seems

0

almost asexual., This sexual holdlng back.’ connects sexuality w1th power—-

a theme that Murdoch develops further in subsequent novels, partlcularly

'in The Unicorn.. By showing,Nina's sekual as well as financial surrender

s

'to Mischa, Murdoch effectively illustrates the danger of a‘relationship

that is based on power rathetothan'love;vn J
As Nina heglns tofgain relatlve'financial secufity,"she becones,
however,.incteasingly_awareAofdMischa's'domination;of hefulife; ‘Her
R . F : . .
consequent attenpt to recruit the helo of Rosa, whom she sees "as a kind

of archangel, a beneficent power, and in an§ﬂcase her only hope (p 156)

fails. - Mischa's 1nst1gat10n of the pafllamentary 1nqu1ry relatlng to the

7/
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~baSic characteristic in all of Murdoch s power figures: -secrecy.

“Lessentially secret.

simple as his friend's age:

issue of illegal‘immigrants further complicates her desperate situation.

As Frank’Baldanza“observes, Nina.

(A ’ &
is in no such danger, and her death. represents the self—
destruction of a neurotically fear-ridden woman ho is too.

-+ -artificially isolated to feel solidarity with any other person.
Her death illustrates.succinctly a theme that Miss Murdoch_ has
said is central to the baook: power, such as that held by
Mischa, c¢arries as its concomitant a measure of evil that is
inalienably part of its existence 1

It is important, however, to argue here that Murdoch dramatizes Mischa s,
culpability only through implication. Although the novel highlights
Nina s infinite frustration with Mischa s oppressive domination, 1t does

not link the suicide directly to him, This intricate method-of

21
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implicating the power figure is intended to enhance the aura of "mystery

in which Mischa s deepest motives are shrouded for the reader as ‘well as’

for characters within the novel, " and ”prOVides the fertile soil for all

sorts of speculations, some of.which are bOund to be evil. _-4."15

This element of mystery in Mischa s portrayal underscores a

0

According to Elias Canetti to whom-the novel is dedicated secrecy lies

™~

.at the very core of power. The act of lying in. wait for prey. is

“;6‘ Thus Mischa s impressive ability not to reveal

.himself is one of his means to mystify those around him. Even Rainborough,

supposedly the closest to him;_admits his ignorance about a matter as

; O
‘No one knows Mischa's dge. One can hardly even make a guess

S It's uncanny. - He could be thirty, he could be fifty—five )

" Have. you ever met anyone who knows? I'm sure even Calviq'Blick .
doesn't know “No one knows his age. No one knows where he
came from either Where was he born'7 What blood is in his
veins? No one knows. And if you try to imagine you are-
paralysed. It s like that thing with his eyes. You can't look

-
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into his eyes. You have to look at his eyes. Heaven knows
‘what you'd see if you looked in. (p. 38) T

T ' .

: {This.element“of secrecy mystifies not only the other characters in the

novel but alSO'the-readef, particularly as one tries to determine the e
e - : ‘ : | .. :
moral underpinnings of Mischa's motives and action. We do not know, for

v

. instance, whether Mischa's intervention to liberate Rosa is selflessly

motivated or is, induced by a desire to win her himself. This ambivalence

:about the rescuer's-intentions rlecurs in Several other novels. In

: Mﬁrdoch;s fifth~npyel,.A;Severed Head, Honor Klein; identified with Mischa

és ;-?ower.character,’pgessﬁres thg narrgtor—prdtégohiét, Martin‘Lynch;
B Qibbgé,vEd liberate himself from hisiili;sionstabogt the sexual imbroglio
| in whiéh he‘ig'invqived. He 9Qnséquentlyvfaceé the'complex'46uble+
.sténdardshof t@e_realigykof:aiwife and é mistfeés;~ Hoﬁor Klein's help to -
_ﬁartin; héwéver, dféws him5'intentionall?~6i otheryhse, into her sphérg
fﬁof'influégge;:gvencualiy;”she wins him. We,aferleft‘ungure_whether

. "Honor's energetic commitment to clear up the mess of Martin's life is an -

o E

_lémbodiment éf Murdoch's concept 5f‘dthérfdirécgedulove.otjan'illustrétiOn B
VOf subtle;bgt ;elf—segking dééiénél Likewise, Mischa's motives and-d
aFﬁidns are shr@uded.in_secregy and'th;s ieﬁt'open td va;yihg
interﬁretatiéné. h )
| One efféctivé‘method that Murdoch'uSeslto ghroud Mischa's
motive§‘in éecreéy ié‘to;deny tﬁe‘réader}aé;éés‘to his‘point d?'view{ It

is significant to observe that while the novel's thirty chapters .contain
818 ! T y P < €

’sevefglipaésages'Lgvealing the interior monologues of seven characters

(Annette, Rosa, Rainborough, Peter, Hﬁnter,”Nina,'and, very briefly,
Calvin), .all of whom orbit around Mischa, Mischa's mind is -inaccessible.

Authorial comment is, moreover, éonspiCuously absent. The_lack of



léefinite clues or guidance as‘tO‘the'gooH or evil-intentions behino the ’9
manoeuvres of poweryexsaafns'the wide and conflicting‘range:of critical .
'opinions about ‘Mischa. ' This: abeence of' the power figure s-point of view
can be, furthermore witnessed in most of Murdoch s earlier novele. “as

with Hugo Belfounder in Under the Net, Honor Klein 1n A Severed Head and

Emma Sands in’ An Unofflcial Rose. ln‘The Sandcastle, for instance, the
narrative doesfnot-open_up the mind.of the domineering'figure of Nan Mor,

and this causes some uncertainty in-our minds. Her sudden declaration of

i

support in the banquet scene for her husband's intention to.run for

parliament——a move that she: has stubbornly Opposed‘earlier—:can be seen
as -a.sincere shift withpher husband's ‘interest. at heart or as a mere

subtle and aelflshiploy to retain her hold over . him.

Murdoch's skilful cohtrol of point of view heightens, moreoveér,
the novel's suspense and dramatic intensity, and allows for sudden twists

o _ o ‘v _ ;
that %urprise both readers and-the characters involved with the power
figure.

The secretive Mischa that Murdoch portrays in the novel thus

illustrates Canetti's percéptive‘remarks about the'&ielders of poWer:

Power is impenetrable. The man. who has it sees through other
men, but does not allow them to see through him, He must be
more- reticent than anyone; ‘no- one must know hlS oplnlons or

intentions. IQ .

The dellberate-réétrictlon of'Mischafs point of View.lends.a further
support to the concept of the ethlcal duallty of his nature, and reflects,
accordlngly, Murdoch S lack of total sympathy for him and the 1ntentlon
\to keep the reader emotlonally dlstanced from bim | \ -

Another effectlve method Murdoch employs to show Mlscha s\

'penchant for secrecy and intrigue is-revealed_in the detailed description o
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"of Mischa's palatial London house. ‘Mischa buys a block' of four houses
and makes such’ drastic alterations to. them that the new’ structure appearsv

.awesomely Gothic. o i : ‘ Z _ s o Ji

i

Withln this strange Ealazzo, S0 Tumour sa1d the walls and
‘,celllngs and: stairs had been so much altered improved and
removed that very little remainex of the original interiors.
By now, it was reporte&’ there were no corridors and no
continuous stalrways ‘The rooms, which were covered with thick
carpets upon which the mastér of the house was accustomed to
walk barefoot, opened dlrectly out of each dther like a set of
boxes; and the floors were joined at 1rregular 1ntervals by -
staircases, often themselves .antiques whlch had been rlpped out
of other bulldlngs (p. 200)

H
"The profu310n of the furnlture and art obJects in the house shows,

51gn1f1cantly enough that the owner suffers from a pa531on to possess,
be it people or thlngs The description'impresses upon the‘reader the-

zlack of beauty or- harmony in the whole settlng
' i ’ : ' o

The more acce551ble parts of the house weré known to be crowded
with.objets d'art of 'all kinds alleged to be worth a quarter .of -
.a million. This maze of. splendours was described by Mischa' s .
‘foes and acquaintances as 'mad’, sinlster vulgar or ‘
'childish". (p. 201) :

~

.Thé wordS'”crdwded,"f”of alliklnds," ”maZe,” as well as the fouri
,‘derogatory ones quoted in the passage 1nd1cate that Wlscha s’ma531ve
collectlon does not reflect taste or dlver51ty but a confused
Aconglomeration of’objects.l’ |
The mainjroom inkwhich Mischa's oartyitakesiplace is, moreover,V‘

covered with tapestries deépicting animals in states of struggle, /pursuit

and enchantment:

" Three of the walls were hung with tapestries which completely
covered all the windows. . . . They were profusely covered with
leaves and flowers’among which ran, flew, crawled, fled,

. pursued, .or idled an extraordinary variety of animals, birds,
and insects No human figures were to be seen. Rainborough



. 25

noﬁ}cgd in a glarice a hound loping amiably in pursuit of a
rabbit, an astonished .encounter of a hawk-and a pigeon, and a
unicorn holding a conversation with a Yion. (p. 202) o i

These tapestties reflect the morbidity of a'mind and a taste tﬁat
'appreciatés only tﬁose works‘df art.thatkexclusively express power. Thé
abse§ce‘of ;uman figures indicates the deprivatidn of Qarmth and huﬁénity
in.Miséha's'life.‘ Through the descriptﬁ&j@of such a complexly—struétu;ed
houée, the Crowded-furniture and thé §ymbolic,tapéstfies, Murdoch thus
successfully highlights the_intricateland‘ihtriguingly‘mysterious nature
of ﬁhg owﬁerzas well as his obéessioﬁ'with poWgr.

' Mischa's obsession with power and the focus given to the issue

of power in general is best revealed in the patterns of imagery with

which The Fligﬁp from the Enchanter abounds. The dominant imagés-cluspef

into four groups{ forest, sea, fish and machines. The first two sets of

-’

imagery reflect, once more, Murdoch’s borrowing from Elias Canetti's

. . [ 4
I\ Crowds and'Power. In this’ 1mpre351ve psycho soc1olog1cal study, Canett1

accumulates detalled observatlons about the behav10ur of the crowds in

P

. N " . : " ! , I3 . *. ! ' N 0 ]
various cultures, soc1et1es and‘hlstorlcal perlods, and connects them with
e : . = : . _ A ;

the dynamics of power. In her Iaudatofy review of Canetti's book, Murdoch

1

maintains.:

Canetti has done what philosophers ought to do: he has provided
us -with new concepts. He has also shown, in ways which seem to
me entirely fresh, the interaction of 'the mythlcal’ with the
ordinary stuff of human life. imythlcaL is not’ somethlng
'extra'; we live in myth and s3 11 the time.

of power as fundamental to

, ’ v 19
human. nature and analyses power "

tly 'political',imagery. .

Pites is the forest: "The German

o

One such politicél‘image that Murd

‘ o L 20 .
national symbol is the forest, -which means also the army." Canetti sees
, . -Ch . P
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: the!¥brest in 1its ﬁmuleiple immoVability”‘es 'the symbol of the a ___X an’
,army‘whiehvhas taken up a position, which does not flee in any
c:’.r'cumst:ances."«21 Correspondingly, dn the novel,'one-notices ther'fhe

" references to the.foresr soggest\an aye—inspiring quality. Nina and Rosa,
wheneverbghey‘heoome~overwbelméd b; forCes grearer fhan.themsel;es, feel‘
as if they are lost in a forest.’ Iniher‘dream, the-frighfened Nina‘sees
herself ﬁrUnning through a dark wood” (p. 149).; Shor@ly(before her

1

suicide; she is described as turning "round through a haze," stumbling

‘”abodt in a férest of Lﬂfinished dresses” (p. 288).’ Nina's'tregedy as’ a -
refugee dlsplaced by war has been caused. by the army,'and this has led
h&r to her present 51tuaolon where "the' frontlers of her chlldhood
longer ‘[exist] in the world" (p 289)ﬂ finallyy it is her phobla of
"uniformed men" (dressed perhans as soldlers) which pushes her towards
death. Rosa is, likewise,‘frightened-by thethrest:' éhe‘refers to. it
during her meetiog with Mischa to discuss her,problem Qith the 1usiewic£
brothers: »shertells him ﬁher she is ”lost in a forest.h » The two rhen

argue whether Rosa, by seeking his help, has '"come to the woodcutter's

house,':'l or "to the enchanter's house" (p. 262). The forest is accordingly

B

~* shown to represent fear or bewilderment to both Nina and Rosa at their

\

moments of acute Veakness and Vulnerabiliry; it symbolfzes e,terrifying
. power that mystifies and overwhelms'irs victims. ’Conversely,‘the forest
_neither frightens Mische, nor doesrhe imagine himself lost in it; wheh we
first meet him at Nihe's“flat, the cohfideht hero is‘referred to as da
man on the edge of a forest”’(pr 86) . g
: Similer torthe forest, the see.symbolizes mYsEerrous andk

‘oveérwhelming forces. It is, moreover, identified in this novel with

‘Mischa's vast rand pervasive power. _According to Canetti, the sea is "all
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embracing," "multiple," "dense and cohesive'; it also has an element of

mystery lying '

4

in what it contains and covers. The life with which it
teems is as much part of it as its enduring openness. Its
sublimity is enhanced by the thought of what it contains, the
multitudes of plants and animals hidden within it.

Iy

All these qualities can be easily apqlied to Mischa, who'on two'significaﬂt
och;ions in the novel is associéted with fhe sea. His influence covers . mﬁ\g
all the characters and penetrates‘various layers of society. Like that

of the sea, his myétery excites ali kinds of speculations and his-

'lggendary power puzzles even Peter Saward; the specialist in gods, kings -

and empires, who reflects:

Mischa was a problem which, he felt, he would never solve--and
this although he had got perhaps more data for its solution
than any other living being. Yet it seemed that the more
Mischa indulged his impulse to reveal himself in these

unexpected ways to Peter, the more puzzling he seemed to become.
(pp. 223-24) )

The first occasion on which Mischa is identified with the sea occurs
after the Break;up of his party when he, accompanied by Annette, drives
at full speed toward the sea. Néar‘the shore, Mischa performs a ritual

of sorts, as if communicating with the sea:

He was staring at the waves like a man cornered by a strange
animal. Terror and fascination were upon his brow. When
“Annette saw him she was yet more afraid. He was breathing hard
and every now and then his mouth moved as if he were saying
something the sound of which was lost in the roar of the sea.
Already the water was covering his shoes. Then he bent down,
plunged his hand into the foam at his feet, and put his fingers
to his lips. He licked his lips, tasting the brine. (pp. 217-18)

Repeatedly referred to as a fish, Annette, after,failing to seduce him,
takes a plunge into the sea.and is almost drowned; her -act symbolizes the

desire to delve into Mischa's world.
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The second occasion on which Mischa is identified with the sea
is when Rosa.sees him for the last time toward the end of the novel,
Through the binocuiéfs, she sees him sitting alone by the sea, as 1if

performing a prayer ritual:.

'She”moved the glasses slowly along. Then suddenly there was

. Mischa. He was sitting on the sand, barefoot, with his
trousers rolled up to the knee, and the soles of his feet
touching each other like a pair of praying hands. He was
looking towards the horizon. The shock of seeing him was so
great that Rosa lowered the glasses at once.. When she lifted
them and found him again he had got up arid was ,standing with
his feet in the sea. He stooped down and picked up something
which seemed to be a starfish, and after looking at it, threw '
it far out into the water. Then he turned .about and looked
straight into Rosa's eyes. She flinched and handed the’ )
glasses back to Calvin. She could not believe that Mischa
could not see her face and soul. For an instant, but only for
"an instant, she believed that he knew and intended -all. (p. 307{

The pa§éage moves from Miséhafs appearance to his‘accién and finally to
his psychologicél.peﬁetrétion.‘ In his éostufe, he looks like an Orieﬁtél
god, and by,g;anting life to the starfisp behaves’és such. - This foﬂc;fully
causes Othérs tb perceive.and fearwhim as an.omniscient and.omnipotent
gég}»:Suddenly aqd_surprisingly,.that same go& becomes ﬁereiy "a ﬁiny
figure far~belo§yagit;ting its hands" (p. 280) .. Tﬁe'purpose of this
abrupt shift in fhe narrative4EOCus’is to create an'impreésionlof ﬁhe
fading awéy of Mis;ha in his last appearance in the no;ei as Rosa léaves
his Italian villa after having rejeéfed his renewed offer of marriage.

i . : : .
As well, this passage could indicate that powef over others ‘is power oﬁly.
when the individual'stvision'allows it to.beu Initially, Roéa also. falls
prey to Mischa's powér; at the end of the novel, she has, in a sense,
rebg}led against his magic: Her;"flight from the enéhanter" is ﬁhsymbolic
act of freedom, illﬁstratéd by her new vision. At fifst, through the

binoculars (as in previous passages of the novel), Rosa's vision distorts
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Mischa into a large, all-powerful god. Through her rebellion and flight,

she sees him in a more realistic perspective, as a small and distant‘human

- being. Moreover, Murdoch's use of the sea imagery is meant to enhance

i

- you will see what she 1s" (p. 143). It is important to observe/hefe'that

the feeling'of his loneliness; like all the other power figures in
Murdoch s novels, Mischa is unable to interact with people without trying
to impose his predatory will on them. A lonely figure by the sea is
Murdoch's apt conceptionvof‘a man who does not accept others as»they are
hut rather sees all creatures as desperate for his protection, as he
tells'Peter: "Do you ever fael . ; . as’'if everything in the world needs»
your--protection? It is a terrible feeling. Everything--even this

. “~ ,

matchbox" (p. 226),

5.‘ .
Mischa applies, significantly enough, this presumptuous attitude

\
particularly to women., His patronizing stance betokens a.failure to achieve

any close and balanced relationship with women. Mischa s view of women

thus signifies an integral part of/his overall concern with struggle

"You must tire a womén out," ‘he declares, "even if it takes years. vTheh\

~.

all Murdoch's power figures see their contact with the opposite sex as

gthing more than "a master-slave relationship " This phenomenon

ighlights and tightly connects sexuality with power--an issue that

becomes progressively more focused in The Unicorn and’ Thg Time of the

\\ Angels In his self~styled theory about women, Mischa s orbidity and

confusiorlarerevealed "Has it ever struck you.that women are like fish?"

“he tells Rainborough.' "The female equivalent of Pan is the sleek mermaid.

Their bodies are streamlined. They are proud of this, not ashamed'as the

psychologists say. A real woman is proud of this" (pp. 143-44)., 1If

Mischa is the sea, he may then deem it‘appropriate to contain all the >/;/%
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fish-women within his sphere of influ;nce.“ )
Mischa'g reference to women as fish represents>one instance out
of several involvigg fish imagery. Like.Mischa, Rainborough sees the
process of "becoming intimate with a woman' 'like "hunting fish with an
underwater gun . . . . At one moment>there‘is the fish-—graceful,
ﬁysterious, desirable and freé-—apd the next moment there is nothing but
struggling and blood and confusion" (pp. 135-36). The woman that is
particularly iaentified with fish 1s Annette: Rosa tells her.."You are
like ;‘little fish. You are completely smooth. -You should have been a
mermaid" (p. 68). Annette quits h?r school whose snobbish system she
finds too‘cénfiping and decides to learn directly from the "School of
Life.," ’Experiencing life entails, héwever, running the risk of
encountering the ruthless Lusiewicz brothers or the cynic, Calvin Blick.
Annette symbolizes freédam, youth and innocence, and her identification
Qith fish-is therefore quite apt ;inte the fish represents ''the natural
" forces man trieé to capture, possess, construct:.‘”23 At Mischa's‘grand
party, Annetté dresses, appropriatelyﬁenough, like a fish: "She was |
wearing a sea-green three-quarter-length evening dress, e%tremely
décollettée" (p. 203)-.. Thg sea-green colour is‘reflected in "the large

+ |
v

rouqﬂ bowl ofvg;zéﬁ glassf:(p. 2Q2) in which ;hé tfopical fish are kept.
Concentgatih;lon thé'fish, Anneﬁté is shown feeling an affinity‘with them;
this éfginity explains'partly why she.attacké Rosa when the latter

gﬁash;s theAfishBowl with the paperweight. The fish here become the
victims of Résa's aftempt to divert a&tention Wheg Calvin shows to

. Rainbgrougﬁ her compromisingvpicture in the arms of the Lusiewicz brothers.

The fish incident is the novel’s‘central event, occurring in

Chapter Fifteen, the ”éompendium of the themes and plot strands of the
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novel."2“ The significance of the incident lies not only in dramatizing
Rosa's insecurity and moral limitation but also in demonstrating the
power figure's omnipoten?e when engineering a single event, the party,
whereby he can at once‘impress, enchant or éontrol several people
simurthSfusly. In a comment on the same incident, James Gindin makes

the following confusing remark: ’

The fish cannot survive. Once imprisoned the fish cannot
survive liberation, as many of the people in the novel, once
enchanted, can break away only by enormous suffering.
Possession does not, however, always involve death, and
enchantment is not always that decisive. '

It is diff{sult to see how Gindin sees the smashing of tﬁe Bowl, leading
to the‘fish's desperate gasping for life and to their eventual death, as
an act of libération. The fish only live in water, and dépriving them of
it means arbitrarily sentencing them to death. Their death canno;,
moreover, be identified with é conscious and predetermined act such as
undoing an enchanter's spell; the fish's so-called lfberation is just an
accidental'éct imposed on them without ary consideration of their desires
or interests. The real significance of the incident relates to‘the moral
vision expresged‘in thesbook: people, when so much absorbed in ﬁheir
solipsistic concerns, destroy,.delibqpately or unconsciously, 6ther
Seings. When Rosa hurls the paperweight, her sole concern is to save her
name, The fish's deathséoreshadows,_furthermore, Nina's dpath; both, the
fishland Nina: are mereﬁ”incidental casualties" (p, 306) of Mischa's
gameé of power. The fish thus nét only function as symbols of innocence
but coﬁtribute #s well to the novel's overall concern with power.

Likewise, the machines contribute by serving as a significant

image of power; they represent ruthless and insane powers that play havoc
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with man's destiny. . The machinefon which'the.Sdcfalist—oriented Rosa

wofks is ironically'named’Kitty; Kltty stands as’a symbol for the giant -
I : . :
1ndustr1al machlnery that oppresses and allenates the workers"lt looks
Y
"like aqtontorted curlingvmany—limbed,creature with a tiny‘eircular head,

I ¥
©

‘low down on the farther}side,'whleh spun-madly ;ound‘and round, " makingia

... . deafening chaos .of sounds [out of which] Rosa was never
able to. draw anyoharmonlous or repetltlve patterm, although she

v felt sure that it was there, and that if only she could remember

. long enough and listen in the rlght way she would find out what
it was.- But it never emerged and the ‘only result of .this
~entertainment was' that she began to make mlstakes with Kitty.

3 3

B ,dramatizin‘ Rosa's experience as a factory worker, Murdoch illustrates-
y ing s experience : ory 1 |

the contention of her ‘essay ™A House of Theory'" that

. . . N . . Q K
‘the Soc1allst movement should most expllc1tly bring back 1nto
the center of its thinking its' original great source of.. =
inspiration and ‘reflection, the problem ‘of labor: the: problem,
that is, of the transformation ‘of labor from something senseless
which forms ho-real part of the personallty of the laborer into
somethlng creatlve and 31gn1f1cant.

4

It is worth observing here that the.portrayal of Rosa's experience with

" the machine represents one of those rafe occasions in which Murdoch

» ‘handles a contemporary social problem. 'Secondary<aé.it is‘to'the‘novel's.

central concern with the power figure's manoeuvres, the treatment of the =
- wi 8 , res,

_worker's,disenchantment'with_machines seems, paradoxically enough,.- the

furthest Mufdéphzwould go here in handling-an iSsue.that she herself

urges to be examined and analyzed. The machine that oppresses Rosa is,

however, the same one that the Lusiewicz brothers show "a remarkable

aptitude with'" (p. 46).  Their promotion from ordinary workers to

. - . . [

engineers-—~a change from being the machine's victims to becoming its

masters—--is equalled by,theérytransformationbfrom Rosa's protégés to her-
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mastérs; '"Thelpowef had left her now. The mastery had passed to the’

brothers.  They were as gentle ar® as respectful as ever--but their eyes
were the eyes of conduerdfs" (p. 60). As A. S. Byatt suggests, the

machine's dehumani;ing effect brings into focus the overall crisis,.

~personal as well as social, that Rosa undergoes:

‘Rosa, dware of-the faults of the Welfare State diagnosed in

'Against Dryness', aware that modern liberalism is not enough,
~although descended from a family of battling reformers and.

suffragettes, has retreated igto a kind of stultified

identification with the oppr od and is operating a mindless
- machine in a factory. She i oating and unrelated:?’ '

ih‘éddition to Kit;y, the,novel;abounds‘with b%hér‘méchines;
'{Aghes Caéement's M.G.‘ié‘hér tbélkto epsla&e fﬁe feeEle kéinborough;.it;
takes a‘more powerfulbmagﬁiﬁe such‘és Marcia's Mercedeé-ﬁo undo tﬁé
';prgvious spell. Calvin's eXpénsiVe @aﬁ\fa, whosé lens, he éeils,the ;
‘bedéviliéd Hunter,l”is_thé truthfulbgye thétiseesland.rémeﬁbefs;" serves
as an‘fnstrument for blaékmail. - The airplane fhat-he,takeé}affiQQS at
Miééhafs~§illa inbitaly ﬁhead of Rosa'sftréin{‘kt is a”tooi>sppérior-ﬁo
that of Rosé?fa‘tqol éhatléﬁly.thé power figure knows how ‘to exploit
fuily.féf His pdrposés. Tﬁe‘telepﬂone'boxes thét‘Rdsavsees"élong tHe

- road look to hér as if»théy arg instrgménts forkghe’deification of Mischa:
”They,stretchéd_befqre_her like monolitﬁs'that mark the’wéy‘to;a témple;

‘and in each one of them a picture of Mischa was hanging up" (p. 292).

BN

Being overwhelmed by Mischa's remote contfol over her, Rosa finds herself

taking’partvin a ritual of Mischa's glorification: “'She liftéd the

telephone as oﬁé:mightvlight a candle in a church withdyt belief, and yet

H

: ¥
' i Y ) : o
obeying the need for a ritual" (p. 293). . = =
The most efféctive machine in the novel, however, is Nina's
: e , , v ‘
. . . |
, . oo e ) . [
sewing machine.. As'a seamstress, Nina uses the machine that Mischad bought

PN

N

et



€y

1
her. ' As she becomes more and more conscious of his domination of her

life, the machine changes from'a means of gaining her livelihood .to a
[ 4 .
monumental 1nstrument of torture, ravenously trylng to devour her: '"The

machlne was looking more and more like some: anlmal through whose rapac1ous

imouth Nina was drawlng the cotton" (p. 148).: In her nightmare, when Nina

sees herselftruhning through a dark forest, the machine is running beside

her:

.
°

. e she could see ‘its steel eye gllstenlng in the darkness
~ from time to. time. = As she ran, Nina was still. pulling the’

" cotton material towards her. through the Jaws of the machiné.
The creature kept opening- and closing its mouth as it ran,
emitting a high-pitched- whining sound, and Nina was just able
to pull the cotton through; but she was all . the time in fear
lest it should suddenly close 1ts jaws - fast (p. 149)

Thevnightmare reaches its peak when the machine devours-‘the world. map,

“which represents Nina's hope of‘finding,refuge somewhere away from

Mischa's domination: =~ . . o S .

N . ! . . N
As she turned she fell and the cotton suddenly billowed out,
rising above her like a sail and descending to whirl itself
round ‘and round her limbs like a winding-sheet. Before it
'enVeloped her she saw its pattern clearly at last it was . a.map
of all the countries of the world. ‘At the.same" moment the
creature began to savage the material, tearing it with its jaws,
and then 1t sprang on top of Nina.  She could feel its heavy -
paws upon her chest, and a deafenlng and continuous barking.

The sew1ng machlne, Owned by Mischa, symbollzes hls power and Nlna S

'slavery, it thus develops 1nto an instrument for destroylng her hopes of

a free llfe

~Although the images of forest, sea, fish and machines may seem

to‘fuhction locally or ornamentally, they nevertheless contribute. :
elaborately and cumulatively to the cohesiveness of a novel that deals
ambitiously with a relatively large cast and a diversity of themes. The

~

.



imaéefy, more specifidally, highlights:the‘ﬁovel's‘ovérriding éoncern.
with the issué of;power:. it‘impérts‘féeiiﬁgé of feargor‘pursuit or
'gnSIavemeht; The iﬁéges‘bof;owed from Canéﬁgi particularly ihVOké'a?.
all—engﬁifipg quality that sy;bolizes ovefwhelminélpéwéréh The tight and.

close connection between the cluster of images and the novel's major

theme to which they relate thus endows the various images with an overall

&2

®

pattern. The novel's central image, Mischa's eyes, embodies very

specifiéally’Murdpch;s design of the duél'personalipy bf.hér‘power figu?e.
: ‘The'du;lity of Mischa's éharacpéf is;jméréover,.sﬁown Lhrough‘

‘the plot; point of view, and eiplicit sgatemeﬁts, of which the mdstiyi“

significant iS theloﬁe:made b& thelndvel’s scholar, Peter Séwardﬂ whgg

bbserves "how strangely qlose to each other in this man lay fhersptings
of cruelty and of pity" (p. 225)3 This blend of pity amd cruelty'ih
Mischa, when OVerlobked,lcauses a confdsion of conflicting critical

opinions abo e novel to the degree that some find no real meaning in

~dit, while ot . see it as "a retreat philOspphically . .. . an’argument

B

'ﬂiéhout a conclusion, or rather an éhalytic e#érciée;”zs 'ﬁe need,
ﬁoﬁever;ito femember‘that while’ﬁurdochﬂportrayslﬁischa as an open—ended]ﬂ
ipfqblem, she.does not sanctién all his praétides. tShe cannot'cohdone
predatof? attitudeé that run counter to her liberal-democratic ideéls and
certéinly rejects the domination of éne indi&i@ugl err another. Thé
.épen—endédkmoral prqblem that phe,powéf-figUréArepreséhts'in this novel
cdntinués; however,. to dominate severgl subseqﬁént.works.v in Tﬁe Unicorn,
Mufdoch further dévelopé her centrél,conéérn witﬁ the iséﬁé Qf?power and
@raﬁatizes the duaiity of goo&’ana evil once agaiﬁ; this tihe‘inza more

: fécUsed'and'gompléx fashion through the character of Hannah Crean-Smith.



‘ CHAPTER TWO = . - o

THE UNICORN
A

o
IS

As Mischa Fox in The Flight"ﬁromwthe Enchanter is Shown>t5_be a
i —= : : L v
/

‘blend of plty and’cruelty;'Hannah Créfn—smith,‘the power figure%oflghe‘f
‘Unlcorn, is portrayed as an antithetical mixture of spirituality and |
‘sexual;ty. This unreconciled duality‘ln her character is embodied in anv.’
feither/or.formula: She may be,"a beautiful‘unicorn - the image of
Christ," or she may be Just a sort of an enchantress, a Clrce, a
splrltual Penelope keeping her suitors spellbound and enslaved "l L‘ >
Hannah s splritual aspect identifles her with self-denial love and
perhaps martyrdom, her sexual aspect,‘on the otherlhand identlfies her j
withjself—lnvolvement,lmanlpulation"and.murder.‘ The novel marks as well
avsignlfioant shlft‘ln Murdochis viSion‘of’power, whereby she’delvesvingo
‘the darker and mare serious'side'of the issue; this is reflected;ln‘the..
violence that permeates the'novel, concludlng w1th two murders
:and two suioldes ‘ The shift in vision can also be related to the‘
adoption of eertain,features of the-Gothlc_romance such as an‘intraetable
1andseape, a cloak—and;dagger pllot,~ sexual %ﬁﬂdﬁiism and’an inoarcerated
‘beauty in‘a eastle perilous. . | o
| In hisvessay, 7""I'he Noyels'of Iris Murdoch,ﬁ George'Whiteslde'

points out that ". . unlike other Murdoch characters with‘charisma,‘
" Hannah enjoys it. .She-becomes'enohanced-with her own charisma and no
1_longer wants to get away." WhitesldeOEUrtherpadds,

&
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Under the Net, A Severed Head, and The Flight from the Enchanter
. did not end tragically because Hugo,. Honor, and Mischa did not.

love their charispatic roles. ﬁannah s embracing her role

ensures a tragic endlng becauseé%t leaves no one, at- the end,

:o break the spell.

~ The difference‘betweeh'Hahnah ahd the pewer figu;es éf Murdpch's‘ea;lier
novels runs deeper then‘Whiheside shgge;té.‘:Althohgh'all the power : o N
fighres in Murdochﬂs noveié disﬁlay an'hheanny element:of eharm.orimééic
-that‘endows'themvwith theveapaciﬁy to eapfévate those arouhdhthem,vtheif
eharismé in hhe novels\hreceding The Uniedrn can“hevertheless be related

to spec1f1c palpable characterlstlcs that have thelr roots in the real

discernible world. Desplte the_attribution tg her 6f~nearly supernatural !

powefs'by her Qilling\victims,”3 Emn@ Sands's dominatiehlin An Uhpffieial
yggégj for'ihstahce, is based primarily oniher subtlét?,"intelligehee and
sueeess as a writer of detee£ive>novels;.ahd her able’piotfingvgf,scheﬁes
(sucgges the-roTanfic affeir hetween her.éeeretery?itihasey,Rimmergsena

?the_son of~hef ex-lover, Randall Peronett. In the novels prior to The

'eUnieofn,'chafacters’Such as Hugo Belfounder in Under the Net, -or ‘Mischa

Fox in The Flight from the Enchanter,'or'Hondr'Kleinfih’A,Severed Head,

acquire and wield power as an integral part of ‘their personalities,. f

separate from the recognition of others. . Hannah's power,. on the other
hand, is_iméginary, rooted in the minds of her admirers:

Like Keats s Lamla,‘Hannah survives only so.long as she ¢an
depend on- the romantic imaginations of her audience to infuse
and project meaning into an, essentially empty and passive
object; she dies when their faith in her wanes along w1th their
existence as. mirror 1mages ‘of her: reallty

“Hannah's power

v

wanting any. power; as Max Lejour, the novel's philosopher, puts it, ''to
.48 J P v P

moreover, %perates on the semblance of not having or

be powérleésQ to be a complete victim, may be another source of power"

-~
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(p. 116). The power(figuresfin the earlier novels are shown as agt;ve;
4they~ini£iate action and calculate the consequences ih_order‘to achieve a
specific purboseﬂ\ Hannaﬁ,.éonversely,-ié portrayed as passive; as a

victim, she is acted on rather' than acting, and when she does make a move

!

she'becdmeé‘éithef murderous (killing her jailor, Gerald Scottow) or

self—annihilating (drowning herself). - Unlikg.thé_other power figures who

either représent the material and secular world or function conveniently

b

in it, Hannah exhibits in her personality a religious or mystical dimension;

héts may be seen, paradoxically enough, as the power of the saint or

‘mystic- who patiently and'heroicaliy renounces the self in order to,apbroach

God.
: . . / T : :
'Hannah's.saintly image is initiated/ by a seven-year imprisonment

'}insidé Gaze Caétle; imposed onlher gsia\puﬁishment for an adulteroué
affair‘with-het ﬁéighﬁoﬁr, Pip;LeSQQr, éhdfﬁﬁe'maiming qf’ﬁef hﬁéband;
 Peter‘Créénmei;h:,by‘aCCeétiﬁg éufféfipg[%s‘ah‘expiationvof;guiltg she
gives ﬁer iﬁcérceration:a‘spiritu?l:meaning; in(séyérél.ofwher‘ |
ébnveréétions,With ﬁafiangTayl¢r,:tgé'inst;hcpresé hired to keép;h?r
cb@pany,_ﬁannah sﬁéwsié preoécupation with~spirituélvi6vé;’she says;.”I”
think ; . . that one 6ught to cfy out for' love, to ask for it. It's ddd
'how affaid péoplé are of the wor&.A Yéﬁ we all .need love. EQen G§d needs
love.'~1fsuppp§e:that’s whybHe created gé"‘(p. 63). What further enhances
;tﬁévsaintly image is‘thﬁt ﬁhe‘chéraqcérs arqund her seem readily

. susceptible to rééognizing‘and appféaéhing her as'éhspititual,figuré.'

" This imagg'of.my;h‘ﬁf‘the bééutiful priestessvrebrésentsvthe genesi;_of

Hannah's power over others and creates for her an audience, a circle of

devotees who gather around her at evening whisky parties. A. S. Byatt

~ o °

‘sees, however, Hand%h'S'suffering "not as a 'real' religious act but as

‘
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an obsessional neurotic,fantasy,”5 of the.kind‘described in Freud's Totem

and -Taboo; she, moreover, observes:
\ ’ . :

-

It is not certain whether the yth ‘has been woven by the- others
in spite of Hannah, or by Hanndh in conjunction with, or even
partially in splte of, the others and because of her own _
‘needs . . . .0 ' I

In order to undercut the myth.surrounding'Hannah's personality; Murdoch

presents Marian's interpretation of her resort to religion as an'instance

of maklng virtue out of nece551ty she tells Effingham Cooper, one of
.Hannah s denotees, that "Hannah took to rellglon, or the splrltual life
or whatever the hell it is, like someone taklng to a drug She had to"
(p. 139) The.salntllness that the admlrers fabrlcate for Hannah thus .
'becomes another form of - imprisonment for her, 51milar to the conflnlng
,Lmage the religious community in The Bell tailors for Catherine Fawley.
;According to A, S. Byatt; the fantasy relating'to Hannahfs

saintliness is manufactured

by the need of the other characters for drama for meanlng, for
“'a story' ‘And this fantasy is destroylng -a real and waluable
freedom in the other characters, the freedom to live and act in
the real world, amongst 'real messy individuals', the freedom
from romantic neces51ty, which in the case of Randall in An
Unofficial Rose we saw 'to -be a dangerous value N 7

Through tﬁeﬁcharacters surrounding-Hannah, MurdocHﬂdramatizes the human
‘tendency to project inner desires to an outside object or person. This
projection impedes Hannah s admlrers from seelng her asvreal .as.MaX'
\Lejour tells Effingham:~'"She.is our image of the significancelof
sufferingf But we must -also see her as real. And that will makefus'
snffer too” (p.:lOé). ln'other words, Hannah's admirers find' in her a

convenient object for their illusions. No one describes the situation

better than Hannah herself, %ho tells the bedevilled Marian:

b

Fa



Do you know whdt part I have been playing? That of God. And
do you know what I have been really? Nothing, a legend ‘
You have made me unreal by thinking about me so much. You made
-me-into an object of contemplation. (p: 258)

Murdoch.presents, significantly'enough, only one lone character’.
who does not: turn Hannah»into_"an object of contemplation”: Deriis Nolan,

o

the clerk‘of Gaze Castle, he is shown to be Hannah's dedicated and
selfless devotee, who alone: tries‘to defend her by physically attackrng
) the powerful Gerald. In hle characterization?.DeniS embodies<Murdoch s-
idea of the good man as ", ; . the iover who, nothing himself, lets other,
' thinge-be through him."8 Although the two establishmentsbof Gaze Castle
and RiderS[look-down upon him as socially inferior, he retains.a-dignified~
aioofness‘and a solidity that matchee Max Lejour's. The reader :

<
furthermore finds in Denis's various altruistic actions a welcome and
',reassuring contrasthto the ferocious and’self—seeking environnent,of Gaae
Castle. The real significance“of Denis in the-ndﬁel,lhowever, is that he
represents Murdoch s conception of genuine sélf-ébnegation, and; ae such,
may serve as a background for evaluating %ﬁnnah s spirituality. Hannah’s'
suffering proves rewarding by endowing" hei with power and- making her the
focus for”al;“those aroqnd-her; as she tells Marian: "It was your belief
in the significance of my suffering that kept me{going .‘. . . I lived by’
your belief in mytshffering.’ But I had no realssuffering" (pp. 258-59).
On‘the other hand, Denis,.who believes in hannah's goodness and acts with
total renunciation of personal interest, regards suffering;as vaiuable

and as an integral partror religious exercise.- "Snffering,ﬁ'he Saye, "ig
no scandal. It is natural. Natnre appoints it. "All creation suffers.

It suffers from having been created, ifffron-nothing else. It suffers

N

- from being divided from God" (p. 235). His religious acts and beliefs
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thus come across to the reader as more authentic than Hannah's. While

Hannah's spirituality leads, consciously or otherwise, to the exercise of

power over others, and hence the connection with the gallery of other
. N N , _ ‘ .

power figures in Murdoch's novels, that of Denis-rejectsAEower and its

concomitant practices of manipulation and enslavement . He illustrates,

accordingly, Murdoch's idea that selfless other-directed love is the

opposite of power. ’ ,
.

Denis's genuine spirituality is manifested mainly through his

care for animals, especially the fish, and his identification with light

imagery. As A.-S. Byatt comments, the hunt in this novel "is very real,
. . . . /

where the hunt in The Flight from the Enchdnter was largely in the /

;

" 'and that Denis's protection of animals reflects "an uncorrupted

imagery,’

version of Mischa's concern for all life N In contrast with
. . © ) . d:.r.‘

"Gerald's and Pip¢s bloody hunts, Denis tries his best to save the animals,

and. it is noticeable that Denis is shown to .be connected in one way or

another with.evetry single animal in the no?el; as Frank Baldanza observes,
"like many a D. H. Lawrence primitive, Denis is especially good in

. s ' . . P s . . ) nl0
intuitive empathetic identification with various fauna .

" Apart from their reflection on Denis's personality, the animals.
are used for various other purposes, The bat that Hannah is concerned.
about dies; its death foreshadows hers. Tadg, "another of Miss Murdoch's

. L ‘ nl]— : PR
golden life-force dogs, represents innocence and loyalty: his

: 13
“attachment to Denis parallels the latter's to Hannah, and it is fitting
that Tadg and Denis are reunited in the :end as if to compensate for his
loss of Hannah. The wild donkey. that Denis uses to save Effingham's life

serves as a plot device for one of the novel's major episodes.
. J P

The most significant animals in the novel, however, are the

~
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unicorn of the title and the fish, While Effingham intimates that Hannah

is identified as "a legendary creature, a beautiful unicorn," Max

. //

e

>responds, ”the‘unicorn is . . . tﬁe image;of Christ. But we have to do
with an ordinary'guiltyuperson".(p. liS). According to J. C. Cooper, the
unicorn traditiénally réprésents Uchastify; purity; virginity; perfecét
goqdness;'virtue and stréngfh Qf mind’and body; incorrubfibility. Having
the two horns joined in oné symboiizes the unionlof opposites and undivided
12

sovereign power.'

\

Tbesé éttributes can Be easily matched in Hannah:
she is portfayedras pﬁre and virginal (in ghe sense that she has abandoned
»;ex fér seven ?ears), wields power (stemming from spiritual and sexual
cﬁarisma as well as frdm her féuda; status), and gombines oppoéite
elements‘in her‘peréogality”aé ét oﬁce guilty’and innocent, saint and
dehén, victim and.vampire, aduiterous and virginal. 1In Christian
. . o ‘
mythology, the unicofn represents 'Christ, the 'horn of Salvatibn,' the
horn as an;antidote to poison svmbolizes Chfisﬁ's power of destroying‘
sin .o .'."13 Within the lagtér context we could understand Hannah's
resort to violence: éHe destrdys sin,»epitomiéed in Gerald, with Pip's
"doubl; barrelled shotgun, before committing suicide. Murder and suicide
are péradoxitally enougﬁ, conaemged in the Christian faith;ihence Max's
commentary which suggests ;hé duality in Hannah's personality as an
"image of Christ," and "an ordinary guilfy‘pefson,”

Furthermore, Marian, whose name is a derivation of that of

Christ's mother, can. also be included in the uni€orn metaphor:

The bestiaries tell us that the unicorn can be trapped only by
a virgin girl used as a lure. And they liken Mary, mother of
Jesus, to this virgin because she is the medium through which
perfect divinity enters the sinful world of flesh. Our Maid.
Marian is the virgin lure. Through her intercession Hannah has
~been entrapped in a new web of circumstance which will result



in her undertaking a renewed burden of sin and guile, Maid
Marian herself is destined to stain her immaculate innocence
in the pattern of events she has entered.l:

' The unicorn-virgin formula that we witness in this novel is a further

development of Mischa Fox's unicorn pseudo-theory in The Flight from the

Enchanter. Mischa; having primarily Annette in mind, claims that the

virgin's naivété_leads her to the dragon to be eaten up. Marian, who can-
. . i :

be viewed as a grown-up Annette, assumes that she can solve Hannah's

, e - , uls
problem by simply "making her see how lovely it is to be 'free'. At
one stage of the narrative, Marian even contemplates enlisting Gerald,

the novel's dragon, to help her kidnap Hannah; "Such a girl," says Mischa,

may be virgin in soul even after much experience and still
believe in the legend of virginity. This is what leads her to
the-dragon, imagining that she will be protected . . . . the
poor dragon has to eat her up . ., . and that's how dragons get
a bad name. (Flight, p. 142)

[}

Like the unicorn, the fish and salmon in this novel can be
_ ! . 22 .
identified with'spirituality. The connection between the fish, in their

innocence, beauty and bravery, on the one hand, and spirituality on the

A
other is suggested by Hannah's statement to Marian: ""Have you ever seen

salmon leaping? - It's a most mo?ing sight. They spring out of the water -
and struggle'qp the rocks. ‘Such faﬁtéStic bravery to enter another
element 1ike that. Liké souls approachihg,Géd” (p. 51). ‘choraing to

A. S. Byatt, Ehe.salﬁon function as’a‘symbol of pu%ity and goodness that

quietly defies the destructiVe elements:

At the beginning of the novel Scottow tells Marian that the
salmon have left after the great storm; 'now the moor is just
another piece of bog and even the salmon have gone away'., So
when Hannah tells Marian 'They've come back. Only don't tell
Mr. Scottow,' there is already a sense of some secret good life
going on, out of the eye of the wielder of power and violence,
which reinforces Hannah's image for the leaping salmon. 16 o
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.
©

Byatt further notes: "The salmon here have to be seen in the context of
the wider fishing and huntlng imagery of the book, which recaflls strongly

the dominant image of The Flight from the Enchanter.

. Apart from Denis's close involvement with the novel's animals,

he is as well identified with light imagery. As in The Flight from the

Enchanter, light and:darkness assume their traditional symbolic
signifiqance in this novel: wﬁile light 1is related to spiritﬁality,
AQrkness represénts violence and power. Gaze Castie, a mansion without
electricity and the séene of some gruesome events, is shrouded for most
of the time in darkness, ﬁarticularly in Hannah's room. As the name
implies, the inhabitants of Gaze Castle do not see each other as "real'
but are lost in illusory gazing; Hannah'deécribes how t@e people around

her view her: I lived in your gaze like a’false God. But it is

~ the punishmeﬁt of a false God to become u;real. I have become unreal"
(p. 258). By skillfully modulating the shift between light and darkness,
Murdoch conveys her moral meaning. Darkness usually prevails in the
particular scenes where the destructive powers are winning: it is in
darkness thaf Gerald-vfblates Hannah, and it is in)absolute darkness that
Marian mistakenly lets Hannah out of her room. On the other hand, a
.character like Denis Noian, whose majbr preoccupationvis.love, not power,
is appropriately identified with light. This identifrcatién occurs on
two cruci#l occasions in the novel. The first takes place when Marian,
iﬁ the daqk garden whefe the moon is ''quenched in cloud,"” sees "a smail
liéht moving in the darkness." Then "the liéht suddenly darted at her-
and she stobped in her tracké, seeing her feet, her dress, abruptly
illumiﬁed" (p. 66). On this occasion, Denis, holding the light, tells

Marian that Gaze Castle is but a prisdn where Hannah is confined. The
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second occasion is wﬁen Denis comes to the rescue of Effingham. Sinking
into the dark bog waiting for a,slow death, Effingham transcends, for
.once, his self-centredness by fhe dawﬁing metaphysical revelation about

the transience of man's existgdnce:

Since he was mortal he
that was not himself wa
was from-this that the

as nothing and since he was nothing all

filled to the brim with being and it
ight streamed. This then was love, to
look and look until onf exists no more, this was the love which
was the same as death.” He looked, and knew with a clarity which
was one with the increasing light, that with the death of the
self the world becomes quite automatically the object of a

perfect love. (p. gﬁ@»

From among all the characters in The Unicorn, it is Denis who comes

closest to seeing anything outside himself as 'the object of a perfect
. ’ ) : | &
love." No wonder, then, that as Dgnis gets$ nearer to Effingham the light-

literally and symbolically increases: "Effingham continued to call. The‘

light increased, still within %drkhéss, but he was able now to apprehend

(p. 199). As Effingham realizes that Denis has come to his rescue, the

his own form, to see his arms dimly, to be aware of ce about him"
word ''Denis" becomes "the hagpiest sound he had ever uttered in his life,"
" and "the darkness had become a light brownish-bluish haze" (p. 199).
While Denis is "about thirty vards, the light inéreased," and as he is
’ L]
preparing to pull Effingham, 'the dawn light now showed the flat

unfeatured land all around” (p. 200). Finally,’Effingham is saved: "At
-

last under his groping hand he felt a firmer surface and in a moment was

2

sitting on the path. The sky was a cloudy blue and the suﬁ was rising"
(p. 201).

One aspect of tﬁe light imagery in the novel is reflected in
the choice of names. Bla;kport is the.villagelyhose pubs do not cater to

women; Greytown is the nearest sgation to-Gaze Castle. Both names, which

\ ’ : .
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This statement is: 51gn1f1cant as a theoretical baséﬂforwﬁﬁeustudy‘ofy'

: Gid
the phllosopher whose commentarles shed some. llght on the event#’ and

46

emphasize the. lack of clarity in vision for the inhabitants in the area,.

[N B 4

~ reinforce the dominant dark rones. Lejour; conversely,.is the name’of

o, : [

' ﬁhracters, as’ Robert Scholes observes, N T ’
H ' . B
Max seems obviously degigned to help us, for unllke Denis, he
is not involved in. these events. An lef we distrust the simple
theology of Denis, we hope for more from the philosophy of Max.
From a philosopher named Lejour, sureﬁ@pwe are entitled to
expect- light. . And Max provides some: %rhe best and clearest we
get in working our way through this dark conceit.

28

.

.

.The significance of Max's introducgion into.the novel lies, as with Peter

Saward in The Flight from the Enchanter, in his closeness to Murdoch's

point of view; as a philosopher representing "ancient wisdom" and

"classical Platonism,”l9 se can be an apt spokesman for Murdoch,?o No

wonder then that the novel's central statement is‘u€tered by Max,: who

interprets Hannah's suffering in the light of the pOwer concept of Ate:
"Recall," he tells his ex-student, ,Effinghaim,,

s
4

the idea of Até which was so real to: the Greeks. Até is the

name of the almost automatic transfer of suffering from ong ”

belng to another. Power is a form of Até. The v1ct1ms of "1Q§ e
power, and any  power. has its victigmare themSelves infected. 7%
‘They have then to pass it on, . to ug Apwer. on others Thls,;s

evil, and,the crude image of the al\"owerfué God is sacrilege.
Good is not exactly powerless. <For to be powerless; to be a
complete victim, may be another solirce of power. But Good-: ‘is
“non-powerful.  And it is in ‘the good that Até& is finally

quenched, when it encounters a pure being who only suffers and
- does nét gattempt to’ pass the sufferlng on. ’(p 116) . '

2

P

?

e
Hannah. As a carefully developed argument, it p01nts to the core of
N . o
uA

Hannah's problem: that is, 51nce she is not a:%hrlst like figure, 1t is

-

to be.expectEd'ggsﬁ het® to pass her suffering,-thro@gh'power, on to

"others. Max, in some respects, is shown to:have}greartaffinity with her;

s . R
. 3 PE
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as’ Byatt argues: . : | "

- In obvious ways Max is a‘pafallel to Hannah; a different kind * . .
of enclosed contemplative. . It has always seemed to me likely
that the scholar—-partl ularly perhaps the phllosopher, who is

.« « . concerned with 'the central knot of being with
'ultimate things', should be troubled by the problem of the
half-contemplative. : i : o

When Hannah btheaths her entire property to Max, this indicates a-
"a profound spiritual‘kinship in his quietistic
, 29 )
contemplation offher spiritual vocation." Accordlng to Robert Scholes,

Max is Hannah'sg heir, just "as phllOSOphy is the heir of theoloéy ”23

recognition on her part of

The affinity.between Hannah and Max;, however, assumes a greater

significance thangthis mere allegorical chronology. Heﬁnahfs spirituality,

o

in its unadulterated essence, bears many similarities to Max's

: intelleetuelity; both represent a- special form of'poWer. Spiritual and

inteliectual powers are not geared towards .imposition on others. Both
assert authority by sheer existence and usually take&%he form of teacher-

student, guru-devotee, or YOunger—oldervrelationShips. Rejeeting

manipulation, coercion, or enslavement, intellectual and spiritual power

s

figures in Mﬁrdoch's:novelskgenefally base their authofity solely on the

ywillingness”and'voluntary choice of the follower. In almost every novel,

Murdoch presents a character who 6f£en plays the role of a sage or scholar

or mystic, who utters the novel's abstract message. In this respect, Max

and, to-a certain extent, Hamnah are the fictional descendents of a

: series of spiritual and intellectual power figures such as Hugo in Undef

s

® vum
-

! l N .
Sardcastle, and the Abbess in The Bell . #v o }’ v

1 .
/ L w

N

‘As a gmnlfestatlon of Max's. 1nrellectual powa?, the novel

/ o
reveals how his /fomer sgm‘c

5

the Net, Peter Saward 1n The Fllght from the Enchanter, Bledyard in The éé

\



, Max s comments are essentlal to our understandlng of the

not necessarily conclu31ve:

48

Effingham keeps coming back to his tutor, even though he is now a A

successful bureaucrat who regards himself as "the person with the most
- power, the only person who couldereally act" (p. 74).. Though old, 'tired

‘and cgnfined to the writing of a book on Plato, Max exhibits considerable

charm that fascinates his former student: = . o

-~ F;
)

Max Lejour had been a great power in his life. . . . He ‘had

taken Max without question as a great sage; and when he could:’
himself still pass.as a youth he had quite simply adored the N
older man. Later when, as men, thev had, 1nhab1ted the same '
world, Effingham had sometimes found himself feeling afraid of
Max; it was not malice or even criticism that he feared, but
_simply the inadvertent extinction of his. own personality by

that proximity. Sometimes for a while he had avoided his

former tutor; but always came back. (p. 83)

@

- -

Although Max's formal role is~simply to edify or tutoroEffingham,,the

[
»

charisma he exercises suggests. to the reader sevgral llnes off

1nterpretat10n for the events in the novel. A Robert Schole : es,a

[ -

Effingham returns to Riders . . . dreading Max's Soc :
1nterrogat10n But we, the reader#, look forward to it. The
mysteriouspness of things has been ‘getting intolerable, and we
are anxious for more light ... . . But Effingham-is a man of
intelligence too, -and his perceptions undercut some of Max's.
Moxeover, Max himself declares "I wish I understood more,"

. Flnal answers are not going to be prov1ded in this. book 24

Balaricing Max's intelleCtnalupower in this novel is the physieal

,

power to which Gerald resorts as a means of establishing a reign of

terror. Unlike spiritual or intellectual power, physical power invelves
the use of naked fo™e or cdercion or any othr means of instilling fear.
Aceording>to'Elialeanetti, power in 1ts lower and cruder manlfestatlons

is always better descrlbed as force; 1t is by force, for example, that

25

prey islse%ﬁ%d and carried to the mouth." He further elaborates on the

k]
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Subtl@ distinction between power and force: ' : {;g'.

When force glves ‘itself time in which to operate it becomes .
power, but when the moment of. crisis arrives, the moment of SN
1rrevocable decision, it reverts to being pure force. Power is
more .general and operates over a wider space than force; it
includes much more, but is less dynamic. It is more ceremonlous
and evegrhas a certain measure of patience

N
5
"

.f .- N ' . ’ o .
Canetti's comments can thus define the basic dlﬁferences between the ; e\
dynamics. of Mischa's and Hannah's power on the one hand and the direct

compelling actions of Calvin and Gerald on the other. 1In the way he is -
g e . : ™

v shown to wield his physical power, Gerald represents‘e,fictional
descén@ent of Calvinr.’Both are.feered ena hated by othérs, aod‘do not
hesitate ‘to use>naked force: Calvin beats Huﬁter;'Gerald beats. Denis,
whips Jamesie, and throws Pip Lejour out of-Gaze Céstle. Both make
efficient use of machines to se%their schemes: Calvin uses his camera

for blackmailing, aeroplanes to tr vel~faster than others; Gerald drives

to}the station,juSt in time to .give the desperate Marian a ride, and

often‘takes aeroplanes to make quick and surreptitious trips abroad.

A
L4

Both are slaves who receive orders*from.avmaster: Caloin‘from Mischa Fox,
Gerald from Peter Crean—Smith.‘ Howemer, Gerald;“unlike Caivin Wﬁose‘
1dent1ty is totally crushed by Wlscha ‘eXceis'in power tactics} He
3eventually becomes a master and assumes fulliauthorlty at the peak of s
his triumph he sedoces Hannah; Denls comments, "Gerald is Peter now He

has‘Peter s place, he is possessed by Peter, he even looks like Peter.

He is no longer what keeps_Peter away from'Qer ' Nothing keeps him*off:“
her now (p. 269). If Caimin's wielding of physicel'power is shownftoboe
restrained and at times even funny, Gerald's is serious and murderous. |

Physically strong and. awesome, Gerald 1mparts fear, even when he does not

intend it; as soon as he enters the station where Marlan has already

0
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S

imﬂgrrived,{the group of 1ocal-people‘to.whomcshe is talhing'disappear
" altogether, and the reader's initial impression-about Gerald is accordingly
deriwed‘from this incident Marian s first impression of hin is,
interestinglf enough favourable, she admires his good loohs and observes
his physical strength: n"He was a big handsome man with a smooth; fresh—
complexioned powerful face and something of the mien of & soldier |
‘(p. 15) She findsvhim pleasant and ‘courteous, and at one point even
‘contemplates taking him as a lover. Later, howewer, when shenrealizes 5
that he is Hannah's master Jailor. she hegins to see his potential danger
and fears he might whip her int%'submission. 'Gerald's outlook towards’
"life is articulated in a statement he makes to Marian: "Happiness," hey
asserts, "is a weak and paltry thing and perhaps 'freedom has no meaning ~
: There azef%reat patterns in which we are all involved and destinies | |
Wthh belong to us and which we ‘love even in the moment when they destroy
s" (p. 177) , Like a typical tyrant, Gerald sanctions aggre531on by
putting it in the guise of a supreme pattern to which the viétim has no
choice bu&ﬂto submit. Gerald S statement may . illustrate that "the world
‘of Gaze is a place‘where ordé‘ ‘system, and meaning all exist because
they are imposed from without"'27 its. advocacy, however, for the
annihilation of the. ind1v1dual s will clearly runs counter to Murdoch s
- liberal ideology.

;] L
Gerald s phy51cal power manifests itself pointedly in sexual
domination over his victims; he ‘enslaves sexually those he conquers

physically. The following conversation between Marian and .Denis

demonstrates this phenomenon:
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'What happened?' -
'Scottow gave him a tremendous whippPing./
.,  'Good heavens, poor Jamesie. But--'
'After that he was Scottow's slave.' :
" 'You mean--he abandoned Hannah--he went over to Gerald°'
'After Scottow had laid hands .on him like that, Jamesie
. worshipped Scottow and Scottow took Jamesie. That is -how it
was..! (p. 156) : o '

AJamésie is~yet‘ahother(example.of7SimqﬁelWeil!s idea (tefefred to in the
}previous”chaptér) that the powerful, when the? carry théir aggression
Beybnd'a certain‘ﬁéint,_endﬁup béing adoréd'by‘théitféléves. 'It embodies
;s‘wéll the Até—basedbcéncept ofbtﬁe transfér of powet: Gerald who has
béeﬁ Qéter's ;lave, tranSfers:his §uffering to:Jaﬁesie, the victim he.
.eﬁslaves, Thetﬁost blétant ihsténce ofléétald's egercise of sexual
kv'domination, howeyet, takes place with ﬁahnah's»se&uétion,twhich tarnishes
“her saint}y‘image, ?rom-his tqnfifmed_homosexuai_ptaétices with Peter,

as a slave, and Jamesie, as masfer, we can interpret Gerald's sexual

‘violation of Hannah not as a shift'inu;exual‘prefetence but ratﬂe%'f‘
w1llful attempt to btlng etery&ne at Gaze Castle under his absolute;
control since'Hannah is the céntre of their adulation.. By controlllng
Hannah Gerald 1nstalls hlmself as the: supreme master and ensures, with
‘an iron fist, his‘reign of tetrér’over the entlre hOusehqld. It is only

: withiﬁ this.cohtext‘of viﬁieﬁce and sé#uai aomination‘that'thé novel's
central>§vent, Gerald's violation of Hannah, bécomés plausible. In‘turn,

L, , ' - Lo ’ ‘ ‘
Hannah's retaljation with violence becomes equally understandable to the

[ ’ .

-

reader; for, as far as Hannah is concerned, Gerald's resort to sexual

power and sexual domination has consequently defiled her saintliness and
eradicated her passivity.
' _ ‘ a
The violence that prevails in the novel manifests itself not

only in the type of pOwerlrelationships among various characters, but also



-in the severe and ominous landscape dominant. throughout. In this'sense,

the landscape serves as a commentary on those who populéte it, and can be
[N . Co . :

Seen as an extension '6f their violent séate.of mind.. Murdoch convejs‘thg
immediate reactionito such a hostile laﬁdscape‘through the eyes df an

outsider, Mafian——a‘rgactiOn ch;racterized by fear: "She found théJvast

/

dérk‘coastline repellent and frightening. She had never seen a land so

“out of sympathy with man" (p. 16) .- The reader is made poignantly aware

"

of the smothering dreariness and deéoiatidh:»

The bare limestone desert receded, rising in clearly marked
shelves to form low humpy plateaus which lay one behind the -
other like huge fossilized monsters. A few miserable reddish
shrubs and little east-bent hazel trees clung to the rock,
which the sun had turned to a pale gritty yellow. (p. 16)

The appalling landscape, the entire Gothic setting of two eighteenth-
and ninetéenth-centuty!ménsions;_dolmen, dark chambers 'and mysterious
staircases that cause an "insane panic" for Marian right from the first-

chapter omnward ére me@nt to sét”thé"moodffor the novel.’

-~

In her essay ﬁIris-Mu;doch: The Novelist as Magician / The

Magician as Artist,'" Linda Hhehl argues that Murdoch's Gothic settings

complete the tyranny of form over character. In representing
- the receding background of an impenetrable reality, the scenery
is merely decorative and, in making pretexts for intrigue,
_hints of future violence and traces of past horrors, it implies
merely facile excuses for sensationalized behaviour. Most
important, though, in symbolically exteriorizing states of
minds, it dwarfs the gcharacters by stressing their stock Gothlc
1and falry tale characteristics.

Kuehl's position is extreme .and uncharitabie.to Murdoch's achievement in

nﬁi? novel., Murdoch's portrayal of such an unruly landscape does pave

[y

the way for the horrors that occur later, and there is nothing wfoﬁg with’

-

an author's maﬁipulation of scenery to create a specific .impact on the
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reader. ' The ééehery,bmofeoVer, cannot be called 'merely decorative,' for
it echoes and'exteﬁds the athSphére created by the characters and evenfs,
and Becomes thus skilfully woven into the fabric of the novel. I find

instead A. S. Byatt's following observation more accyrate:
! . | o ' .
i . the landscape has 'mythical' quality, a kind of Romantic
. nécessity . . . a lack of messiness.or 'give' which is something
‘Miss Murdoch suspects. The. use of the landscape in this book
in general is very powerful; it is related both td our sense of
that which is not human and thus mysterious, and to the
'Ungqmpromising, again,anOn—messy, nature of spiritual events
which take place,<9 ' o o : '

Among the various elements of landscape that -figure prominently
L4 ’ , : ' : .

in the novel is the sea. Oné feels its presence throggh0ut as a violent

" and destructive force: as Gerald warns Marian, ". . . it is a ‘sea that

o

 kills people" (p. 16). The sea serves. gs an integral part of the
intractable surroundiﬁés: We receive the first descriptibn of the sea
éhrough Manian'skeyes; it has the same 'desolation and ominousness aé

the whole landscape: -

The sea was a luminous emerald green streaked with lines of
dark purple. Small humpy islands'of a duller paler green,
.bisected by shadows, rose out of it through rings of white
foam. As the car’ kept turning‘and mounting, the scene appeared
-and reappeared, framed between fissured towers of grey rock
which, now that she was close to it, Marian saw to be covered,
-with yellow stonecrop and saxifrage and pink tufted moss.
~{p. 13) '

Later when Marian tries to swim in the seéa, she becomes aware of its

murderous nature:

From up above it had seemed serene and calm and indeed it still
looked fairly calm a little way from the shore. But some
twenty yards out the smooth surge gathered into enormous waves
which wi udden violent acceleration came tearing in to
destroy mselves upon the shingles, which they. then sucked
sharply downwards and backwards with a grinding roar. Beyond
the wild snowy curl and retreat of the foam the sea now lgoked,
< in the bright sunlight, inky black. (p. 39)
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While Marian is summoning up her courage trying to swim, one of the local

- people warns her not to, since two swimmers have been drowned the week

3

before--a foreshadowing of two more significant dfowpings later: .Peter's

and Hannah's.

1 e .
. The sea in this novel is moreover a further development of Elias

Canetti's reference td it in Crowds and Power as a ‘power symbol. While

the sea in The Flight:from the Enchanter is portrayed as more or less in
tune with'man;‘the sea in The Unicorn represents an element in nature

both superior and hostile to man. The powerful but serene sea in The

Flight from the Enchanter is identified with the figure of Mischa Fox,
_while the violent sea iﬁ The Unicorn is identified noé Qith a spgcific
character but with physical power.in ggnerél, in. the senée'that bﬁth are; '
crude, calldﬁsvand'mu:deroué.\ This change in the dépictién of the sea
relates to the gradﬁal.shift in ﬁurdoch's.tpéatmeng.of'the powervfigqre;_

¥

a shift that entails a progressive penetration into the darker and evil

side of power. As a further distinction from the sea in The Flight from

the Enchéﬂter, the/séa here functions on twd occésions as an active plot’
device; it thué'secomes more subtly iﬁtegrated into the structure of fhe
" novel. On the first occasidg the flooding prevents Effingham and Léjéur,

from joining Hannah and Marianva; the cruciai moment before Pe;er's
" .supposed arrival; had they been'withmher,oﬂannah might have been saved.
- The second oceasion occurs when Denis droﬁns Peter while driving him home.
In The Unicorn, the sea, whether anvimage or a plot devicg, is‘fh&s
'strongly linked tq pOWer struggles among various éha;acters and horks more
effecfively than earlier.aé a catalytic element in the destructive‘cycle
of violence‘and-death. |

If the sea can be identified with violence and physical power,

»
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the salmon, related as they are to spirituality, represent those innocent
forces that resist-its tyranny. In thelr function as symbols of innocence,

the fish here play the same role as in The Flight from the Enchanter

- they are, Qowever, given more focus and dramatic significance here.. In

. 3 2 . " &3
their attempt to reach their mating places, the salmon brave the elements

and.risk_their lives:

{
'. . . they eat and eat and become big powerful fish. Then
one spring they come back up the rivers to spawn, and come back
“to their own birthplaces.'’

'Up a river like this one? How can they7 You'd think
they'd be dashed to pieces on the stones,'

'Some of them are. But they have great strength and
cunning. Both are needed to move upward against such a power
coming down. It is nature against nature. I have seen one
trying to leap up that waterfall there and banging himself on .
the rocks and falling back, and them at last he leapt sideways
on to those stones at the edge, and wriggled along .on the land~
and got himself into the water above the fall They, are brave

flSh p. 235 my italics)

Tﬁe imp;essive struggle thé fish wage against the.physical forces of:
nature serves as é commentary;bn the passivity'énd ineffectuality of
those charaqters in tHe nével victim%%ed by power. While fhe fish resort
to "strength andrpunning” to overcome elements superior té them, Hgnnah
aﬁd Her supportérs do not emulate 6r follow this example. The spirifual
forces in nature, in ordéf:to survive, cannot afford to belpassiQe,'but
have to combat actively and assertivély éggressive forces. We can,
therefore, conclude that Hannahis withdrawal, Max's éeclusioﬁ, Marian's
ineffectiveness, and Effingham's.ﬁesitation reQeal helpless passivity in
the fage of the oppressive and férociods‘power ghat Gerald wields. Good
must be active and assertivé,'Murdoch\sugg§§t§; in order to counteract

cevil.

Apart from their "strength and cunning,"” the fish's determination

G



"/ . 56

to reach their spawning gr0unds'embodies‘a theme of physicality, that is,
sexuality. This‘cénnection is reinforced by various characters' sekUél'
activities which take place by the salmon pool. Unlike ;he fish, however,
whose sequlity is a'hérmonious and i;tégra; part of tﬁeir'nature, séx in
the human world causes confusion and leads\té guilt . (an isspé that is
dramatized and explored more fully‘in Pattie's rélétionéhip.with Carel in

B .

The Time of the Angels). It is by the pool that Alice assaults Denis and

latef manipulates Effihgham into making love to her. ' The salmoﬁ pool
witnesées, as well, Denis's guilt—riddenizirsg sexual experience with
Marian.

The salmon's integration of both spirituality and sexuality
paralléls and contrasts with Hannah's_diéharmonious mixture of spiritual
.charisma and sexual charm. Distinct“ffomuher saintly imqge,.ﬂannah hgs’;
her own sex éppeél that captivates éil the men in the novél with the sole
exception of Max;.this appeal'representg a form of pdwéf ovér her
admirers and implieé qplpaﬁility. While the fish represént a hafmonious
blend of sexuality and spirituality;bthgse elements are unreconciled in
Hannah. This tension explains the various sexual references to herkas
.the béautifhl énchantress, aé Circe, and "as a great courtesan . . . a
woman infinitely capable of crimes" (p. 264). Nowhere in the novel,
however, does the reader find as many descriptiqns of‘Hannah,bput,in

speéifically sensual terms, as in the last chapter: after the chilling

events at Gaze Castle, Effingham reflects:

He did not feel that he had killed her. It was rather as if
she had attempted to kill him, a beautiful pale vampire
fluttering at his night window,: a belle dame sans merci. .
What had made the noticeable, the crucial difference at the end
was her terrible descent from her pinnacle of isolation, her
unspeakable surrender to Scottow. And if that made so much
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. incisive commentary, voiced by Effingham:

difference did it not suggest that her Vigil had had a
spiritual meaning after all? She had been their nun and she
had broken her vows. (p.. 317) . -

o
i K

As if to summarize the whole story of Gazelipstie as well as the open-

ended moral question of Hannah';:personalit;, Murdoch gives the following
’ ‘ R

SO
. ] 3
Ve

It had been a fantasy of the spiritual life, a story, a tragedy.
. Only the spiritual)life has no-story and is not tragic. Hannah
+ . had been for them!an image of God; and if she was a false God
they had certainly worked hard to make her so. He thought of
her now as a doomed figure, a Lilith, a pale death-dealing
enchantress: anything but a human being. (p. 317)

K

.With such a statement, the reader's all-round image of the novel's

central character becomes almost complete., Like Mischa Fox, Hannah, as a

power figure, has a double profile: a light or good oﬁé and a dark or

guilty one. 1In The Italian Girl, Murdoch's next novel, the power figure

N

can be seen as split into two Russiang h characters: David Levkin

gnd his sister, Elsa.. David, identif himself with light, attempts
towards the end to expiate the sins of his sister: '"You see there are |

two kinds of Jews," he contends. '"There are the Jews_fhat\suffer~and the

Jews that succeed; the dark Jews and the light Jews. She is a dark Jew.

.

30

I am a light Jew." This combination of dark and light elements is, to

all appearances, what Murdocﬂiintends the reader‘to grasp about Hannaﬁés
image as a power figure. In the early stages df thé novel, the danger
arises of the reader's total sympathy for and identificagion with the
power figure; the commentaries of the last pages, however, should4
preclude that possibility. Accofaingly, by thé end of the novel, the V4

reader is made as distant from Hannah as is artistically and morally

possible. v

-



--As 1in most of her earlier novels, Murdoch denies the reader

access to the mind of Hann h-~and, for that matter, to that of Gerald--

thus distancing us emotionally from the power figures. Instead, we have

16

most of the‘aetion related to us thfoughsthe two outside characters:

Marian and Effingham. According to Robert Scholes, these two characters

u

"are representatives of our point.of view. They come from the world of
realism into a world of romance. They are, like Lockwood in Wuthering
Heights, necessary intermediates between those two worlds. . . . [They]
believe in a set of liberal, enlightened virtues: freedom, individual

n3l Although these two characters are

responsibility, personal choice.
fashionedgéo appear. closer to the reader's temperament and experiences
than the others, Murdoch mnevertheless undercuts the positions they take

and the judgements they make. In other words,4she¢shows that they too

- can be readily fallible. .As she has done with Rainborough in The Flight
. , .

from the Enchanter, Mufdoeh treats Effingham ironically by focusing on

id she specifically show§ how he soon wastes the
i Sy Dy i (%
"in§f3qn he exﬁ%riences dﬁg%ng his' brush with

EE: S
" P e 2
g épg§§§ ts Mpﬁhoth’ vision
s ,
7 .

his naive romantic egoti

assumes that th§,
her to solve a%; Hggpah s proé}ems"ir

categorical impe;f @e khe desﬁre to set Hannah free, to smash up all

ol P A
her: eerie magieai’sggrounﬂings, to let the fresh air in at last, even if
¥

the result shos

3%% some’ dreadful sufﬁe;ing (p. ‘147) The use of the

1
imperative within” such a context entails an obvious

ay

‘Kantian '"'cate

- contradictiorw grms, becauSe."freedom means absence of command; it
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cannot be ihposea.”B? As Sullivan points out, Marian'f "inability to éé;
beyond the limits of the liberal tradition leads ultimately to Hannah's
death."33 ' v ' o

Regardless of the naivété and fallibility of Marian and
Effingham, each character is too essential to the novel's central concern

with power to be relegated to the marginal significance of '"necessary

. 34
fringe figure,"” as Baldanza argues. 1Ineffectual as they are shown to be,

they incarnate the sincere and ordinary human impulse to fight the demanic .

forces of deétruction; at least they try. Without these two, the novel
would be imbalanced and depressingly overwhelmed by the domineering evil

chiracters. These two characters enrich, furthermore, the meaning of the

novel by offering us strands of "metaphysical possibilities' that Scholes

underscores: '"In this book . . . we are not entiﬁ%@d%fo make any final

choice among the various metaphysical possibilitié”“ ifered us. But the

book is far from meahingless. There is a &gi in its lesson in

relafivigg.”ss Expanding Scholes's position, Sullivan enumerates the

ol .
various philosophical perspectives that the characters surrounding Hannah

project:

Y

The characters in the novel often parallel each other, not
merely for balance and pattern, but to suggest contrasting
philosophical viewpoints to counteract the possibility. of an
absolute or dogmatic solution: the Platonic and the Christian
response to Hannah--Max and Denis, the contemporary Liberal and
contemporary Romantic--Marian and Effingham; the demonic -
extension of the Romantic view is embodied in the creators and
controllers of the absolute pattern within which Hannah 1is
imprisoned-~Peter and Gerald.3 v
L}
This rich and meaningful diversity of philosophical stands.thgt the
d .

characters surrounding Hannah embody in their opinion of her results

primarily from the uncanny blend of saving and destructive eflements in

Fo.
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-‘her personality. The dual.personality of the power figure in The Unicorn.
\ L {) O
N lS a continuation of what the reader has already w1tnessed in Mischa 1n
\ ) 1

" The‘Flig_t from the Enchanter;'here, however, the issue is handled in a

H‘ more morally focused fashion with spirituality being polarized against /)

sexuality, and with the adoption of certain'features‘of\the'Gothic

romance. The deployment of the Gothic.maehinery "serves to keep Hannah's

-~

/ precise nature and significance compellingly mysterious to both the other
\characters and to the reader,”

g ) &

7 and® it“also allows Murdoch "to expose .

the hidden drives which'limit‘the.choices'man‘presumes to bekopen to

him."3s

In both respects, the Gothic technlque proves to %e a. E;eful

‘. . i . - —_ .

medium to relay Murdoch s moral vision of power Compared with Mischa,’
. N . ) .‘ N P //'

Hannah s involvement with power entailsvdeeper penetration into its dagK
. : o e . . CO S . 3 7 .

_ . _ L

side, and also serves to explore‘the meaning of religious experience/’
‘ /
: W1th ;he treagZEnt of Carel Fisher, the power figure of The Time of the'}

/!

N

Angels,vMurdoch delves still deeper into the dark 51de of powef} as well,
» .

- she presents a fresh insight into the complex 1nterlock1ng issues of

religion and sexuality. o ' S 4
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" Gothic machinery.

cuaPfer THREE

\

THE TIME OF THE ANGELS

In an.interview with W. K. Rose, Iris Murdoch says,". .. I

think this bu51ness of sexuality and splrituality is very . . é’ambiguOUS

and hard- to untlerstand."l The core of The Time of the Angels (1966) is

this very ambiguous issue of sexuality and'spirituality; an issue that
fascinates and intrigues Murdoch: .”In this novel, she develops in a more

focnéed,manner-what.she has already“&%eated in The Unicorn, that is, the
B ) . ”/' . i R .

~conjunction of sexual and spiritual power.  The Unicorn ends, however, .
, N ] LT - . :

¢ fie . .
without giving satisfactory, cleareeutvconclnsions.. Murdoch herself
) , : . e
: “? . ) ",

L2 ' , K ‘ - & S
admits this. The reader is uncertain whether Hannah's manipulation of

vher'power pdsition'is-good or eVil/ Judging from the depiction‘of Carel

3

Fisher in The Time of the Ang_ls, Murdoch s p051t10n appears more

definite.‘ In its essence, as a s udy of ev1l The Time of the A;gels

] o
attempts to depict sexual and ‘spiritual energies which are used as tools
. l

in Murdoch's approach coincides/with'a further intensive employment of " p ¢

f

' ;’ » : . -

As in The Flight from the Enchanter and The Unicorn, Murdoch .

portrays in this novel a chardctetr who exercises exceptional power over
P 10 aractes tlona .

the people in'eontact‘with'him;f However, while Mischa's power in The

Fllght from the Enchanter pervades several levels of society, Mdrdoch

\‘ . 2

3,

&

;estrlcts Hannah s power in The Unicorn to the households of Gaze Castle

in the serv1ce of self deification and enslavement of others The shift“

—

and Riders;‘Carel S’power in The Time of the Ahgels.is still;furthen,,'¢"

5 . P - LB
R . B Q'
-0 | ! B o
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‘ogﬂﬂﬁned, reaching out_only to.his household and, to a minor extent, to

his brgfher Marcus. This progre531ve restrictlon in the sphere of -

1nflu@d@e of the power flgure suggests a transitlon from social to

[}

spiritual power=-a transition>that 'reveals a contracting and inward

metamiorphosis" occurring "in increasingly grim stages."3, More
significantly, however, the restriction of the power figure's-sphere<pf
influence c01nc1des with Murdoch s shift from a dualistlc depiction of

\k#« B . . -
power, composed of. both good and evil elements, to aumonolithic portrayal

of its essential evil. . Although her visionhof»power in The Unicorn

emerges .in more sombre colours than'in'The Flight from the Enchanter,
- : -0 : - '%’3 K \

Murdoch's’stance remains basically the same. By analy21ng Murdoch s

employment of certain novelistlc .elements such as 1magery (for 1nstance,

. \&

" ‘the two colours of Mischa' s eyesj“br characterization (as in the portrayal

“of'the saint-murderess Hannah), we realize that Murdoch presentsiﬁer

£

.

.‘-“-

power figures as potentially both good and evil. In The Time of the

Angels,.however, the duality disappears and the pbwer:figure becomes

<

identified with complete darkness, The Characterization of the atheist

priest, Carel Fisher represents the culminatioﬂ’of Murdoch's view that -

l;any ﬁagguit of power is not only potentx/lly but - essentially destructive.

1
i

Carel s destructiveness is conveyed to the reader through the

type~and pattern gﬁ relationships that he establishes with others,4

specifically with the lack»servant, ?attie; 'The natrure of this’
relationshlp is not bjllt on equaljity but rather on the tyrgnnical

1mp031t10n of will. he intertw1n1ng of sex w1th power parallels and

reinforces the patterm we have already witnessed in The Flight from the

] v

Enchanter and The UniLorn; that is to say, the'powerAfigure-regards
sexual connection with others merely inrthe‘context of "master-slave

* f

-l



relationship." Significiﬁtly enough, Murdoch herself afticulates'this

close connection betweedfsex and power: ,
Everybody I imagine agrees that sexual energy is so enormpously
diffused and so various in.form that it covers all kinds and.
aspects of human life. Certainly it is connected with*this LI
sort . of worshipping and extension of power, with the way in &
which we make other people play roles in our lives--dominating .. .
roles or slave roles. So this sort of drama is _a fundamental )

-expression of sex, though it has taken aspects connected with %,

. power in what seems to be a much more primitivevsense.é, L P

‘In Murdoch's view, sex as a tool in the power scheme can only be oW
, , .

transcended by love, and in ‘this novel she successfully dramatizes the

™

" complex struggle between love-and sex;v This.struggle, according to
‘Murdoch, often takes plece in what she calls her "Closed—up" novels: y

novels of rigid patterning and eccentric'chéractgrs, such as A Severed

Head and The Italian Girl, as well as the three novels we have dealt with
thus far. . She spells 'out her conception of the difference between love

and sex this way: . . : , -

Love obviously in its genesis belongs with sex, but it's able : }

to transcend sex--I don't mean in any sense moving away from ' '
~ carnal expressions of sex but simply that séx is a very great

mystifier,.lt s a very great dark force. It makes: usodo all-

" kinds of things wé don't: ‘undgrstand. and very often don' t’want
"to do. The kind of opening out of love.as a world where we
really can see other people .-and” are-not simply dominated by our
own slavish impulses and obsessions, this is something which I
would want very much tbo, explore and wh1ch I think is very

. difficult.’ ) - ._ | e

£

oy
=

z
-5

Sex should, as Murdoch accordingly suggests, be guided and enriched by
¥ o . . : : } O . p
the morally superior concept of. ler and one can'confidently”observe that
f s m % » . ‘ .
'?éﬁ "o the tenor of Murdoch s fiction points in this directlon. Depictinguthe

[

7 moral failure of ‘her power figures, Murdoch reveals that their pursuit of
sex represents theit meanS'to tgntalize, to manipulate and  to control
thﬁgt than seeing it as a,hqmahly.pleaéurabledbkperience'or as a "carnal

*
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expression' shared with another person..

/
Carel's: means of securing his’ control over Pattie involves the

/

udeliberate and systematic obliteration of her identity: "I want to bind

you in chains you can never break.,"6 he tells her. Pattie’s attitude

towaros her enslavemenf, on the other hand, is cbmplex,'and the‘novel -
‘.s&cceeds'in showing'this complexitv.' In several‘passages, Patrie’s
'feeiings are Hramatized as a mixture of fascination andeuneasinessh
towards Carei. Her surrender involves elements of fantasy andhself-. ;
delusion' "Her will wasAhis. He was' the Lord God and she/nas the in;%t-

-

earth which moves in perfect’ obedience (p. 223)., As 1f to suggest that
Pattie sees her enslavement as a romantic experience, Murdoch,often
* describes Pattie's feelings in a manner reminiscent of EmilvhBronsﬁis
description of Catherine's love for Heathcliff:

She loved Carel and she could not love.anyone else. Even to

say this was to say something too abstract. - Into the web of

her being which was .interwoven with Carel no alien thing could

' penetrate, it was too dense; toe thick, .too dark in there. ' She.

was knitted to Carel by bonds ‘so .‘awful that it was a frivolity
even to call them love. She,yas Carel. (p. 164)

‘ . ) .'! ) . .
Although the above passage is clharly_put in Murdoch's words and not.

A those of the uneducated Pattie, it does not sugges$, that Murdoch

sanctions the relationship. “The careful choice of words Such'asx"COuld,

not," Wweb," "interwoven," "dense," "thick,' "dark," "knitte

"bonds so awful' implies Pattie s helplessness and tot lack of w1ll A

pu——e

relationshiﬁ involving domination on the one hand and resigned submission‘
on the other represents as the novel reveals, an egregious violation,of
- Murdoch's. central concept of love. The reader can easily conclude that

Y T ] : . .
Carel's sole intention is to keep Pattie under his control as a convenient

sex object within his easy reach. The reader can also tell that his

]
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suicide towards the endwof the novel'is,uot a sign of love for Pattie and

sorrow at her departure, but rather -a sign of defeat and self- resentment
: Lo ‘
for his failure to keep her under permanent contxol Taking Pattle too

‘.
"0’4 3 V

much for granted, therefore, is not an expression of ;g?e ﬂgt an act of
A , . LAY
A iﬂ -

pure will and sexual domination. S R g

¥ hnd

Voo
The references to sexual slavery in this noueﬁxeChoAsimifzr”

v

ones in The Flight from the Encounter and The Unicorn. However, while
Nina's or Jamesie's enslavement is suggested either through the narrative
_or by another character, Pattie's is shown clear and focusedpthrOugh her

own inner awareness: ”She began to know, first vaguely and then more

s

consciously, what it was to be a slave (p. 32) This prOJection of

Pattie's perceptions of her reality gives her characterization an
illuminating depth. Pattie's attachment to Carel represents, moreover,

. . R . , . ,
s an embodiment of Canetti's description of slavery in .Crowds and Power.

According to Canetti, the principal motive for the development of slavery

was ""the desire to turn men into animals': - .

AN

A single slave can best be compared to a domfesticated dog. The
dog has been detached from its pack; it ig~isolated and under
- the orders of its master. When its own pursuits conflict with
these orders it is made to give them . up, - .in return for which it
is fed by its master.

Correspondingly, Murdoch reveals that ''Carel took her -into his possession
with a beautiful naturalness and tamed her by touch and kindness as one’ »
might tame an animal" (p. 29). To Carel, then, Pattie is merely a slave,

a posse551on, a beast to be tamed and’ manipulated

While Pattie S subé@?@&on to, Carel reflects a dehumanizing

process initiated by this "very great mystifier,

sex, her relation with
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,

- love. The tenderness and mutual concern of the two characters that are

!
'

"convincingly emblematic of goodness and innocence"  gre touchingly

conveyed in the novel. Pattie is shown to feel that she can warmly

- communicate with another human being on open and equal terms, with no

threat of domination:

He [Eugene] was so 'full of himself.' Something glowed out of

him, some lighf. perhaps from his very earliest chlldhood which

seemed everything that Pattie needed and had glways lacked.

Also he seemed to her an innocent person and this warmed her

heart in an almost mysterious way. Pattie coveted His innocence,
© scarcely knowing what this meant, she rubbed herself dog-~like

against it. (pp. 90-91) ' &

The reader is bound to find the nrogression of the relationship between
N : . B
Pattie, a half-Irish black woman, and Eugene, a Russian éemigrée, of great

= ¥

interest, not only in its portrayal of interpersonal love, but also in

_its racial and sogial implications. Though not fully developed, Pattie's -

- relationship with Eugene represents yet another instance when Murdoch

touches upon a social problem in contempérary Britain. More significantly,

however, her aim is to cpunter-baiénce the claus;rophobia_of barel’s

.
-

solipsistic world with a wider, mowe open‘'vision of racial harmony among

people.
P 'y

What further distinguishes Pattie's relationship with Carel

from that with Eugene is that Murdoch elaborates little on how the former
S ' .

devéloped. The reader has to accept it as part of Carel's demonic control
over his hbuéehqld—;a céntrdl that is prevalent from the ver§’beginning.

One passage, hoﬁever; introduces the reader to the genesis of the affair:

‘She entered into Carel s presenceuas into the presence of God,
and like the soul of the }d < ' ‘realized her Jfelicity not
thrOugh anything she dist g sa but by a sense of -her own-




W/ ' '

/
The description here of Pattie's feelings is couched in vague &nd mystical
terms such as "God," "soul," "blessed," and "glorified." Thus, the
passage clpearly suggests the illusory nature of the affair. On the other

hand, Eugeﬁe‘s initial attraction to Pattie is concretely sexual, as

conveyed by the following descriptiont

She was as a woman ought to be, large-bosomed, monumental. Her
‘hips curved in a hesitant and then in a huge confidenﬁ parabola
and there was plenty behind. Her breasts, rounded, two great
firm spheres let into her body. She sat, her legs a little
avart, showing a line of slightly tattered petticoat where her
skirt was stretched over her knees. He liked the rather untidy,
tousled, unkempt femininity of her and the way her shoes were
always falling off. He wished she would smile at him more, he
liked that sudden display of magnificent white teeth. She was
much given to looking at him and the -gravity of her eyas
disturbed him. He was disturbed by her very dark eyes with the
spots of fiery red at their’ points, and by the curiously straight
dusky hair which floated about her head as if it were not really
attached but simply followed by a kind of magnetism. (p. 53)

This long and detailed passage, interesting for its minute observation of

Pattie's physical features, emphasizes three aspects of her body: size

"on

("large," "monumental," "huge," '"plenty," "big," and "great"); shape
("parabola," "tight," "perfectly rounded," "untidy, tousled, unkempt,"
and "straight"); and colour ("pink;","white,” "fiery red," "very dark,"

1

and"dusky"); Eggene’s interest in Pattie's body clearly indicates that
the‘fobt-of his atﬁachﬁent is se#ual,'a preoccupatioﬁ which gives him
pleasurg. , . ‘ (i |

Significantly, however, the passage ﬁay suggest something more
in its movement from physical description to words denoting feeling and
thought: from such words such as.'curved," ”petticoat,“ "body," to others

LR 1}

such as ''gravity, wished," "disturbed" (used twice), 'curiously," and

"a kind of magnetism." This movement parallels the shift from the’

concentration on areas of the body with sexual connotations, such as
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"bosom," 'breasts,'" '"hips,'" '"legs,'" and "knees"-to the upper, less erotic

parts of the body such as "teeth," "eyes," "hair," and 'head." By this

~shift, Murdoch impliésvthat Eugene can transcend and-sublimate his sexual

urges, and that he does not regard Pattie solely as a sex object. ‘He

recognizes her as an individual of separate identity and respéq}s her as .

.

she is: fHe felt at ease with her, as he usually did with people who had

no pretensions and no position" (p..51). His attitude thus embodies

Murdoch's concept of love.

Eugene is therefore introduced .as a character to serve as an indirect

adversary to Carel's "destructive behaviour and ideas. A refugee and.a
* .
victim of violence and war, Eugene reveals strongly human pathos and

. . . \
tenderness; his childhood reminiscence, with which Murdoch closes the

novel, is especially moving in its representation of an experiente to

‘which. the reader can relate. This comes, moreover, as a relief after the

heavy dose of bone-chilling action and the violent,. eccéntric behaviour

&

which permeates the body of the work. Part of Eugene's charm, lies in his
lack of bitterness towards others, as well és in the absence of any
idlusions about his own life, mThis‘impressibn is particularly poignant

when we meet him for the last time as a saddez but wiser man:

[

b
To grow old is to know that,ﬁgt circumstances but consciousness
makes the happy and the sad. He was a sad man and he would
never make the happiness of others or live in a house like
ordinary people. (p. 252)

S

Although he deveiqps.a greater awareness of the bitterness of his reality;

he loses‘neitheﬁi,' faith in himself nor, agaiﬁ unlike Caréi, his sense

TRL
"1971“‘1 .

of attachment Q@”chers. His is a morally significant instance in which
2 .

A
9

the processﬁbf power identified with_Até in The Unicorn is resolutely

‘/k‘ 3
rejected: sunlike Hannah, Eugene refuses the infectious transfer of

i ?é:}h

v



suffering to others. As a departure from the pattern set by other
refugees in Murdoch's novels, such as the Lusiewicz brothers in The

3Flight from the Enchanter and Elsa Levkin in The Italian Girl, Eugene's

suffering dees noe breed more suffering or domination over otﬂers; rathe;,
it leads himvto a sharpef andnconsenting récognition of reality.

Eugene refuses, as well, to follow the oﬁhef extreme of the
rekugee behaviQural ﬁattern (or wﬁat~the critics call the Simone Weil
synd;ome)‘of paé;}ve aéceétance of suffering; as epitomized by Nina in

N

The Flight from the Enchanter. Unlike Nina, whose neurotic, suicidal
3

insecﬁrity drains her will and leaves her totally dependent on the mercy
of the power figure, Eugene's sense of hope and reality Jeinforces his

.. I3 : . '. . ‘ . » I
self-confidence and faith in others. Neither a victim nor a victimizer,

. - 4
Eugene learns to respond assertively to his suffering, transcend it and /

then extend love and warmth outward; he represents, therefore, a

significant development that enriches the impressive gallery of convincing
1] )
. \
refugee characters in Murdoch's novels.  Within the context of suffering
. ) X ;- :

and domihation, Eugene thus serves as a balance to Carel. Although the
two live in the same house, they never come face to face in the course of
the ac¢tion. While the novel does not present Eugene as Carel's equal in

the extent of his power, largely because of §he former's passive and

’

gentle chafacter, it does present both as polarized opposites. Whereas

Carel is cynical and closed within himself, Eugene is opeﬁ and confident:

v

Eugene suffered from no sense of inferiority. He was filled
and stiffened by his Russian .essence, just as he knew that
English people were filled with their Englishness. . . . Eugene

" had lost, in his long battered exile's llfe, not a single grain
of thig confldence (pp. 51-52)

&

Carel confines himself to his>dark and befogged house frequented by

4

&
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spiders and mice; Eugene invites Pattie out to shqw her the snow and the
rivef. . |
_ The most obvious technique by which Murdoch'contrasts Carel
with Eugene is the skilful manipulation'&i light imagery. Carel 1is
repeatedly identified with Aa;kness. His rooﬁ ié constantly dark, even i

when he conducts his first interview with Marcus. The black cassock he

always wears is part and parcél of a sinister, dark self; in Pattie's’

/

tormrm

mind,‘thé‘priestly habit is identified with his power over her: ”Sﬁé
looked up at her master, tall and dense in his black casspck‘as a terr‘
>of darkngss” (p. 37). Moreover; Carel's rectory‘ié frequentiy befogged,t
intensify;hg\the darkness of the atmosphe;e. |

Asia contrast to the'darkness associated with Carel, the novel
préséﬁts Eugene as "an essential counterweight to Ca;el, the.white figure

. agaiﬁst the black one" (p. 192)} Throughout‘ghe novel, ﬁugene is

repeatédly idenﬁified'with light. His old dountry house in Russia is.
called Byelaya Doleena, which means '"White Glen or White Glade\in English"
(p. 216). His room in thevrectory is the only brightly lit place "in a

4 house that is perenﬁially either befogged or dark. Wheﬁ Muriel
contemplates the oppressive, overbearing effect of her father, she
‘immediately thinks of Eugene, and the contrast between the. two men is
spelled out in terms/of light,imagery:,.”But the dark image descending
Aaq‘alreadxgbroughﬁ into view its illuﬁinateddcounterpért, Eugene' (p» 144).
At the peak of Eugene's moment of happiness, whén‘he decides to marry '

Pattie, the novel presents a series of images -passing through his mind in

‘terms of an intérplay of éolours:‘
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in the sun, a pale whitish gold, blending into the heaped .
buttresses of the snow. he painted many-pillared facades,’
blue and terracotta under the blurred chequerings of the snow,
stretched away diminishing along the endless quays, each window
with its tall snowy crest, each capital traced out in
-arabesques of white. He looked at the long low city upon its
huge firozen river. The sun shone for him.from a sky of lapis
lazuli upon the solemn fortress walls, upon the striped tirrets
of the Resurrection, upon the vast gilded dome of St Isaacs,
upon the rearing bronze of Peter, and uppn the slim pure golden 7
finger of the Admiralty spire. (p. 162)

He géied at the skyline. LThe gilded domes and spires twinkled
h

The beadt? of the picture painted here stems from the brilliance of the
colours of the golden domes, white snow and the "sky of.iapis lazuli."
The mosaic of colours parallels Eugene's happy meeories and present hopes.
Murdoch's handling of light imagery‘w?rke cum&latively; that is,
she introduces short passages depicting light or darkness and repeatedly
identifies those images with either Carel.or Eugene. Apart from the
foregoing quotation, which achieves a crescendo of light and colour -
/ -imagery,vthe effect,of the images is enhanced by éeveral and constant
repetitiens-rather than by the intensity of each image or through a
ecluster of full&—deyeioped, elaborate images. Iﬁ spite of this sémewhet
stark depiction, this does not suggest thet the\light imagery is
ineffective in this novel. As a folld and recurrlng pattern, 1magery
functions effectively to round out the characters of Carel and Eugene
Eugene's Russian icon, the novel's central image, is closely
‘related to the light imagery: '"The icon blazed . . . like a star" (p. 5?3.
The icon bears a great emotional significance t6 Eugene, reminding him
’vividly of hie paet‘septled life in Russia. More significantly,,howeVer;
the icon relates to the novel's‘central concern with the meral:tension
betweé%mgoodland evil {n a world without God. Altbough Murdoch presents

Eugene as an agnostic whom one would expect to be indifferent to a
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‘that equals its emotional value: "He'lovﬁd t too as a’ blaa" ge of
\ g, ,;M"’

\ withdrawn" (p. 62). To

\
. \ 1

goodness from which all, personality ba’)

Eugene, the icon possessés "miraaqlouf" raqteristics that have caused

LN

people to‘confess~their crimes and enemies’to-he reconciled (p. 62). The

function of the icon is, moreover; to reveal the moral hankruptcy of most

of the characters in their failure to appreciate it as a work of art.

Significantly, not even Eugene values the icon on aesthetic%trounds,
g .

although it is a source of strength for sentimental and spiritual reasons.

The other characters are, without exception, overwhelmingly indifferent,

an indication of their inability to. transcend their selfish concerns.

The perception'ofzart, as Murddch‘dramatizes in the beautifully-rendered

" ‘scene,of Dora's‘experience'with Gainsborough's painting at.the Nationah"

A4

Gallery in The Bell liberates the self from solipsism——an afflietion

that prevails in the world of The Time of the. Angels ? ,' , h.:h

As a complement to the exceptional attributes and emphasis B f,'

given to. the icon, the image leads us to transfer its siganicance as a.

religious symbol into the novel's central concern with the issue of power*' ;

In this sense, the significance of the icon goes: beyond its emotional and

spiritual value to Eugene and functions as a centre of power in its owm .,

right that counterweighs Carel's "spiritual' power. In theqchapterJ? ;

-
»

.following the incestuous scene involving Carel and his daughter, Elisabethgg%?f

in one of Murdoch's masterly coincidences, Marcus brings the icon to - 5

Carel's room. After'declaring in no uncertain terms that he deniesuGod'sf;'.

‘existence, Carel catches sight of the parcel containing the icon. Its
- | | o o ‘
description serves as ‘a commentary contrasting what tdkes place’'dround it
with the image's shining spirituality.
{

13

“v»‘




' dangerously occupied by unscrubulous power figures._
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Under the direct light of the lamp, beside the insipid pallor
W of the flowers, the solid wooden rectangle glowed golden and
" blue. The three bronzed angels, weary with humility and
failure, sat 1n their conclave holding their slender rods of
office, graceful and remote, bowing their small heads to each
other under their huge creamy haloes, floating upon their
thrones in an empyrean of milky brightness. (p. 188) ’

*

" =4

Early in tne chapte:; Carel’is given inhnman attributes: he 1is shown\to &
"gleam like enamel, like poréhlain." The ”bronzed angels,' on the otherv
hand, are endowed with human feelings like "humility" and "'failure," and“.
such human adjectives asf"gréceful" and- "remote." Apart from its |
humanization of the angels, the majOr emphasis in this passage falls on

tne weakness, remoteness and dignified humil;Qy‘of the angels as a

P

' ¢ontrast to Carel's vigour and arrogance. By using such adjectives as

mwon "

"slender," "creamy," and "milky," Murdoch is symbolically pointing to the
-

receding influence efﬁsnirituality'and religion as a controlling power in

oyr lives in the face of the gehnmanizing evil of individuals like Carel.

In her effort to reclaim religion, Murdoch aims at dramatizing the

spirjtual vacuum created by the absence of,reiigion—Fa vacuum that may be

10

.

‘le Like the Trinity of the icon, the otheriopposing'forge to
Carel's\influence, the trio consisting of'Marcus,‘Norah Shadox~Brown and
the Bishop; is eqnally ineffectual in counterbalancing Carel's ﬁb&er. As
they are‘depiered, each oe has a specific quali%& rhat makes him or her
unabie to faee up to the phalienge .Carel. Norah, ha left-over Fabian i

- . C

who covers the thinnessjbf~%er thought&ith an jron will, "ll lacks the

sophiStication to understand a phenomenon like Carel -and hides her

'superflciality with a strong emphasis on a mor ity based on good manners"'

~and common sense. She represents the'do-gooder type who, in her enthusiasm"

-



”fof/prqpriety"of‘behaviour; becomes unaware that her services and

R A ‘ e _
/4;re not appréciated by their‘recipients,‘one of whom, Muriel, in an -
’ . ! - < . o ! i

e

entreme comment, calls her a snob 'just gratifying a'sense of’power"
//

(p 46) - The reader cannot, however, dismiss her as entirely useless, ' -

_for she preves very helpful to Muriel in a time of desperate need

/ . . B ]

§ . . —

Describing her and her dramatic role hyifrbolically, one critic even goes
so far as to say: . . o ;'” S ’

) r oo
. She is that rare creature in Miss Murdoch's fiction, ‘a capable
and realistic person.« She does not, however, confront Carel at
- any time, and her efforts to expose his madness do not. affect.

~ ‘the‘action of the_novel: -And so a- potential source: of ‘dramati¢.
_conflict is lostrl. : . R R

R o~ i . 2

) Joining forces w1th Norah the Bishop serves.. as the only source of comedy
; . [ ; = ﬁ . ! 3
: ’in this sombre novel. Murdoch skilfully undercuts the authority/ﬂ} his S s
3 . S

" office by repeatedly referring to his relish in eating and drinking He

s is ShOWn to make ‘such absurd statements as "the Anglican Church has been "F" s
.,k' - ' - Ky ‘
: noted for its eccentrics, or Vletﬁhim who is without neurosis,cast ‘the’

o 1 —_—

fifo Stbnén Lp. 99) The’Bishop'and,wQAt'he stands for come underﬁ\ T

T Elizabeth Dipple s severe criticism. In Ler'1982 book VIris Murdoch{_‘

_ Work for ‘the Sp;Lrit Dipple pursues a. traditional thrﬁtian line and - R -

a . oy

reJects the Bishop s theoretical vagaries.‘ SR :>~Tf.1 ,"‘_";

R s R <h;‘f” S S L
R He not only participates in the theory of demythologizing and N '
) »sdepersonalizing Christianity, but he is also separated from
_human striving,. simple‘morality, life in a wordd his’ pastoral
-». function should. attach him-to. ,He goes very far indeed in *
. ‘giving Carel . .. a kind_pf identification with mysticism of
" the via negativa sort, justifying his loss of faith and
o peccentric, dvil, behaviour -as part of a step forward for the =~
.soul, in keeping with. the historical reJection of such symbolic _ R
‘"ideas as. Christ’ Thus a ‘good’ theory can be wrongly applied, or,_\‘g.' :
_more precisely, theory again shows its inadequacy Y

‘ - .
; , P

SR ”»»ma-, -y-"« : ”X.'- v - : ' :
Dipple s~persuasive argument here underscores the Bishop S, ineffectuality




' religion to sustain hlS moral values'v

‘significant phenomena_in our_modern world:

“]believer,

o S L .
Religion thus serves, to both MarcuS“and Murdoch, as a steadying
, . f :

~in recognizing and combatting evil, both on the practical and:theoretical"‘

“levels., . PR R »:

L . . Lo

-

' ,Carel'simain theoretical‘opponent however, is‘his brother;

_Marcus, whose ‘statements represent in the main,, Murdoch's own positiqaﬁ

SRR
on’ religion and morality Commenting on Marcus's religi0us stand A S

Byatt observes that Marcus, like Rupert in A Fairly Honourahle Defeat is.

unaware of his ' true dependence on the power of the vanished religion to
N

_isustain his hierarehies oq;valpe and discrimination "14 The novel~

i RS .

-howeVer ‘articuladeé“in eaﬁli&itlyiraeional terms Marcus 's need for

I B , B I R P
~ - He did not believe in the redeeming blood of Jesus he did not
" believe im.the Father and the Son and the Holy Ghost, but he
iwanted other peopleoto believe. He wanted the old structure to’
= continue there beside him, neéar’ by, ‘'something he could L
' occasionally reach out and touch with his hand (b 103) R
: ~ ‘ . : = e

‘This attitude is very 31milar to that of Murdoch who indicates that,

Ao

although religion may apt be relevant in the modern world its symhols
¥
cannot beﬁﬁismissed entirel?‘ hence her tacit approval of Eugene s

- s & b :
1ntuitive Veneration of the icon. In her interview with Jack Biles,,gg"

4 Murdoch bemoans the disappearance of religion as one of the most

,%Iram not myself a Christians "

"’she,declares; oy

but I was brought up as. a. Christian and I feel close to
Christianity. I believe in religion, in some sort of non-
- doctrinal sense--in a ‘Buddhist sense. I think people miss.
this particular steadying influence, this spiritual home’ and

R

spiritual*center e :

v = | .

V.

o *m x ; - :
C ‘__' 1 SO

;b_linfluence or ‘a; spinitual a tﬁ&rity that inspirestrust and confidence

bl

| In-a long quotation at the beginniﬁg~o% Chiiter Twelve, Murdoch presents

.‘.‘ : ‘*’ . T T A >

%é4
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an excerpt fro Marcus's onfagain off-again book on'moralitydin a world
without God. Phe line of reasoningrin the passage suggests first an

anti—existentlalist stand by disconnecting the idea of Good from those of

personal w1ll choice and action. It'thenvreveals a Platonic vision:

If the idea of Good is not severed from the idea of perfection
-it is impossible to avoid the problem of "the transcendent."
Thus the "authoritfy" of goodness returns, and must return, to
- the picture in an even more puzzling form. (p, 128) ' /

}

This passage once again echoes Murdoch s philosophical writing, espepially

oy

two of ‘her essays, "On.'God' and 'Good'” and~"The Idea: of Perfecti n."

Marcus s phllosophical stand however undergoes ‘a cert,in .

. t iy
,change During ‘the two brothers last_neeting, Carel, in a symbolic' show

of contempt and violente; slaps MarCus.' As I see it, the slap represents,

1§?a deep sense, Carel s sole act of love to anyone in the novel he
. . .
makes, for once, .2 genu1ne effort to let Marcus be aware that his evil 1s

reai and that hlS reJection of Christianity and hlS severance of all
comntacts w1th the out31de world should .be taken seriously Marcus misses,h

o . 2
however,.the meaning involved and,'instead, ecStatically‘aSSumes that he
i A ) . .. EX . . . . ‘

“has struckﬂthe real solution to Carel's problem by moving from the idea

L ) » i
of Good to the idea of LoGe: R R
His.great book wordd not be about goad, it'would‘be about love.
I In the case of love the ontological proof would work. Because
love was a real human activity.  He would save his broth by

: loving him. Carel would be made to recognize the reality of;
-.-love. (p. 211) 3

o

"Although Marcus s new position moves even closer to'Murdoch's belief that

love is a“central-COncept in mora&s, ;6 the prescription of 1ove?as a

K specific cure[for Carel is neither correct nor . can it be representative

*;of Murdoch s attitude ) » R o ~)!,' \ . ',_h B _f‘ iié_L

Ry ST v s




" a weak and inefﬁectual character whosloSes miserably in faoe”of his

character who nevertheless'expresses a,number of 1d'as

tv' N

" The ph&losophical truths Marcus arrives at are indeed Murdochian

~ and theqefore to be accepted as norms; but their unearthly
Faustian context belies their effectiveness “’Love as the answer
to Carel's disbelief and perversity is essentially irrelevant
to Carel's problemsi.though it is a valid solution in the larger
context of the novel. The realization (of love as an an5wer)
comes too late not only because Carel i1s dead, but because by
denying otherness he has long bypaﬁsed the pOSSiblllty of love

¥as a contradictlon in hlS v1ew of being.

MarcuSﬂs'preSCription represents therefore a sentimental solution that 'is

not rooted in the reality of Carel's evil. That Marcus is not'even‘aware

- of ‘his brother's incestuous relationship withwElizabeth'reinforces'Ourr

. belief“in the inadequacy of love as a solution: Marcus is thus shown as

brother's evil schéméﬁ“ Moreover, Marcus S, weakness here parallels ‘that  a

)

of Rosa and Ralnborough 1n The Flrght from the Enchanter Mar1an and

Efflngham in The'Unlcorn and foreshadows Rupert s vacuous theorlzing in

- AN

"’nherltors

A“FalrlyAHonourabIelDefeat;,lAll these:characters represent the
ot\the Liberal tradltlon of a world which seehs to have lost powert”»
lhelr failure} togethehswlth the collapse ofwuniverSallhoral codes such
as religlon or soclalvethics, registersa.dangerous'phenomenon in
twentleth—century reallty Rubin Rablnovitz 1nterprets Marcus s
1neffectua11ty 1n the l1ght ‘of Murdoch's statement that the truly good
should not be friendly to the bad but rather be ”1ts deadly foe" ; he‘
malntalns that Marcus s mlstake in the novel was hlS attempt to. be
frlendly towards his brother,vbecause of Carel s”evil Marcus should have

nl9

treated hlm as a foe. 'Rab1n0v1tz makes a further observation*toa

4
explain why Murdoch portrays Marcus, together with Bledyard in The

LSandcastle and Douglas Swann in An Unoff1c1al Rose,v 'as. an unsympathetlc

1

4 that are glose to’
those of Murdoch: "It may be,"'he suggests,

N
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_ that Miss Murdoch, in an effort not to be dogmatic, is careful
. to relegate any character who might become her spokesman to a
relatively insignificant place in her novels.

Moreover, Murdoch highlights the ineffectuality of her spokesmen through
the effective employment of ironic distance between her. own philosophical
ideals and the characters who voice similar views in her novels.

Reflecting her liberal leanings, she reveals the critical stance of the

philosopher who considers no single belief, even one that he or she may

hold, to incorporate the be—all and end—all of truth to Wthh everyone

. ought to SUbscribe Hence the somewhat ridiculous figure cut by Marcus

in. _‘jime of the Angels.

-

Murdoch’ sfmaJor concern in this novel ‘focuses on how Marcus's 8

""passionless morality," together with "the unimaginative,common sense of

', Norah Shadox—Brown," is deﬁﬁated by Carel s "impassioned amorality w21

'

@ ' "t
As the nozel $ embodiment of power, Carel imposes a rigid self—serving

LS

v.ls:x.og on the few people with ‘whom: he allowsmhimself to interact.- B}‘

u.
e AR n

mere position as%&@riest he enJogs a concom ant spiritual power over
R .

his congregation As a substitute for- hf% reJection of the Christian

‘faith Carel directs his energies towar%s self~deificat10n "When I

celebrate mass I am God" (p. 187). Moreoveii‘}n his delf- imposed

,seclusion, his talk about religion and hi@ eventual\suicide, Carel serves -

as-a fictional descendent of Hannah in The Unicorn, with the focus on AP

v . -

dark and evil aspects. While w1th Hannah there may be a degree of '

v

S
sincerity suggested in her suffering and spiritual exercises, Carel s

seclusiOn from the outside world stems from a contemptuous attitude

‘.towards others. Murdoch relates ‘Hannah' s source of spirituality toa

>~vision which is, at least in theory,‘Christian, with Carel however, :

' Murdoch attributes the roots of hlS arguments to Heidegger, whom she

FRE
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B equates with Lucifer:22 .Heideggerfs Seln und Zeit is Carel's main

reference, a substitute 'for the Bible: The excerpt from Heidegger's book

*

-at thetbeginning of Chapter‘Eifteen-embodies.a "sense of_meaningless
existence that n0uld beranathema tO‘Murdoch’s increaSinély Platonic sense

of an existence centered round the obJective Values of love and goodness. "23
As if to highlight the absurdity of Heidegger s thought the passage 1s\
presented thr0ugh the eyes ‘of Pattie, who sees it as sheer nonsepse |

&t from Hannah's world and vision in The Gnicorn to
N ‘ oy —a

Wts a transfer fron at leastqﬁk{tiﬁl innocence to

‘(

evil,a::iku ‘ : }le' Carel embodies the anti—Chrlst figure whose’

nihilis%ﬁ vsedes the traditlonal rellgious concepts of faith, hope and
love byua'satanic'formula: ’”There is only powef“and the marvel ofqpowefﬁih"
there is only chance and' the terror of chance" (p. 184). Not only_does

v

,Carel espouse an anti-Christian: 1deology, he also practises it. His most

.

shocking behaviour takes place in the scene where he is in bed: with his

t

Udaughter, Elizabeth To the reager of Iris Murdoch, incest is nothing

Y k
: there are several 1nstances of it in the novels prior to The Time. .

g&ythe Angels, the most strlking being in- A Sevellled Head, where Martin

discovers Honor Klein in bed w1th her half- brother, Palmer Anderson The
shock in)this novel, however, is rendered‘more poignantlv because the‘
incest scene.is presented through the eyes of Carel's other dauéhter,,j
«Muriel. Commenting on thls incldent, Martin Neil Kaplan attempts to give

it.a sophisticated but unilluminating Freudlan tw1st, claiming

. That Murlel Sees their embrace 'in a mirror symbolically suggests
« « . Muriel's identification with Elizabéth. 'WhatXMuriel sees
~ - in ‘the mirror is ‘a reflection of her own desires as much as ‘
‘3xthose of Elizabeth. The: cogclusion to this seene xe; ks the e
"~ old’ formula.« In’ place of credible resolutien, Eerro&again
' -augmented,‘and again by coincidental 1ntrusion



T 3 ) . ;. ) ) : o
, e, . : y ‘ . .
) YIRS

The suggestion carried in the last sentence is that: Murdoch rigs the
‘J‘
scene in’ order to intensify the térror Although terror or shock is

¥ £

certainly. 1ntended’~1ts dramatic function is not merely the creation of a

Gothic mood but ratger the reinforcement of the novel s moral vision by

the/presentation of the whole scene through the eyes of Ca'pl s daughter
. Furthermore, no strong indidﬁtions exist to suggest that‘*uriel is

sexually attracted to her father The r ader 5 shockpequals that of

* Muriel. since Carel is, regardless of his‘autlandi e ehaviour still .

-

. . . ,‘9‘
:23 portrayed as ‘a priest and a father up to this point. Murdoch howeveqji* ‘@@
oGy
in an, attempt ‘to prepare us for the shock prefaces the‘%evdlatdon by a- w;='

G

e%% ¥n which Carel while seducing Pattie, addresses her as his "black

)

,god%!s . counter virgin e Anti-Maria,' and closes with -a
blasph@mous panody of the "Hail Mary": "Hail 'Pattie, full of grace"'

< (p. 169).- Thr0ugh Carel Murdoch thus reveals "the essence of the

demonic."?5 . “> o . L - S -

®

As"she has done with other power figures'in herlgovels, Murdoch
“fries to distance them'emotionally”from the reader; as they increase in A

villainy, there is more reason to deny’ the reader access to their minds.

One critic, however, ﬂterprets Murdoch 8 contro gf ‘ m

A
otherwise , )
. S R
B ' Since the reader isyforever excluded from the mijge-df“Miss

oL Murdoch's villains, it becomes possible for the ary reader .
to succumb to the persuasive force of the villains arguments, -

just as most of the characters in the novels - . d; .

A 0 undoubtedly Hiss Murdoch intends it this way . . , . the -

reader s bein Qfooled is the point of narration.

Murdoch's intention is definitely the opposite of what this statement
e suggests, she&scrupulously tries to spare any sympathy on the reader s

3 ) O:‘:Z

°,
FY
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part towards:the villain. Her villains,may utter strong and carefully

- developed arguments, but they serve to fool neither the other characters'

)
nor the reader The statements of Calvin, Gerald, or Carel reven if they

F
~

\Ebemwpgly of high moral or metaphysical calibre are spontaneously
*

’/c*ptradicted by the destructive acts of these characters If anything,

the whole point of the narrative is therefore to guard the reader from
being taken in by the power figures statements.
Apart from her control of point of view Murdoch's handling of

the setting shows symbolically that Carel s destructiveness extends to.-

his’ sur 0undings The bombed—out unc0nsecrated church and the d@ﬁdﬁished

iy

landscape are. thlling'remihders BE - the "Subl fme landscape in The Unicorn

L3N

The pergnnial oppreSSive fog is a maJor factor #n the overall depression

oo '

As in Dickens's Bleak House, the darknesslof the fog (described:
fifteen times in the .course of the novel) not only provides a - *
functional symbolic setting, but multiplies inm implication as

it penetrates into the housé. unnerving its inhabitants, and as

‘it merges with the darkness of Carel's cassock, Carel's black
-humour and blackness of being.? . . _ o e

»

1

Although the setting is not as’ phySically murderous as that of The

Unicorn,’ it certainly consorts aptly With the violence of Carel's actions

The landscape, the fog, the dark cassock the subterranean noise, Aand the
dark hOuse all create a Gothic atmos@here that further reinforces the

need for illumination to dispel the darkness the-power figure casts over
* .
those in touch with him as well '‘as his surroundlngs . As Frank Baldanza

persuasively argues, "the isolation of the household ensures a
.“15

concentration of the reader’ S attention and reinforces the literal and

figurative incest that pervades the characters complex erotic

"28

entahglements Moreover, the impenetrability of Carel .S rectory

.parallels similar situations we have Witnessed with Mischa's intriguing

»
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London housseln The Flight from thﬁ Enchanter and Hannah' s\}wightful Gaze

T

Castle in The Unicorn The arcane and repellent residences that

Murdoch delileerately relates to her‘power figures are meant to reflect
. sl : - N
their penchant for tantaliéing others througilﬁecrecy and mystery--

qualitles that Canetti 1dentifies .with power These houses also enhance

their separation from the rest of humanity and thelr 1nability to
gerierate warmth and establish sympathy with tHe outside world.
In this predomlnantly sombre novel Pattle alone is able to

: e

‘%,extend warmth and sympathy beyond herself Her flight from Carel s

e . e 6&"\

demonlc world to work w1th refugees representsdkﬁggnlficantly enough ~the

. 5
novel' s ‘sole assertive act of hope and salvation:

Like mankind, she is alien to the tyrannous, shaplng God and
capable of defection. She also possesses-enormous insight and
ultimately resists the final excess of Carel's demonic
persuasion. The story of Carel's misuse of Elizabeth breaks
the bond of his. power, and Pattie reverts .to her own instinct
Wthh asks for survival.

The significance and symbolism of Pattie's decision, and to a lesser

degree Eugene's action, becomes wastefully lost in the novel's final
: , . .

.effect. The power figure is practically left unchallenged and free to
w .

exercise his will and to annihilate the will of others. However, through

this poignant dramatization of Carel's ‘overwhelmin domination, Murdoch
: &

t

- advances deeper into the dark and tantalizing wotld of her power figures.

The focus on Carel as aSSYmbol of evilvgives,\furthermore, both solidity

1

and plausibility to his characterization:

_His evil 1s thematically coherent and dramatfcally convincing.
"As a fictional character, he represents an outstanding
achievement for an author whose major concern is.to create
full-bodied characters. He is made up of aesthetlcally
harmonious quallties that match one another

[LPEEN N



The solidity of the main character ‘thus gives unity to the

Inovél; this unity is further enhanced by the setting and the naovel's
! »

central imagery of the angels. Moreever, the interpiay of light and

darkness reveals in an audaciously graphié‘manner the symbolic conflict

<

between good and evil. This interplay isfSuStained'and enriched in

Murdoch's next novel The Nice and the Good (1968).



“CHAPTER FOUR

THE NICE AND THE GOOD

In an interview with W. K. Rose, Murdoch makes a clear

distinction between her "open" and "closed" novels:

I see there's a kind of alternation between a sort' of closed
‘novel, when my own obsessional feeling about the novel is very
strong and draws it closely to&ether, and .an open novel, where -
there are’ more accidental and separate and free characters. I
would like to write the second-kind. ‘The Nice and the Good is
,@ pretty open omne, 1 thlnk——perhaﬁs the most open one I've done
yet : : N

In another interview with-Ronald Bryden, Murdoch reiterates the same point

about .The } the Good when she compares it with an earlier work, The

Italian Girl: , oo
: @

L

« The Nice and the 6qod 1s much,more lgosé- textured ‘and larger in
scope, more full of l1ght and air. At least I"Wope so. I'm
trying to make my novels more. full of light and air, and T
think this one is better, from that point of view. .

While the structural openness of t“e novel is, as Frank Baldanza observes,

galned at the cost of greater diffu ness aad lack of concentration, it
is espec1ally 1mportant to. note the thematic empha51s of this work in

i : . 3
whose ‘interest the openness was attalned,"

The onenness of The Nice and the Good.reflects to a large

extent Murdoch's handlinig of the issue of poWer as part of her profound

e

interest in the nature of good and evil. Her dramatization of the cross-

- intertwinings between love, sex, p0wer, morality and religion 'is further

N

developed and enriched ‘in’ this novel. While the worldqof The Time'of the

84



85
L

* Angels is dominated by power, The Nice and the Good ia‘iﬁluninated'hy a

; vision of;loye and a rejéction‘Of power. In The Time of the Angels,

Murdoch presents a destructive power figure; the novel's atmosphere is

appropriaagly dark and’its events tragic. In The Nice and the Good, the

essence of Murdoch s vision remains basically the same, but the approach

/4

s’ deferent. The Time of the:Angels calls for‘a reJection of power:

when.power dominates, diSaster'cannoh be averted; The Nice and the Good
- ‘ . L i .
~ealls for an endorsement of Ier: deL power is checked, universal‘, y
harmony is_securedl In additionn Carel'aymad purSuit'and exploitationvdf
power embodies evil;,conVersely,‘in'this‘neri;_Murdoch feveals.the‘
obverSe side of the situation by show1ng tha; abandonlng power incarnates
. . . a

the good Thus, whlle.the sordldness and ;error that predpmlnate in The-

Timeé of the Angels_leave the reader with a bizarre and negativg feeling,

h-the.bliésful pairings with which The Nice and the'Good contludes create,

'though often crit1c1zed for being rlgged and implau51ble a quife poéitiye

v Ry

effect. Moreover, it is 51gn1f1cant to observe here that thls novel 1s \

- |
( |

one of the earliest,of Murdoch's WQrks that,contains'novactive'ﬂemon or

"villain}kapqtt.from Radeechy, a practitioner of black‘masses who shocks
everyone by shooting himself. in his Whitehall office. As A. S. Byatt
- argues, ip Murdoch's "more remote and Gothic novels, her powerful central

characters are largely\symboiic, rigidly contained in a philosophical myth

designed by the authof. This novel has| no mythlcal centre and is the
‘ ) ‘ ‘ .
better~for it.”4 ‘Dealing with a large cast and settlng, and with‘the

%o . 1’ ;=
creates a s1tqation in whlch
. SR

’ e R i SRR
resisted; in%tead of power;'love ang forgiven ss_bne N
. E R c,/‘
Unlike the condensed action and the: contracting localeﬁin The

i\

|

K:



‘Ducane, lives and works, and Dor?

Nand.Dachau. . T

o¥ conductlng a»one—man 1nvestigatlon to- solve the rlddles 1nVoly;ng the

44 L e ) LR T ‘. - “

A

Time of the Angels, the actio‘“in Thg_niog tnd the Good takes place in

two main. locations: London, where tﬁg noadl‘s main character, John .

e‘90cane s director, Octavian

Gray, has a seashore house, Tresef }1ch'ibdges~most”@f'phe{noyel's

characters. This expansion in tting represents a‘relief from the

claustrophobic atmosphere of T kw%e of the Angels. The nq&el shifts

between various places: thu aifron London offices, for ihsténce, to

L

Trescombe, and from a London hir-raid shelter where Satanic nitﬁaIE/h;;;
been‘performed, to a grotto where Ducane almost meets his death. Thefe

are, furthermore, references to places as far away as Australia, India,

The novel's various scenes are populated by a large cast of

> .

charactefs of diverse. backgrounds. Although all are related in numerous.

WSyswtévJohn Dﬁcane,'who acts as their father confessorﬂ each has a”

;

. r%}atively autonomous part'tolglay in the narrative. Thus; unlike the

three novels discussed so,far,qgé do Fotwwitness a'single“charactet;such

as Mischa, Hannah‘or Carel soffering from'the'tyrannical need to'ihpose,
his'wiil‘of‘patterﬁ of thoughtkon othersa Furthermote, as distinct from
the~preyious novels, the narratite»strocture herelresembles that of al
detective work dealihg-with a suicide committed in the first'page. As inr

a typlcal suspense story, ‘the. circumstances surroundlng Radeechy's su1c1de

1mmediately raise several urgent and sensitive questlons for government

‘\bureaucrats.‘ John Ducane is the senior civil servant assigned to- the task

1
B} . - ‘ ,

5,

I3

case, in thls wax\ he is/brought into the core of the- action. To say,.
\ .

how ver mhat the\novel starts like a detective story does. qqt mean. that
k) \
its Tltimate concenn is simply suspense. Apart from dramatizing all -tle

i
}



. . : ot Y
, P oo N

"

; mysteries relating to the crime, Murdoch develops the plot furthet by

. / :
ethical self-examination which leads him {Ducane] to

.

lleling Ducajz ] investigation with a second inquiry ofxgreater

significanCe.

v
“just moral choices, and from a plateau of conventional niweness to a

'
4

higher plane of goodness. 13 The transitian‘from the criminal»to the
moral investigation is carried out smoothly and imperceptibly, and in the

1process the issue of power progressively gains greater focus becoming

“ [ . . : ¢

_eventually tWe*novel s-ce:izpl concern.
_of the responsibility assigned to him,

By the very hatut
Ducane is empowered with extraordinary authority~to probe into theu
. , <+ S o 7 e

fpersonal lives of the people inyolved’in,the_crime. Authority, howeyer,

is nothing new to him. Almost all the cﬁaracters findlhim sympathetic

and trustworthy, divulging their pensonal problems to

bl

-

[

im and soliciting ;

his advice. As Richard Todd points out, Dueane, "who: Llicits and res?onds

1

to confidences e seems surprisingly unaware of the power which tSi

gift bestows."a' Throughout, a motif of power, or more precisely, of

with Radeechy s suicide, "McGrath has no° phwer over me.. But I h
7‘,

over him and T am going to use it. A similar veinr~Mary Cloth er, a_.

.

frien%,of the’ Grays who resides at Trescfmbe, tells him that ”e alone has‘

lgéfhority over Pierce,>hér rebellious son (p. 266) ﬁven B anne, who '

'-‘dislihes Ducane, eVentually surrenders to him, saying, "I put myself into

e ‘.J

. your power" (p. 237) In such a position of power the temptation

T becomes real to abuse the authority he enjoys dwer t e others.‘ Murdoch
: ‘ SN ‘ :
tempersz however, Ducane' s power by juxtaposing his bureaucratic

‘reSponsibility with the emotional impasse in which he’finds himself with ™ a

l . N\ \_v? v \

: .
e Dot ey s . ; o .
/ i N o o . 1 { : - X ! ‘ b
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‘power In short he refuses to Judge the mistake whep he was the

. the profe351onal esteem in.which he is held..

N N N

:Michael is therefbre unable desplte h1.7

course for'himSelf: _ - JITUE B )

: E . . ’ . v : ! . .- . . R "/'
‘The turmoil~and vibrations of Michael's inner thoughts are reworked in
s * LY . ! .

hisﬁexémistress;»JeSSica Bird;‘ Murdoch reveals Ducane s awkwardness and/
\\_ . N /

_ hesitation in handling Jessica, relating this limitation in his f

-1‘-

'personality to the moral/scruples he. evinces in wielding his bureaucratlc

‘-

mlstake" (p 76) As a further indication of hls reluctance to wield

"power,‘Ducane has to- be 1nduced to. undertake the official 1nVestigation

¥

A-of Radeechy s suicide, for which he Feels himself inadequate in spite of

G

By depictlng the central character as morally scrupulous about\

N

l»;hls actions and motives Murdoch aLtempts to embody in Ducane the image

(R . R

f

of the good man whose personal ethics guard h1m against the temptations-.

i

\

h”f‘of power In thls respect Dncane recalls Michael Meade s thoughts and

/

g aspirations 1n The Bell Wichael and Ducane bofh/fu/ly developed and

‘-sympathetlc characters,,agonize over how the good should relate to. power'

, Michael had always held the view' that the good man is w1thout

‘power. ‘He held to this view pas51onately although at.times he -

u'scarcely knew.what it meant,” and could connect it with hlS :
daily actions only\tenuous*Q or - not at all

‘Michael is, however, portrayed as a Character whose Iife is riddled w1th

acute internal conflicts, of sexual and spiritual nature. The bew11dered

‘a

31ncere aEtFmpts,‘to define a’

h 3
LS i .

He - felt hlmself compelled to remain in a region where power was o
evil, and where he COqulnot honourably find the means to Strlpv '
himself of it completely. His lot was rather the struggle from
within, the day—to -day attempt to be 1mpersonal and “just, the I
continual mistakes and examlnations of conscience. Perhaps this 4

.was after. all his road; it was certainly. a road But he was - !

, 1rked9by a sense of the 1ncomplete and 111 defined nature of his
role.r ’ - S S ) » v » ' /

P
4

i

. . . -
. o . - .
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-aDpcane's case. Unlike Michael however Ducane is less vulnerable and

'
v

: \morally more solid because,‘as the Grays describe him,."Ducane s a maJ

.
N B

RS who doesn t make muddles (p. 63). Moreover, whatevef internal struggles

£ \-\

~— -

Ducane undergoes stem from hds care not to be tempted to abuse the pOWer

- ~

vp_he is’ Endowed with. By abandoning power and later by resigning his high—~

ranking p051tion, Ducane solves the tension that afflicts Michael and'

oo 0T
embodles Max s central pronouncement in The Unicorn. PR !

- .o
B Lo . ., R . .
e .

n

© ‘Good is not exadtly powerless.- For to be powerLess, to be a
complete v1ctim, ma?~bg another source of power, But Good is

: non—powerful QIhe Unicorn, p 116)

| . X : <
' ~

)

The narrative thus 1nit1ally~reveals the systematic development

v‘of Ducane s bureaucratic or: legal authority as the investigator of a ”?

suicide. In this novel ‘an

)

power in its genesis” and

authority step by step as his charac.

s —
; e

_f;mqfhods, he ensnares McGrath the semi -rogue blackmailer, who in. turn

-unfolds. By effieient\detective_'

i

"-leads him to the 1nvolvement of another civil servant in the. case, Richard

v .

Biranne. Ducane- who dlslikes Biranne for: an uncharitabbe remark that he
x L . .

has once made about Ducane (p 37), succeeds eventually in- cornering him

._and obtaining a full confe351on. The 1nterest aroused in- Biranne s, role

A.

\ , ianad chy s su1c1de serves to shlft the reader s attentlon from Ducane s

X successful detective accomplishmentﬂto his enquiries into the nature of-

\d1351pates, to be/superseded by the search of the Trescombe characters"

i

&or avenues out of their moral and, personal quandaries. A reviewer of
\\ u% .

the novel erroneously claims that "there is a basic dislocation between.

~,

perhaps for the first time, Murdoch presents '.‘k

;'\‘his,life and_his ethical vaers.' Ajter Biranne s confe551on, the suspense -



Ducane s investigation in LondLn and the life of the quset household " .),.

. v e
v

o jand that "the two main cogs do not satisfyingly mesh. "10 The novel does
R ’ : ‘e )
: 'iﬁ fact, continue to retain" our interest even after the riddles relating

o ‘Hto the crime have been solved The reader‘s suspense regarding the crime o
N\, . , . .

v

E ‘1s purposely aroused not as. a sensational device for its ‘own - seke bUt as'

a context within which Murdoch ] moral concerns may operate The novel s

L

real value' thus resides essentially in its fresh insight into how ‘a man

like Ducane, who seriously yearns to~ be good handles power

T

Ducane s aspiration toward the good .is revealed.hx}he subtle

/~<

and eomplex argument that develops in his m1nd about being the moral

_ ; o ) ~7 .
e ;‘/arbiter of other peoples lives T °; . v v.<::(h#f ";2;f7
" Ducane knew, and knew it in a half—guilty, half—annoyed way as '
if he had been eavesdropping, that there were moments when he .
had said to himself 'I alone of all. these people am good -
.enOugh‘ am humble enough to be a judge.' Ducane was capable
of picturing hlmself as not only aspiring to be, but -as

'actually being, the\iust man and the just judge. (p. 74)
o L e Sy ) | ‘
The atEitude Ducade takes about Judging has 51gn1f1cant dramatic 1mpact

on the stream of events in the novel 31n¢e the. ch01ces he makes dec1de~‘y

at'ihe c;ltical stage the happy conclusion In her rev1ew of the novel

A, S Byatt extolls Wurdoch s abllity to reveal the characters

e

inner=

debates as a distinguishing quality of her talent

t.gifts‘as a realiStic novelist . :
gift for analysi” cious thought in her characters as
s as unconsc1ous 1 sed and ‘emotional states. Her
[ eters think-and'what thdy think and how (and how tensely -
. they habltually think) affects \what they do, which is w at we
.. find in life\mgre\often than in novels

- The depth and seriousness\with which Murdoch depicts Ducane's deliberations

— . - %

,One of Iris Murdoch's’g

PONINE

thus.enhances the density and plausibility of hisvcharacterization.

Ducane's aversion-to judging is mentioned twiée1>‘first,”early;

¥
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.stage, the moril and: peraonal powers attanhed to the poat of i?v.;ﬂf

A 4

Effingham Cooper s thoughts in The Unicorn during his brush with death in_.'

=
.career.

discerning good from evil he further argues erroneously that Ducane tries

‘”presented in the form of a well-organized argument”in DVcane s mind,’ the

- jhdge Clike a king or a pope apprd/ches his prisoner frdm ‘a position of

v

superiority, which is bound to make him almost inhumAn.‘ The argument

represents a poignant tension between Ducane s "rational mind“ and his

3

"irrational heart" (p. 74). Later in the novel Murdoch solves the
[ N

-

"‘uension happily with the heart winning the stfuggle., In a passage of Ca

strongly emotional and emphatic language, Muddoch presents Ducane -2 major "

revelation, as he goes through a near-death experience in the grottO'

B

He thought, if I ever get ‘out of here I will be no man's. judge.
Nothing is worth doing except to kill the 1little rat, not to
- judge, not to be .superior, not to exercise power, not to. seek,
seek, seek. To love and to reconcile and taq forgive, only this’
matters. All power 1is sin and all law is frailty. :Love: is the
-only justice. Forgiveness, reconciliation, not law.. (p, 305)

The fervour and moral implications of Ducane s revelation are similar to

*the bog,»Ducane, however, retains the meaning of his experience and acts

accordingly. Later, for instance, he chooses to forgive by ‘not divulging

Biranne s}connect§33‘61th Radeechy s suicide,'thus saving the former s

John Gilligan claims however that Ducane is incapable of

. . [
5 e

/o



“to take refuge in the Liberal tenet. 'no man should be judged

. by othets.' The ‘Weakileas of Liberal morality has been.a W
' central’ dlncern for Mukdoch, and.in this novel the moral ﬁwu’
educatton of John, ﬁuc&nﬂ} a paragon -of Liberal flaccidicy, ; k
'p.*becqme avgoverning mot1 L2 . S T /ﬂi,“, ,

& ‘Gilligan seems to ignore Murdoch's mOral viaion, the roots of which are ﬁji
) , B \,ﬁ .

lJ,QEBsentially liberal wMich maintains chat th judge othhrs is ‘an imposition

e

\

--that stems from a pretension to. moral superiority Murdoch 8 position is

" ‘made abundantly clear in Ehe Bel where she shows how-the Imber N

Gekmsnity wrongly judges Déra- Greenfield as morally inferior without even g

,mmaking the effort to know or understand her"to redress indirectly the

‘community s attitude, Murdoch concludes the novel with Dora, who in a

.‘

state of renewed self—confidence, is. the last person to’ leave Imber after

the collapse of the community., Co o e
She looked at the Court. She could not help being glad that
. Michael and Catherine. would not live there, and their children
and their children's children.; Soon all this would be inside
. the enclosure and no ore would see it any more. These green , . .+
reeds, this glassy water,“these quiet reflections of pillar and
dome would’ be gone forever. It was indeed as 'if, and there was
] comfort in the thought, when she: herself left it Imber would
‘cease to be. But in this moment, ang\it was its last moment,
it belonged to her. She had survive R o

LA

. "_ ’Significantly enough' Ducape's-fOrgiveness‘of Biranne is

-madefontingent upon the latter 8 reconciling his egtranged wife@Paula

o

, Ducane s demand here may appear as a form of moral blackmdil an

1mp031t10n of prlvate jUStice._ If it is blackmail it is only so. in

. the sense that it is meant to serve as a demonstration in:reverse. of the . l

real blackmail that McGrath practices. Since the intent of this private
justice is genulnely selfless and charitable and the terms and manner of .\

'its execution are entirely clear and convincingly presented, one cannot

~therefore see 1t ”as pu ishment but as a kind of creative, therapeutic

N3

RN T~ , S SR
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aiscipline in encouni:aring the :Xeality%f other *permm.'“'}

.ﬂ,

Ducana“a -

* ' u\

5" ’n» B : ) ‘r\

*Murdooh ;hue unequivocallynminnains éhit the good mah does not pasa moral

o

Judsemants"m NQrs buff;aoeem them as thay aro.‘, Morow impottant. s

Murdoch develops the power situation in the novel in such a way that".

'il M

Ducane 8 moral ideals are put into practice, leading to the dismissal of -

secular laws that unquestionably aonvict Biranne .as an accesssry to a'

fi.crime.’ Regardless of the implied dark undersida of his personality ‘that

-—

- C
. enjoys the position of authority and’ in spite of the vulnerability of

giving in to McGrath and his wife s blackmail and manipulation, Ducane

b4 o 'S

o e

' B | .

P

comes very close to Murﬁoch s vision of morgl excelIence and selflessness..

As a symbolic culmination of his moral maturity, Ducane moves from the

niceness of the flashyx possessive Kate Gray to the goodness of the

¢ |
caring though;ordinary Mary Clothier. One critic argues, however,_that

*

ﬁucane makes a somewhat disappointing comprqmise" by marrying Mary

,Clothierilj"Thematically,ﬁ he maintains, o _.fyfh‘"l}.

Ml

‘y'perS§ective-of
piye hoped for a’
.-re satisfying.

( their pairing off is appropréate "~ From
~dramatic expectations, however, one migﬁ‘
stronger profile of Mary to make their %

15

. . . . . . .'_ oyt ‘ -
The marriage nevertheless represehts a’ further manifestation of Ducane s

‘e

)

reJection of the role of the power figure, as his "status in the eyes. of

16

the cast, alters from godlike to human " Unlike The Time of the Angels,

\

which dramatizes the destructive consequences of the dominalce of power,

The Nice and the Cood shows how pleasant and fresh life can be when love,

as Murdoch underStands it, prevails and. beautifies human rel tionships

. [l

i However,a reviewer from'rhe Times Literary Supplement glibly argues that -

-

~ ‘ - ] ,V - . . Sy )

.

'

l
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‘:The Nice and the Good, like all Miss Murdochﬂh novels, is a

love-atory, that is, a story designed to discover more about’ : >
the charactr; of love by analyzingk mobilizing and juxtaposing .’
- chgracters, : - S '

[A) ’

The w;iter regretfehly missee Murdoch's deeper pnderstanding of the
. '
..~concept of love al _‘g with the serious and focused attention she pays to’
. .
At in both her fi tion and philosophical werk. To her, loye goes beyond

a transient'emot’onal gffair between people, and assumes_ a supreme moral

dimension as a ‘ealthy and indispensable attitude towards life. In this

)

respect] love ntails a rejection of any form of imposition and
manipulatdp- rejection, ‘that is, of power; love, therefore, serves as
) A g : - i

the antidote to powET. \» ' - » A
! ' :

. Murdoch s at eﬁpt to portray a life ~gulded by love rather than

-

dominated by power is achieved through several fictional devices° the
pgevalence of . light and sun imagery, the emphasis on colour, space where
the open sea‘is‘ihtegral to the landscape, the extensive use of animals,

the distinctive role 2; younger’ charactérs in the narﬂative,'as well as

.several explicit and lengthy moral stétements about love and forgiveness 'A

uttered by a relatively large number of characters._ While the absence of

- ‘\

~ most of these elements engenders ‘the depresSingly nihilistic world of The

Time;of the Angels, their presence in The Nicegﬁpd the Good creates a
. . v

..

"novel full of pictorial detail,'.'18 reinforcing an optimistic vision- of
love,
- When Murdoch describes the novel as "full of 11ght and air,

. &,
her statement is’ literally true. Unlike The Time of the Angels, where

most of the setting is dominated by darkness or fog, The Nice and the

Good 1s dominated by light. In contrast to the wintry_atmosphere of - The
=00d » ’ A =ne

»

Time of the Angels, the pvents of The Nice and the Good take place‘during '



-t

the summer, when the sun shines most of the time‘\imparting a warm

-

Mediterranean atmosphere. The waymth of the atmosphere is but a -

reflection of the senaitivity and warmth the charagtera feel for one
” -
another. Moreover, the sun, .omnipresent in this novel, 1s a souree of
.'warmth and illumination. In this respect, Mqrdoch manifestsmher(

indebtedness to Plato’s use of the sun and light imagery in the cave

episode in The'Republic, which she explores in depth in her book The Fire'

.. In a commentary on. Boqk Six of The Aeneid where Aeneas

a survivor of concentration camps,
describeé'to Mary the futii ty of such a metaphorical pilgr\mage into
darkness "It's very dark and sthfy and one 1is more .likely to feel
frightened than to learn anything Let the school—room of life be a
light airy well—lighted placel" (p.‘273) Paradoxically, an opposing /'

vision is later incorporated when Ducane, in his 'descent*into the ;

underworld" achieves self- illumination and insight into the conflict

between _power and good from a dark, airless, and claustrophobic place
.Nevertheless, the theme of light is predominant in the novel In another

paégage Ducane reflects on the good "as . a single distant point of light"

(p. 182), and, significantly enough, when Ducane descends into the dark ‘

air-raid shelter of Whitehall,‘McGrath holds a torch downwards; .after he \\\.
&refuses to give in to McGrath's blachmail he tahes the torch, in a
symbolic move, to illuminate his way upward, . From this moment on, the
riddles regarding the suicide begin to resolve themselves

!As a further development of 'the sun and light imagery in the
novel Murdoch on three occasions gives the sun human qualities, a
>

technique used to reflect the state of mind of the characters involved.

When Paula receives her first letter from Eric in which he tries to
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blackmail he;lemotionally into.renewing their relationship, we have~théa

\

following description immediately before the text of the infuriating \
letter: "The sun dazzled angrily upon the water. Frowning against it

she slowly “unfolded the 1etter"‘(p. 41). Here, as if identifying with

-~

each other, both -Paula and the sun are angry at the letter, which she

indignantly tears into pieces. In another epigbde, we witness Ducane on

the point of raiding Biranne's house, a chore which he ‘morally abhors:

It was now nearly nine o'clock in the evening, and the dense
~dusty air, heavy with its heat, hung over London like a half-
deflated balloon, stuffy and sagging. The yellow sunlight was
‘tired and the shagows were without refreshment. (p. 193)

The tiredness of thé sunlight reflects Ducane's impatience with the
tug-of-war game he is playing with Biranne. In Chapter Two of the novel,

the large cast of the Trescombe houéeholq is pfesented having tea:

The lazy sun, slanting along the front of the house, cast \\\
elongated rectangles of watery gold on to. the faded floral

wallpaper of the big paved hall . . . . beyond the clipped
descending lawn and the erect hedge of raspberry-and-creamy

spiraea, rose up the sea, a silvery blue, too thin and

transparent to be called metallic, a texture as of skin-deep

silver paper, rising up and merging at some indeterminate point

with the pallid glittering blue of the mid-summer sky. There

was something of evening already in the powdery goldness of the

sun and the ethereal thinness of .the sea. (pp. 18-19)

This poetic description refiects ﬁhe‘felaxed atmosphere in thé house.

The skilful interplay of'the~colours of thé golaen sun, the_ﬁlue sky and
the silverylseaacreates a soothing and tranquil holiday atmoéphere. The |
hafmony and beaﬁﬁy of the surroundings reveal a nature thatkis in
syfpathy with man; nature thus becomes a pgsitive element fhat reinforces

the vision of love. »

The colours in the above passage are typical of the brightness

that pervades almost the entire novel. In The Nice and the Good, Murdochv§“
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cautuny identifies the colours of what she ducribu. ‘an smphasis which
is a natural rnult of the provalonco oY sun dnd light on the l“ﬂ'ﬁ\,;
3han ~various colour shadeu can be npociticd. Two other le!ntl. thcﬂ
summer weather and t,he seashore locatdon, act dumulatively to mgke_“ the . '
process of colour identification both ngcnury'md ‘de"-inbln‘. Only on
two occasions, when darkness predominates, these bright and shining '
colours are absent, Th§ first is when Ducane descends into the air-raid
shelter at Whitehall, and the other; when Piercg ané Ducane afe trapped
4nside the grotto. These two places, the one identified with black"
hasses and the_other with smugglers, deny the people ié;olved in them,
Murdoch suggests, the pleasure of jymctioning and enjoying life in the
open. The dark atmosphere of these two underground situations, symbolically
significant as it is,~dqes not, however,'dpminate the novel.

lThé emphasis on clearly‘?efined colours indicates that values ‘K
and visions by which éharacteré and their actions can be understood are
clear and definable..'Thﬁs, the cgg%ce and ;he degrees of tbe shades of
colou;, along with their corresponding moral counotations,Aaré a helpful
indication to the rééder. We can iscefn, fé; instance, McG;ath's seedy
nature from the description insthei¥irst pége of the noveli "The ;ffice
messenger, McGrath, a pale-blue-eyed ginger—haired man with a white face
“and a plnk mouth, stood shuddering in the doorway" (p. 7). These colours

-

of McGrath's face are referred to later when it becomes clear that he_iéx

involved in selling the story about Radeechy's suicide to the press:

Ducane was irritated by McGrath's . . . colour scheme. A man
- * haq no right to have such red hair and such white skin and such
.pallid watery blue eyes and such a sugary pink mouth in the,
middle of it all. McGrath was in very bad taste. (p. 64)

Like McGrath, Judy, his wife,'who connives by sexual means to



an-nnru hiuh-rnnking people while her hulbaad pho:otrnphn them in
co-proniuinx vetxtiont. is: ‘also given 3 dis:iactiﬁq “colour lchcﬂi." but

with a clear :xan: towards the sensual: o e

i - i .

The warm light caroiand her, r.vcnlud her, blen _with her, =
Rer black hair, dusted ovex with a sheen of brown, seemed a =
slightly greenish bronze, and the shadow betweer hcr large

round slightly dependent breasts was a blur of dark russet,

(p. 195) ‘ :

%

In contrast to this murky picture of a 1asc1vioun woman, Murdoch paintl a

more harmonioualy coloured portrait of Paula, Mary nnd Kate walking along

the shore: .

Outlined against the pale blue light, the figures of the women
seemed monumental in the empty scene. They walked slowly and
lazily in single file, Paula first, dressed in a plain shift of
yellow cotton, Mary next in a white dress covered with small
blue daisies, and Kate last, in a purplish reddish dress of
South Sea island flowers. (p. 119)

In the passage describing Judy, predominantly dark colours are purpbsely
tempered by the use of such words as "blended," "dusted," '"shadow,"
"slightly," and "blur." This modification of colour suggests Judy's

shady behaviour and ambiguous morals, and serves to create an image of an

almost immoral woman. ‘Ih the passage describing Eh:-dresses of the three
women, the colours, especially the yellow of Paula‘:nd'the white of Mary,
are bright and defipipe, colours‘which serve to suggest moral solidity.
Of the three women, K;te alone wears blended colour;’(purplish and

- reddish) which link her with Judy. The sensuality of the colours, and

the ostentation of the South Sea Islandg floral design, suggest dubious

"vmotives and behaviour. The description of Judy is, fdrthermore; restricted

to her body, while that of the three women relates to the colour of their
- ' . *

dresses; it is thus Judy's flesh that counts, while with the three women

-



si:n&fictuco in thil novul. In his ‘ f

ove. ;f!;;; with Barbars "u.”_gﬁ

‘ﬁg!hto. eﬁtvof the novcl’t pﬂilalophort. llrux ”Kncp thc 31&0&“‘6 tnltﬂ.

youruclf. Don't pase it on" (p, 155) ‘ﬂt:n the mature Theo goes along
vich Plerce's metaphor in the same scene 0h1ch equates evil with blachnuis.'
and advises him, in words reminisccnt of Simone Weil, not to pop- his |
,‘sgffcringvon to others. Intfac:, Theo's ,tn:-ngn; is & rn&tqr&;ion of !
’ whac'w;llxwhaa altaady‘advipdg Pierce: '"You will suffer. Only try to

trap the suffering inside yourself. Crush it down in your heart like

Odysseus d1d" (p. 108),

.

Related to Murdoch's concerted use of sun, light, and colour

imagcry is her treatment of the sea. As in The Unicorn, c@e sea 1aiThe"

Nice and the Good is omnipresent in the backgfound. However, unlike The
k2 A .

*

; : #
Unicorn, where the sea is ugly and "kills people,” The Nice and the gpad~

presents a "calm sea over which the afternoon sun lays a shallow golden
aze" (p. 276). Thus the sea in this novel is safe and, moreover,

adds beauty to the surroundings by reflecting an inteérplay of various

shades of colours:
* N
The smooth sea was a light luminous uniform colour of blue, *°
" scattered over with twinkling, shifting gems of brightness, and
divided by a thin dark blue line from the more Pallid -empty
blue sky, into which on such a day it seemed that one could
look inflnitely far. (p. 119) -

Even Pierce's adventure in the grotto, a foolish flirtation with death,
ends witﬂvPierce, Ducane and Mingo unharmed; by providing Ducane with a

stitablg setting in which to make a significant moral decision,. the

] . <



Miomnuain and problems without any one individusi ﬁvia to mxay 5

pree

tactict of power to 1l90l‘ his will upon ath‘tl as Carel da¢l. et

- Another £$cttonu1 device that nurdoch uses to porqxny s lift
“{ 3
suidod by love is the marked role, upon both tcnl and nc:-phdrieul lcvcil,

thut animall play. As in The Flight from the Enchanter and The ggécorn,

animals rcprgsunt 1nnocent life canr;ic. operating outside the

(X

nlchinacionn and power schemes of huuin being;e Hezc. however, animals

are unnd nore extenaively than in any of hcr narlier novels; thoy

v

populate the book, exist side by side with the characters, and are an
integral part of the scenery and the actiom, It is worth uentioning
that in Murdoch's "closed" novels, the animals appear vulnerabld,
confineﬁkgnd vic‘ﬁmizea. For instance, Mars, ﬁhe ;agad dog in Under the
Net, "is_used as a pawn in the power struggle beéween the narratori‘
protagonist, JakexDonaghue, and one of his rivals, who owns Mifs.

) . i
- Talented and affectionate, yet aged and unwanted, Mars looks so pathetie

i ‘ .
that the temperamental Jake takes pity on him and decides to keep him.
Mars' s.fate typifies the lot of "a series of struggling but moétly'
survivihg animals that we meet in Murdoch's earlier novels. The animals

thus seem depeﬁdent on man and at his mercy; in this respeét, they are

often 1de;?t{ied with the victims of power; as one of the chdracters in
. pa

ko~
+ , )

e

#
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'Mingo becomes a blessed ray of warmth which JOlnS Pierce and Ducane

,‘sympathetlcally SO _‘,',; S e

L 4101‘

i

hA Fairly,Honourable Defeat comm nts on a hedgehog that 1ater drowns.,o

“They re such defenceless‘beasts- l?v However, in the novels following A

fiFairly HonouraEle Defeat, where the dominance of the power figure begins

to diminish progressively, the animals look more independent and

,'assertive In The Sacred and Profane Love Machine, Harriet s ferocious

N

'dogs become 1nstruments of Justice they punish the morally lax Blaise
}'«”for his- deceit and irresponsibility - Murdoch S deployment of anima}
‘ fimagery thus enriches her thematic concerns with love and power
| "Although,'one might, at first 51ght, be iﬁclined to dismiss her
!'achievement here as mere 1ocal ellishments, it is clear that the

' hdramatic function of the animals reinforces and extends the novel s

meaning. Moreover, from among -the large number of animals in The Nice
Sl LT

and the Good Mingo Pierce s dog, plays a- distinct role as a plot device

indispensable to Murdoch s handling of the grotto episode, where his

unexpected presence saves Pierce and Ducane from death by exposure _?m=*=

-

"ﬂurdoch catches this emotional moment and conveys it movingly and

S

~Unprotesting 31lent Mingo warm’ Mingo ‘was at last adJusted .
‘with his bulky body between them, his head emerging at the
_‘bottom of the sweater. After a moment or two Ducane could feel
.-the sparkling painful particles of warmth beginning: to stream
;. into him. A little later he felt something- else, which .was .t
’ . They lay like two broken o e
Ducane felta faintcshuddering
Pierce was crying. He put
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acts as an extension of the harmonious sexual

. v/.-

1ion between Barbara and

Pierce. . o o g

o

.7 . The characters who. have the closest affinlty with and 1ove for

l
anlmals in this novel are the younger ones. Barbara, Pierce and the

\

tw1ns. Like the animals, they basical y represent innoeent and potentlal
r.

llfe forces that are neither interested in ‘nor entangled with any serious

schemes of power.t Their Intrbducpion into thlS novel is yet another

‘
&

distlnctlon from the three othen/;orks dlscussed thus far ‘ These.four
, : I : A
characters, ‘who play a relatively actlve role, reveal concerns and issues
out51de the malnstream of eVents. The world of the novel is thus extendedi
beyond the strlctly adultyconcerns.‘ Theﬂestrangement between Barbara Gray
. and’ Pierce Clothier; for’lnstance, stems primarily from the1r grow1ng up>
: P

and" their not belng able to adJust themselves to their sexual de51res.

.They fe enact 1n partandcnlalower level the emotional turm01l that takes'

. / ; .
place around them As Ducane putS»it:} "These young people have got to

/ .

(t save them from 1t—-” (p 106) Their suffering, tr1v1al

suffer we ca7

.

as it may seém vrewed from an adult s perspective, is part of their
-comlng to gr1ps w1th the1r reality Pierce s melodramatic adventure in

the grotto is one of Murdoch's deV1ces to develop ‘the novel s plot towards
/
a climax and then tie everythlng up - 1n a happy denouement In this

'respect Plerce s actlon is 51milar to- Don Mor s hazardous adventure, in

 the school tower that represents the climactic event 1n The Sandcastle

'Like everybody else 1n the novel Barbara and P1erce are reconc1led to

e V,

each other “thus f1tt1ng conveniently into the novel s endlng dn’ whlch
‘ the characters are palred off The una531gned conversation between the

'two 1nd1cates subtly and economically the movement toward sexual. and '

i /
.

emotlonal harmony that would eventually exist between them.

-
«
4
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, . » B . . o . . . A )
'Was that really ezt R e e
'Yes.' : ‘ S - o .
. 'Are you sure you dld it right"l3
"My God, I'm sure!'" ’
'Well, I -don't like it. fa ]
"Girls never do the first time; ' P
'Perhaps I'm a Lesbian.' . e
'Don't be 31lly, Barbie. You d1d 1i
'Well, just the first bit,-
'Oh Barb you were so wonderful

e it a 11ttle7'

/1 worship you.. (p,:33l)

Edward and Henrietta Biranne are the only'two‘characters in the
‘~ .

C hnovel that do not undergo any drastic emotional changes ‘As Willy,ﬁbét’

' ’desc-rlbes-them, the twins 'are the only ,people whoig_e not 'in'turmoil”‘

own unique ways
\ 3}

: they 1mpart an aura of v1ta11ty, casualness and 1nnocence. "They exhibit o

great 1nterest 1n and knowledge of things as diverse -as blrds, seashore

b .
stones, flying saucers,'and space—time continuum Their fasc1nat10n w1th

vthelr phy51cal surroundlngs and their love for the people with whom they

are in touch do not- mean, as Theo cvnically puts it, that they behave

-‘"1ike people condemned by a god to some endless incomprehen51ble search"lu

‘,(p 96), but serve rather as a contrast to their elders solip51st1C“

A

' flnvolvement with themselves  The asexual nature of.. their behav10ur gives

'thelr actions and statements an 1nnocence that 1s not to be found 1n the

adult or adolescent characters Murdoch s cloSing—off of the novel w1th
.—‘_ -

the thnS is 1ntended to 1mpress upon the reader that all ends well this
1s,meant; as well ‘to be a pleasant c0ntrast to the su1c1de at the

beginning of the novel

The flnal element that transforms The N1ce and the’Good 1nto a d

iy N ]

dlstlnctlvely emphatlc statement of Murdoch's idea of love 1s the large »

number of long theoretlcal statements about love, uttered not by a s1ngle

character but by at least four In The Time of the Angels, Carel S
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cynlcal statements are givensuchprominenceandcentralitythattheythreaten

to prevail as the novel s main: 1dea. The sheer frequency and length of

the statements about love, forgivenesé and reconc111ation 1n The . Nice and

~ the Cood give it a oompletely opposite tone, from that of its predecessor.

This may be a result of a coqsbi{;L effort on: Murdoch s part to redress

~in The N1ce and the Good the 1mbalance of/the precedlng novel Such

statements 1nclude. 'Willy Kost s idea aHout salvation thrOugh'love and
¥, the meanlng of happlness (p lZf/f and "the need to be
v{gentle, toﬁforgive each other to forglve the past,“to be foiglven

ourselves and to accept thls forglveness, and to return again to the
. , e c
beautlful unexpected strangeness of the world", (p 191), Ducane's

statement- that one must accept what mlsfortune and chance bring (p 206),
‘and that ”all ‘power is sin" (p 315), Mary s resolutlon that "there is |
»only one absolute_imperative,,the imperatlve to love (p 307), and

' finally, Theo s mystlcal v131on "that nothing matters except lov1ng what

is good ., Not to look at evil but to look at good" (p 344)
.. 7 @ :
What characterlzes these statements is. their eplgrammatlc
: . \ ) .
“nature that makes them of partlcular significance over and beyond the '

S ‘ R
1mmed1ate context in’ which they are belng uttered © All can be-taken as

‘ representatlve of Murdoch~s-own p031t10n, 51nce'they are uttered by .
. /'
' sympathetlc characters and echo Murdoch's phllosophlcal wr1t1ngs They
- / ,
'all p01nt to her central bellef in the nece551ty of love and the avdidance

of power in human relatlonshlps Although these statements are uttered by
four characters, thelr content and‘emphasis‘have’a chOric effect as if
they are uttered by only one, this further pOlntS to Murdoch s strong

Aendorsement The frequency and 1ntellectual appeal of these statements

enhance the novel's. moral meanlng
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The frequent introduction of lengthy abstract statements

v -lv

"entails, however,.damaging the reality of the charactérs by emphasizing

M s

]

their -mental and- rational reasoning at the expense oﬁ their emotional and
psychological reality A theoretical statement alohe about or from a
character is not sufficient to create a rounded and plausible character

rlf it is not backed by ample detail about the emotional process the
- character undergoes.‘ This becomes particularly serious with Ducane, since

—
° e

he is: portrayed through a- plethora of abstract and theoretical statements k

. \.
that almost make him tuo—dimensional It is obv1ous that Mundoch is

) intent on show1ng Ducane s moral scruples about whatever action he takes,
L) B . ' \
_ especially ‘when it relates to’ the bureaucratic power or the moral

authority he enJoys, yet Murdoch\oyerdoes this in certain passages to-a .

R

degree that Ducane s characterization\is reduced to a highly patterned
. .

.

and complex cerebral exploration, as we. can S ~in‘the;following sentence:

*

P

What Ducane was experiencing, in this form pecul‘ to him of
'imagining himself .as’ a judge, was, though this was n entirely
clear in his mind, -bne of the. great paradoxes of" moralit

namely that in order to become.good it .may be necessary to
’Aimagine oneself good, and yet such imagining may also be the

very thing which renders improvement impossible, either because .

- of surreptitious complacency or because of- some’ deeper
~ ‘blasphemous infection which is set up when goodness is thought
~about in. the wrong way. (p 75) , o - :

' ki

This lengthy passage could have been broken into several sentences, each

e o A

With an easily acceSSible-structure and meaning If Murdoch 1ntends ito
show the complex1ty of Ducane s thohght, she has. clearly failed The.
sentence quoted is too cumbersome to portray his state of mind to the

- reader. Although credited to D ane, the sentence reflects more }

Murdoch s own pattern of thinking ‘than Ducane' s However, Murdoch s

detailed analySis of\Ducane s internal conflicts finds an enthUSiastf3
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admirer in A;vsr Byatt who persuasively argues. - awa"

T . S

; ﬂDucane s attempts at moral\self-control and self—analysis, the : ,
_degree to which he is: confused by h;y/aWn ‘sexual meahanism and oo
t Ae

the degree to which he. ¢an control 1
.realistigally, pptiently written. ' { SNSRI
sensual presencé, and his sexual, str gles se a little like . e
' purely.abstract case-histories,. e, S véry rea indeed as‘a R
~moral consciousness; his- struggle to Be just and charitable andf
useful in public when he is confused and feels morally
incapacitated by his failures of sympathy in private are -
' beautlfully descrlbed 20 .

‘The. detailed account of the central character s mind. represents,

- »

,fvmoreover, a marked departure from the manner in which Mischa, Hannah‘and

Carel are preSented.“Wlth these-three power,figures, we face,a‘dlffrculty

4

. . ) . ) . ] - ' ) ‘ . . R ‘. ..‘.' » .
regarding the motivation behind their actions, since we are denied .access

to their~minds. .Hence; our'understanding,and judgeﬁenthf‘their motives

and their handling of the'poWer'theyiwield‘overhéther characters are
soleiy of a’'speculative nature.based onvtheir:actions‘and statements and ~

the response of the other tharacterstowards them, as well as the implied
hints_qf the .narration. Therefore, the reader's response to Ducane's S
'actions’is.easier'and mdre predictable;' Murdoéh”s penetration into '

Ducane s mlnd is due to her feellng at ease when presentlng a character

J
N

:asplrlng fo be good and constantly checklng hlmself as he 1s on the verge

of giving in\to temptatiqps; on-the cher.hand,‘MiSCha; Hannah; Gerald

~and Carel'are, partiallyvor'entirely,reither'implicated with or, inVolved

in evil. I .am maklng thlS assumption about Ducane Lﬁ Splte of Frank

' Baldanza s report that in a conversatlon Murdoch remarked that "desplte -

the tdtle, there:mayvreally.be no.one in the novelvwho'is truly goOd."21

Thedrepeated projection of the'narrative into Ducane's mind thus reveals e

his reaction to the power situation of ‘which he finds himself in control.

" This projection dramatizes Ducane'sbconstant'selféquestioning, and the



)

. that the set of relaxed charactersseemS"benignly unaware that beyond

Y

and destructive power figures, denies us access to their. minds.

K 3

Compared to Murdoch s other works discussed thus far, I find

¥

L‘

s in order to distance us emotional y from the Scheming :

ghe Nice and the, Good the most lucid work thematically 'Her conceptual //r4

o emphasis on the rejection of" power as a sign. of moral excellence is -given

- -

dramatic focus. The novel s thematic lucidity is, furthermore, enriched

by the subtle distinction that the title delineates between niceness and

goodness

4hg Rubin Rabinovitz observes, niceness in this noVel means

conforming "to the ordinary morality {pf the’ linguistic analysts, and .

AT niceness 1s an ethical level more perfect and: more painfully

achieved "22 Bernard Bergonzi too comments on the title and maintains

"that»ith

points to the portentous moral division we are supposed to see’
in the. book"John Ducane, in his moral sensitivity and

earnestness,.is Good; whereas Kate Gray, basking in° ‘the love of

- hér husband while splashing about in shallow emotional waters

with John, is Nice, which isn't necessarily good. .This is the
. kind of tension characteristic of the long tradition of liberal

fiction, from George Eliot to Angus Wilson, which tends to give

the word "moral" a bad name. S . O . R

s , .
Murdoch s plumbing the ethical and thematic subtleties is meritoriously

achieved in this novel through the relatively large cast of varied and

entertaining characters, and through the resourceful use . of imagery that

&ﬁ" 2

helps create an atmosphere of openness and optimism. In spite of .

Baldanza s claim that the novel is crammed w1th little gems, that_

5.
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sometimes shine forth as. thoroughly delightful in themselves a8 in

n24

Dickens but have little relevance to an overall pattern, I find that the

cumulative function of colour, light, sun,lspace, and sea imagery evolves

into a~comprehensiVe pattern that considerably"extendSvand enriches the .

;

meaning of the novel , Moreover, the thematic clarity and the gripping -

plot make this. novel ‘an appealing and significant illustration of

R

_ Murdoch 8 concern with the issues of power and love. Even those who are

annoyed at the nfvel s soppy? conclusion find it "oddly undismissable"
because "it still Sufficiently exhibits those rare enough qualities which
" ‘sustain a11 her novels: an imaginative“invention,-and a serious, generous

and indefatigable attention to- the problems of the moral life."25 The

Nice and the GOOd thus represents one of Murdoch S most significant works

as_a.positive theoretical‘statement and as an earnest attempt to embody

_her basicfposition that "all power is~sin." In the following' novel, A

E%irly Honourable Defeat‘ Murdoch veers, following a curious z1gzag
pattern, into the familiar terrltory of her "closed" novels where power
reigns and. where the malice and triumph of the central character, Julius
King, creates a depressing effect that sharply contrasts with the p051tive,

illuminating ethos of The Nice and the Good
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CHAPTER FIVE

A FAIRLY HONOURABLE DEFEAT

When Murdoch's thirteenth novel, A Fairly Honourable Defeat,

~was publiShed*inv1970, a National Review tommentator wrote comparing it

with The Nice and the Good:

"Iris Murdoch's next to last novel, The Nice and ‘the Good, was
about a family and its friends and they all slid toward a

“disaster that would have crushed them all. But they never got
there. Common sense, compassion, love and understanding
rescued them. Everyone remarked how unlike Iris Murdoch to
have written such a novel. -And now she has rewritten that
novel, well disguised, of course,.and this time the outcome is
the very opposite. The same very nice peopie with the same
civilized: grasp of the art of living tumble to their '

‘ annihilation.l

5
*

-

The above statement fails to spell out the causes, nature and moral

implications of the disaster with which A Fairly Honourable Defeat

concludes. ,While The Nice and the Good dramatizes how love prevails over

‘.;he,temptations of pewer, its succeseot embodies a world in which power,.
inqarhated-in-the ﬁigure of JhliuelKihg, dominates. With_the "honourable
defeatﬁ of Julius's main oppqnent,:Rupert, the novel reveals the weakne;s
‘and vulnerability ofqmiddle—class ethies in the.gﬁee of cynical tatiohalism:'
The‘triumph‘o? the poﬁer'figure has siénificant symholic cedSeQuehces
that go beyond‘the specific context andntake on wider philospphicai
dimengiohs; representing the culmination of Murdechfs'treatment of the

po&ef figure that epitoﬁizes evil. While the power figures in the'novels

preceding A Fairly Honourable Defeat. regard their victims as slaves,

- Julius King. treats his victims. as puppeté: Julius refuses to ‘take Morgan,

R L
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Rupert's sister-inelaw uho’is infatuated with him, as a slave; when she
"offers.herself, he disdainfully'replies, "I don't want a slave."zl;The\
fSlave is ‘seen by the master as a beast to be‘tamed and possessed; the‘
puppet is a mere device manipulated to sustain a game:or to win an u
argument‘such as Julius's satanic“contention about the frailty of human
relationship. The power figures in the earlier novels may show some
feeling’ or empathy to their enslaved victims, Julius, cold and ruthless
‘reveals, on the other hand no emotions- whatsoever. |

| The novel's -action is thus focused on a single, highly

sophisticated power game that affects the life of the major characters,

. leading to the collapse of the successful marriage of two*urbane middle—

-

class people, Hilda and Rupert Foster, and - the latter's tragic death
The cruel game is coldly and deliberately masterminded by Julius King,
a specialist in chemical warfare. Julius has already developed for
himself a confirmed set of ideas that.propound the futility.and,absurdity
of human existenceﬁr His motto is "the top of the strueture is completelz
empty" (p. 199), implying. the{vacuity of human values and the -
pointlessness of man's efforts and passions. This cynical approach to
life Murdoch strongly suggests, allows trespassing on other people s
1dent1ty Thus, Julius, who is aware of himself as a power figure,
regards people as mere puppets By tampering destructively with the
lives of others, he embodies all that Murdoch objects to.

The sgveral.references to puppetry and the prominence given:>

to it illustrate its centrality and relevance to the core of Julius's

thinking. In one of the long arguments with Julius about the nature of

+
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Julius's emphatic \reply reveals his deep and confirmed belief in the

absurdity of human behaviour:

N

But they are puppets; Rupert. And we didn't need modern
psychology to tell us that. Your friend Plato knew all about
it in his old.age} when he ‘wrote The Laws, after he had given
up those dreams of the high places which so captivate you.

(p. 200) \ » .

1f people are puppets, then power, according to this theory, .becomes the
driving force that primes xhem into action: "We all know whet-moves

: i . .
people," Julius declares. %Fear, ﬁassions of all kiﬁds. The desire for
power, for instance. ‘'Few qnestions are more impdrtent than: whc is the
boss?" (p. 200). Later; vhen Julius coaxes Simon .into watching Rupert's
and Morgan's first rendezvous, Julius tells him, "I promised you a\nuppet .\\
shoy. You will be immensely‘diverted" (p. 232). However, after re 1izing
that Julius‘hae flagitiqusly plotted the whole shenenigan, simon protests,
"You cannot play with peonle like that"'(p 237).. Simon's reaction here
reflects Murdoch s pos1tion that legitimately rejects v1olat1ng the
sanctity of others' llves. Jullus s f1na1 reference to puppetry comes
towards the end of the novel as he reveals the entire scheme to Tallls,.

5

Morgan' svhusband:

I must say, they have behaved predictablv to. an extent whlch is
quite staggering. Indeed if any of them had been less than
predictable the whole enterprise would have collapsed at an

early stage. They really are puppets, uppets. (p 366)

The essence of Julius's 1n1qu1tous scheme is to manlpulate his

Qe

victims into enacting the drama that he hes carefully planned and -

ingeniously controls. He subsequently der ves satlsfactlon not only from
Fan

his view of hlmself as a '"magician" (p. 372) and an "artist" (p. 386),

-
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but also from the power he exerts on others as he sees them pnrtorm the
roles he has fashioned for them; Julius thus excels in fnlfilling and
culminating the ambition of all Murdoch's power figures to "{nterpret and

enact the role of 'God'. n3 According to Patrick Swinden, Juliuo a8 clever
designs have no observable motives: "like Iago, he appears-toxbe a

/ . ‘ ! .
motiveless malignity'."4 The fanciful comparison of the novel with

Othello is not congruént with the dramatisation of Julius and with
Murdoch's philosophical vision. Though hidden and subtle, the motive 1is

nevertheless there, bhnﬂoch presents Julius as a godelike puppeteer who

assigns to himself the role of benign superior power that sets things in

order: he asserts that he is "an instrument of justfce (p. 387). Owing

-

to the extent of ‘the damage incurred: through Julius's schemes and to our
- own understanding of Murdoch s condemnation of people who impose their
: ats , ‘ N :

‘designs and judgements on others, we cannot accept his claim at face

a
L4

' valne. On the other hand Rubin Rabinovitz, in his review of the novel,

¢

'suggests the following 1nterpretation of Julius s motivation'

¢ R kY ‘

The omission of conventional motivation for Julius's action is
balanced against a crucial fact only revealed toward the end of -
‘ the book: "Julius is a survivor of Belsen. His evil acts are
improbable, inexplicable, and even melodramatic——but .no more so,
Miss Murdoch.is suggesting, than the evil Julius himself
suffered during his imprisonment. ‘A telephone which breaks

when it'is most needed is not sg improbable as the idea of

human beings confining their fellows in concentration camps,

not so dbsurd as the idea of evil .itself.

@

The limitation of this statement ‘is that it may, in the last sentence,

imply that Murdoch condones julius's acts as part of an absurdist vision,

a clear contradiction of her hHumanist liberal democratic’ ideology The ;

analogy that Rabinovitz makes between the remark on Belsen and Murdoch's

profound>cosmic vision is strained. Since Murdoch does not .dwell fully
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AT | ‘
on Julius's background experience at Belsen with the same degree of

emphasis as with Willy Kost's concentration camp experiences in The Nice
# . : ‘ *

and the Good, or the Lusiewiczes' village background in The Flight from

the Enchanter, it-is difficult to extract anything beyond the olue to |

Julius's motives. Towards. the end of his rividw. ﬁowcvor. Rnbinovitg

1dentifies Julius with Satan, Beelzebub and Mephistopheles as an é

embodiment of evil. Within this context, he makesia referencé to Simoné
| N
Weil's concept of the transfer of suffering: |

v

Evil in Simone Weil's thought spreads and flourishes in the
world as it is passed on from'victim to victim in the form of

, suffering. A victim of evil finds relief from his own suffering
most easily by causing suffering in others; in this .manner a
single evil act may pass from person to person .in an endless
chain. Juljus is the primeé example of one who transmits_evil in
this manner: after he has made his friends suffer he feels
relief, not remorse. '

4

' . “~
This extrapolation oq the reference to Belsen is quite relevant to
understanding Julius; .it can, -furthermore, be corrobofated by Julius's

claim to Hilda: "I am a lonely and deprived man,‘withoﬁt fémily ties. -
. . I am a homeless man" (pp. 308-309). Récalling the brutality of the -

a

- LusiewicZ brothers in The Flight from the Ehchanter, Julius's behaviour

can thus be adequately exélained in the light of Simgne Weil's twin
- ’ . /‘

concepts of upro?tedness and the transfgf‘of sufferi;g. Vic%imi;éd and
i’uprooted, Juliusfdoes not show the éhrist—like quality, e*pounded by Max‘ ‘

Lejour in The Uﬂicorn {p. 116), to interrupt the cycle of destruction
caused by power; instead,.hevperpetuates ahd aggr;yatés the syndrome.v

Similar to the villainy of the Lusiewiczes and th% nefariousness of Elsa

Levkin in'ThE Italian Girl, Julius's schemes represent, thérefore, yet

another insﬁance,of the displaced refugee whovtransfefs his suffegihg by

juprooting others through enslavement and manipulation.
.= . rd ‘
. '
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Within éhio context of power and the transfer of suffering, we
can understand Julius's 1nvolvcmonf with research on‘:irv- 3;1 aftd |
anthrax. Noam éhouiky. whose linguistic theories are s topic of one Qf
Morgan's essays (p. 113), had wricten, a few yagrn\pribr to th‘mpuhlidltiau

of this novel, an illuminating article entitled "Knowledge and Power:

Intellectuals and the Welfare/Warfare State," in wh&éh he dwells on the .
N . )

choices available for modern-day intellectuals:

The intellectual has, traditf%nally, been caught betwkengthe
conflicting demands of truth and power. He would like to see .
himself as the man who seeks to discern the truth, to tell the
truth as he sees it, to act--collectively where he can, alone
where he must--to oppose injustice and oppression, to help
®bring a better social order into being. If he chooses this
path he can expect to be a lonely creature, digregarded or
reviled. If, on the other hand, he brings his talents to the
servite of power, he can achieve prestige and affluence.’ i ot
<

Evidently, Julius opts for the latter alternative; as a warfare scientist,

he belongs to that group of "the technical intelligentsia"‘invoived in ,
. * .

"the nightmare they are helping .to create"8 to satisfy 'the de nds of

- 7

the military-ihdustrialéacademic complex."9 Given his mentgl ework
and philosophical stance, Julius is shown to be a person with no qualms
about putting his talénté in the serwice of the war machine. Rupert's .

tragic death, therefore, is but a link in the chain of destruction that - .-
-~ - .' :
also involves the production of anthrax, his life at Belsen, and even

»

more deeply’ his family roots as a Kahn (a name that is bound to recall
: S # }
in the reader's memory associations of tyranny and destruction) who

becomes King.
. *
Alth:?gh Julius's destructive presence dominates the novel and

instigates most of the action, Murdoch does not leave him unopposed. She

puts forward both Tallis and Rupert as his oppohents.A Tallis represents
. P - .
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A Murdoch S. vision of the good man who is free from selfish concerns, by ’
‘dramatizing his altruistic acts, Murdoch presents him as Julius's f01l

, | )
Unlike many other characters in the novel he neither indulges in

v'sophisticated arguments, nor is absorbed neurotically with his many
ot C . PR 5, e
‘personal worries The emphaSis is, on two important occaSions, on ‘his.

B . . v

1action,_when he" behave51Simply and directly He rescues a Jamaican from

5

~

"»attack by thugs while Julius, Simon and his lover, Axel are.either

helpless or andifferenn Furthermore, as soon “as he realizes the extent .

° -

L of the damage caused by Julius s schemings Tallis leads him to the

b o

telephone booth and forces him to make a confeSSion to Hilda about the

-,whole episode As Frank Baldanza describes him, Tallis is the visionary‘

*;%vliberal do—gooder e who, despite the fact that H;ﬁlives in av

,‘nauseating squalor hardly matched anywhere in Dickens, qualifies as a

saint figure to counterbalance ‘the: satanic artistry of Julius "

,Similarly, to Elizabeth Dipple, Tallis represents )

5. an image" of quiet undemanding love directed towards whoever
-~ needs it. In the puppet .image which dominates A Fairly '
‘Honourable Defeat Tallis steadily pulls the. pliable golden
~cord N e TP S

]_,Murdoch thus presents, plauSibly and successfully, Tallis as an’ appealing %“’

bcharacter who comes very close to her definition of "the good man who

nothing himself lets other things be through him 12 While Tallis

{'represents the/antidote to Julius s actions, Rupert articulates the T
ftheoretic challenge to.: Julius s misanthropic ideas. Rupert an amateur

philosopher and a believer in the innate goodness oﬁ humanity, is

ffashioned after Marcus, who resists Carel s demonic schemes in The Time

P

. of the Angels 'Whlle Julius rejects inaaNietzschean‘manner Christianity

as ”one of the most gorgeous and glittering sources of illuSion the human
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race haS\invented " Rupert sees it as ”in its own way, a vehicle of

spirit" (p. 198). Both Rupert and Marcus try to spell out their

opposition in the form of a book propounding a marriage between

Christlan—based v1rtues and Platonic 1deallsm. AlthOugh A Fairly

Honourable Defeat does not create .as oppreSsive and claustrophoblc an

impact on the reader as The Time of the Angels, the vision that it reveals
[ . .

is ‘more depressing than that of‘the earlier work. Whlle Carel commits -

su1c1de, Julius, after causing the death of his opponent, Rupert survives
unscathed and trlumphant Though not finished, Marcus ] book remains'in

. progress, whereas Rupertfs‘manuscriptfis torn to pieces.,vThe;extent_of..
vJulius's power is thusfshown to be superior to that of‘éarel and of
greater moraldand‘dramatic'inpactr | 1

Juliusls-totab control‘of events is, moreover,'illustrated byi

; the 1neffectua11ty of the two characters who are supposed to f01lgEfL\
schemes, one by‘action, and the other by argumenti Tallls and Rupert
fall mlserably short'of representing afviable‘and serious counterffOrCe ¥
to'match Julius's clever and dynaMicfmanoeuvrings; dTallis wastes his
energies in such a way that he becomes depre591ngly unable to cope even .
w1th the me331ness and squalor of hls own 51tuatlon As R1chard¢Todd
observes, 'Tallis s v1gour affects others-. e But'he-does not‘haVe‘
the kind Of'vigOurvto alleviate affairs in~his own 1ife "13 Rupert 'rxf/‘
the other hand is llable to the temptation ot the 1llusory structure of

Yo 8

thought sprlnglng from a well sheltered llfe that makes one prone to be.

I3

L]
divorced from the_solidlty and simp%icity of reality. Tallis's and

Rupert's‘inability-tO-abOrt*Julius's'tricker and'machinations allows the.

latter a free hand to domlnate the other ch racters by sheer energy and

deceptlong‘ As Ellzabeth Dlpple persua51vely argues, both The Time of the
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‘Angels and A Fairly Honourable Defeat -

are dedicated to allegorical proofs of the existence of evil,
which Murdoch urges contemporary man to remember, to reintroduce
into thpggérmissive anti-evil cohsciousness of present western
society;l R = e - T ‘ ‘

Julius's victory is, moréover,fspown to. be due toxa.strongly.ptagmatic

‘

sénggégfjl?fg,,ﬁﬁi;h his obponenﬁs and victims igck; as wéli:aé\to‘his
'édéi}éZioﬁiéf'tﬁé‘potenc& of evil aﬁa_his aili;ncé"aﬁd.idént;ficatidhfWith
ite he'claimé;'”Evil ;.. ;fis'éxéitiﬁg'and faébinafing'énd'aliGe;‘ Iﬁ is -
also very mﬁ¢h more @ysterious'than good,‘.GQoabéan be seén_£hrouéh;‘
 Evil>is'opaqué" kpp.:215416). ‘This efeﬁéﬁf of.myétery;and opécity
‘;p;iiés,apﬁif Eo:Juliusbhimséif'in-thefyery yay hé‘engipeers'ﬁis,plo;§~—
"ih;féct, it éﬁplies to éli the‘impenecrabie Ppwervfigﬁfes_of Mﬁtdqchfs
,nerls; wﬁp embddy.CahetﬁiiS‘cpncép;‘ﬁﬁgt segreéy_ié a so;rée Qf)pdwer;
. )Rhéert,fhggiie;ceétiVél§ obséfves;; ﬁJuliu§4ﬁ9ver fevealé himéelf” .Aiw
“(Q.'3QQ). ‘TﬁrOuéh'géérecy and cbnspiracy,'£héﬁ, Juliug clevétly expioi;s
v;;ne&abiebspot$ in;hié yic£ims és-a‘megnsibf coé?ciqn?qrfﬁénipulaﬁion;;
Fasﬂﬁé*dées{with‘ﬁild;y Buﬁeft'éﬁdbﬁbfgaﬁ{ ."AIL hum%n-béiﬁgé,"cjﬁiips |
._assé;és.unéquivocally;i“haveo$t;ggeringiyfgreétfféults_whiéh}caﬁ éésilyf,: B

e

be )

‘exploited by a q.-lévér ‘observer" '(‘p«v- 208) .-

[

' With the exception of Honor Klein in A Severed Head, Julius}
when compéred with‘othe; active,powéf figures.in Mutdoch's’nbvelé; is the.
‘only one whose knowlédgg.and intelligence plaﬁ'a decisive role as a

. . - - ‘v‘jf' - L ; :

source of his power. In each of Murdoch's power figures, we can observe

( that 'a dominant chéracteristic constitutes the major factor in his or her-

power: with Mischa in The Flight from the Enchanter, it, is his wealth; .

with Hannah in The Unicorn, her sexual and spiritual charisma, whereas

- : <

with Geraldffhis/pﬁysical force; with Carel in The Time of7the Angels,'
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his family and priestly position, and with Ducane in The Nice and the Good

hls authority as a. bureaucrat. The emphasis laid on a specific dominant
quality in. the power figure explains how the victims, overwhelmed

“enchanted or mystified,ﬁsubmit to domination ' The source of Julius s

[

charisma, his intelligénce,lrepreSents the most’abstract quality asrb
compared with that of the others—-a quality which gives him a unique and
prominent position in. the- gallery of power figures in Murdoch s novels
While all the other power figures-aim at making-their victims relate to

them as. their slaves, Julius alOne aims at making his victims relate to

. . :
~each other in the roles and fashions he has so. 31ngle—minded1y and

v

_,elaborately designed for them.’ ‘ His grand designs that 1aunch several

°

schemes involving a simultaneous control of a number of characters require

greater mental alertness and sophistication. Julius s Mephistophelian

: ‘cunning and dynamism,'scope of ambition and dominant presence throughout

| the novel make him an infinitely superior character to all Murdoch s

power figures preceding him.,
Once Julius s cleverness and fasc1nation w1th misqhief are&

establlshed in Part One of the book the major operation of power that he ‘

. skilfully masterminds 1s introduced and developed in Part Two He

B manipulates two highly—educated persons in a love—intrigue S0 fantastic S

’_'conﬂmen,'.one reviewer comments on hlS tactics, "Julius uses his. victims'

that it_makes the reader'incredulous.g "Like all,cla351c corrupters,and

[

“own- vanity to t\ap th@B His means of controlling the lives of others,
Julius s cleverness formulates, moreover, formidable theoretical and

moral Justifications to sanction hlS acts.’ As A S Byaq; suggests,

Julius 1s_"N1etzschean in his compelling v181on of life as a. formless
VJOkle._" 6

~

What follows from such a nihilistic attitude is that all becomes’



coy,

?aSSumptionS'represents yet'another’inStance OfiMurdoch's increasingly'

‘permissible and nothiné remains prohibited  The suggestion here is that

when the power figure smugly declares that "the human race isrineurably ./

'\

'stupid" (p. 203), he allows himself to play havoc with the destiny of his'

~kv1ctims,?violating in: the process the’ sanctity of their identity and

. : oo

.ffreedom' he further pronounces

I‘have no general respect for the human race.: They are a.
loathsome crew and don't deserve to: survive. But they are

- destroying themselves qu1te fast enough w1thout my a551stance
'(p 194) :

The incalculablefdamage'resulting‘froanuliusfs’dangerous.games_and4abysmalfc

=

\

conflrmed be11ef that any operation of. power leads, in one. way or another

-

‘1 to disaster Ech01ng Carel 's cynlcism, Jullus 's. cla1m that ”human beings.

:"fcannot 11ve w1thout power any more than they can llve w1thout water

;,;(p 263) expressas the opp051te of what Murdoch constantly propounds

.

“throughout her novels and philosophical writings that love, not power;“

A Should be the ba51c foundation for human relatlonship

Although Julius s charlsma and power dominate almost all the R

K

characters in the novel the homosexual couple Axel and Slmon, escape

k ‘largely unscathed the damage that befalls others h This accordinguto'

V A S Byatt, occurs because Axel and Simon embody Murdoch s 1dea

(borrowed from Simone ‘Weil) of attention as . the .source and manifestatlon

Lo

Of l;ovve: : Q‘ v - v - o ‘\Q..

The reason why thlS novel is in many ways my favourlte of Miss
Murdoch s later works is because I think, in it, bath reader .
and characters are drawn through ‘the ‘experience of attention to
" the being of others which Miss Murdoch sees as the heart of
morallty.‘ Julius destroys Rupert ~He doés. not destroy the
homosexual marriage of Simon and Axel because, as.we are shown
as we experience, they know -each. other too ‘well.. They love
" each other, talk to each other, con31der each other, "and" reach
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a breaking—point when they automatically discuss Julius s lies
,and manipulation for what they are. 17 ,

_Nevertheless, if we’ closely examine the relationship between Axel and

.Simon, we will find that it is far from Murdoch s (and essentially Weil.s)
yidea of love because it is not based on equality and reciprocity;‘ It is
f‘another instance’of avrelationship centered on- power, though on a smaller'
scale, in which Axel dominates Simon sexually _ A symptom of ‘this |
dominatioh is Simon s developing slave nentality _ he tells Axel "Youha
,:are Apollo and_I'm Marsyas. You 11 end by flaying me" (p 31) e |

follow1ng conversation between Axel and Simon reveals the. commanding tone

‘ of Axel and the insults he hurls at Simon, who submiSSively puts up w1th

them. r ;
'[Siﬁon] “'I ve been nervous - for days, actually.
[Axel] =~ 'Why didn't you tell’ me, you little" ass" :
, ST know, I should have’ done Somehow the idea oﬁ Julius
- is a bhit’ frightening Ve b :
o ,'Yes, I. must. confess, b was a little nervoué too
%+ 'Why didn't you tell me?' :

©'1 have my dignity to keep up S 1 S s
‘'Have . T no dignity?! G FEI
- -fNone : Come“here. On -your knees g No,.I m- not going to
beat you,- ‘even though you did ignore my Signal I Just want to -
put my arms round your neck 'y (p 74) o R

,i'Thus, whereas‘Julius covets collecting and controlliné several puppets,‘h
: Axel seems‘content With adopting a: slngle slave :‘ ‘:i : kﬁ_'i' o

| ~ As Jany Wartin observes, for Simon "love means power, and this
is-why he also connects it Withjfear, pain and suffering 18 'Similar-to;

£

N Nina s submiSSion to Mischa in The Flight from the Enchanter, JameSie s

- . v.

surrender to Gerald in The Unicorn and Pattie s infatuation Wlth Carel in

The Time Of the Angels, Simon deV31°PS the slave mentality that Simone L

Weil has already defined for us, by which the Victig of power s bstitutest

¢



‘ sexual adoration for the humiliation of submission. Simonls capitulation

: holding back in- The Flight from the Enchanter, Julius demonstrates a’

to Julius s conspiratorial summons to his flat reveals, -on the other hand

'fascination with Julius s sexual OWer to, the precipitous)point of falling

)

’wwithin Julius 's sphere of influence.z’.

&
N

4

,f’He was about to share a secr t with Julius. " What “sort, of’
.f'secret would it’ tu%n out to . Simon felt guilt, alarm,
. excitement. It occurred to h m for the first time that he
found Julius phys1cally attractive.’ At any. rate,‘the idea of
" now confronting him was producing certain sorts of familiar
ttemors and . -symptoms. But then,. thought Simon, I have .never
been.able to. distinguish between fear and sexual deSire ~.His .
nervousness increased (p 141) SR A k

Julius s treatment of Simon reflects the behaviour of the mlSChleVOUSq» y

< o

vpuppeteer who enJoys manipulating and setting roles for the’ peOple whom

-

' he disdains.r Recalling Mischa s tactics of sexual teasing and then

&

: / : .
imilar sexual prowess "to charm and churn/khe imagination”19 of his

"Victims, but ‘never to satisfy. Asexual as they appear, both Mischa and

N

'-‘“Julius nevertheless deploy sex as part of their strategy for power 'By‘l

_ the ‘same - token, Julius dazzles and enslaves the "clever snob" Morgan

oL because, as, Hilda puts it cleverness can be a sexual power (p 16)

Although Julius ingeniously takes advantage of Simon s vulnerability

' towards Axel and manages to manipulate him, be_does not, however, succeed

:completely, partly because he never really bothers to break Simon S ties

With Axel but most important because it takes another power figure,
"Akel, to 4dct ‘as‘a counter force to checkAJulius s infiltrati%n into his
B .domain. Interestingly enough the novel shows lucidly the differences in

"style betwe/n/each power figure. Julius uses his intelligence to: manipulate

°

'_'and 1nfluence characters of considerable strength and education, Axel on

-

“the ot%er hand resorts to coercion and sulkiness to control Simpn, who,

\
.y i .
!
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’Louls Martz calls Murdoch s portraya _the’ affair a "bold attempt" nd

Murdoch's tolerance ,of homd
-construed as an indi

Axel and Simon; nor

//. “' '

_ compared with Julius s victims, is a much easier fish to catch. Julius s

inte'tions and strategies are, therefore, subtler and more complex than

the self serving intentions and open means of Axel Axel thus comes’

across as a minor power figure.

Apart from A S Byatt other critics have already observed how

hurdoch has emphatically and dlscreetly handled the issue of homosexuality.

v . v

"a success unprecedented in English f1ct10n n20 Rubin Rabinov1tz

: observes that Murdoch does not take advantage of Simon s befuddled
. behavlour in the farcical~scene-at Julius s apartment, in~which he is

'locked naked while Morgan runs off wearlng his clothes,Ato make easy

4

.Jokes about homosexuallty "Indeed " Rab1nov1tz says, ”Simon and Axel

are presented as a stable and lov1ng couple ‘Miss Murdoeh descrlbes their

relationship w1th 1nslght and they areﬂamong the most convincing
' o ' 21 o T T :
charadters in the novel." -'On the other hand, Jrank Baldanza deteets a
touch - of irony in Murdoch‘s treatment of the hbmosexual,affair:
It is dne of the. more'obviOus ironies of this novel that the
“‘only menage to remain intact, even in the face of -Julius's
.exp%rt conn1v1ng, -is the homosexual liaison.between Axel and
Simon. In her first full-scale portraiture of such a-. [22]
rélationship, aside from Michael's reminiscences in The Bell
~Miss Murdoch shows the same sure command of ‘the unique details
of individual experience that she demonstrates in her handling
‘of -more. normative relationships, at the same time that she '
‘practices an ironicdal-detachment -that could only be attained
';after a deeply empathetlc 1dent1fication w1th her characters

.

\ LR o -
ty in general should not, however, be
approves of the relationship between

t %n embodiment of love or attention.

Since.Murdoch'recurrent
' |

S on. Simon s fears and frustrations, and

a

‘on Axel s domination, portrayed as tyrannical though in the guise of love,

2
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;it is inconceivable that she shOuld regard the menage as. entirely healthy.‘
We can particularly infer this attitude on Murdoch s part in the way she L
shapes the reaction~of Axel~and‘Simon'toward the end of the noVel«when"
they decide, out of- fear of Julius s power to keep quiet about his
destructive scheming,“thOugh it becomes cfear to them that a catastrophe
is forthcoming 1in Rupert\s marriage J In fact one of the ‘most illuminating-

[

. comments on Julius S trickery and puppeteerlng 1sfpttered by’ Axel when he

confirms toASimon that Jullus does "mystify people and make them act
parts" (p+ 356). However, both Axel and Slmon are shown as §0 1nsecurely :

iabsorbed within the shell of themselves.that they_do not dare to interfere

. when- their action could have averted disaster.
. v N ’ N N o -
- ca . . ) o . . .

In the dynamiés of. their IelatiQHShiP~WiFh,§?Sh other .or with

thednoyelfs central figure,'gxel‘andaéimon thus‘giye an added dimension
lto Murdochls treatment ofipower" Sinilarly, Rupert s son, ‘Peter, enriches
s the novel s dramatization of power lee the pair of male iovers, Peter,
as a rebellious adolescent. represents a:new introduction 1ntovthe
gallery of Murdoeh s characters Although_he'is_essentially a flat
,character, Eeter>appears relatlvely more’rounded than half a dozen or so -
: adolescent'characters that we ﬁeet‘in the novels preceding A Falrly .

Honourable Defeat,'characters SUch.as Felicity and~Donald Mor[in The

‘-Sandcastle, Penn and Miranda 1n An Unofficial® Rose, and Flora in The

Italian Glrl only Annette in The Flight,from the Enchanter'serves as an

. » .
exception. 'Peter's dramatic significance stems from his raising,

' awkwardly but aggressively,‘an issue that no'other Murdoch“character has

ever done, 51nce the radlcal Lefty in Under the Net: thevvalues and

.,morallty of life under capitalism. Not only does he reJect hlS parents

’complacent life style, but also he violates thelr -canons of ethics by
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acts such as shop-lifting and desertion of school and fémily ~ Peter
highlights the weakness of the seemingly solid marriage of his self—'

o’

indulgent parents and helps prepare us for its imminent collapse
‘Regardless of their preaehings about love,'they Both fail to show their ,/'
sonvgenuine,affection. His rebellionlrepresents, Murdoch sdggests; a_ -
rejection of their authority“over‘himbas well as the hourgeois.valnes to
which theynsubscribe. Peter‘sees those'values epitomized in the‘stroggle
‘for‘power:' he declares,u”No. Power is just what I'don't.want, mother.
iThatls another false God. Gain Power soithat you can do good! That's

. — ( ‘ .
Danother way to waste your life” (p. 60). What instigatesteter's .
rebellion is the condescending attitude of'his-parents Although shown
to be.charltable and friendly, they nevertheless patronizingly a351gn to
themselves.an authority to oversee. the affairs’of others. In this

respect their attitudes are similar to those of Kate and Octavian Gray in

The Nice and the Good, notw1thstanding Rupert'and Hilda S greater sexuall

restraint. ‘Hilda's caring,and "bnsybodving” about others is;‘like Kate's,
possessive; her opposition to Morganls marriage to.Tallis undermines it
byvaggravatingiﬁorganls'disenchantment with it (p. 134). It appears,
therefore, doubly ironic that Peter should reside in Tallis s house:
Tallis, in whose marriage>the Fosters meddle, spares, in hisrusual
~selfless manner, the suave couple the embarrassment and inconvenience of
Peter's belligerence by sheltering'and befriending him. Furthermore, if
theAseemingly rational and'pldralist parents cannot put up with their own.
son's iconoclasm;thow, Mnrdoch‘suggeSts,'would theyﬂtolerate others?
“Similar to Hildals ”busybodying," Rupertls preaching about virtue and
,morality can be viewed as a covering of/an nncons01ous drive for power

Jany Wartin thus. argues that
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e Rupert 1s mainly concerned with organising other people s
lives, with imposing his patterns of ideas upon others . . . .
he associates love with authority and power. Love, for him,
impligz interfering ‘with other people's lives and bullying
“them, N

" Peter's destruction of. his father's book an morality'(of which Murdoch is,
incidentally, critical) not only represents a symbolic death ritual
for his parents values spelled out in it, but also an act of desperation

and protest, that-recalls Don“Mor's hazardous~attempt to climb the school

tower in Ihe Sandcastle.

Regardless of the relative emphasis given to Peter'e‘crudely |
formulated pronouncementsin the novel it is evident that they contradict
Murdoch,s liberal ideas. Murdoch s liberalism disagrees with Peter S

‘ideology which rejects society in Eggg., She prefers that much-needed_
reforms should emanate‘from the traditional institutions already |
I-Aes'tablished within the.structure of the Welfare State.2’ The'tone-of the.
radical'and quasi-anarchist ideas as propounded by'antimmature adolescent
makes‘one feel that Mhrdoch does not take them seriously ’Furthermore,
the fact that he and Julius, the novel s urbane villain, act together to
destroy Rupert s life~time prOJect hlS book on morality in a: godless

world, implies that Murdoch sees Peter s anarchism, despite his harmless

’ LT

intentlons, leading to the same kind of disaster as Julius's absurdist
cynicism. -
. i

As in the other Murdoch novels discussed thus far, A Fairlz

‘Honourable Defeat presents a single power figure dominating, 1nfluencingv

and interfering, in various: degrees and shapes, with the lives of other
: characters. Julius,develops'the influence he has by ianetrating others'

" lives through their most vulnerable spots, such as kupert's vanity; Hilda's
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marital 1nsecurity, Morgan's sexual and emotional cravings. Murdoch thus
creates a set-up in which these characters fall, in the final aAalysis,‘
victims to the schemes of Julius's designing mind. As a result, a gloomy

mood prevails and the world of the novel becomes depressingly bleak In

her otHer novela, Murdoch emphatically posits - and presents love as a

-

viable counter—balance to power; even in The Time of the Angels, with all

. the. nihilism and dark vision that dominate it, there are a few signposts

'pointing toward happier dimensions and alternative worlds to Carel 8 v

Y

rectory. -In the present novél, gloom is created not ohly by the tragedy

with which the novel concludés‘hut:also by the marked absence of characters '
who are free from crisis, charatters‘who impértAa glimmer of hOpe;'pdwer

‘thus without fécing any open challenge or serious combat dominates. We

- . N : .

are consequently left with no conSolation‘about the nightmarish\demise of

. TN :

innocence and normalcy which the power figure prophesies and to which he
. / . “ .

contributes, or as Elizabeth Dipple maintains "the devastation has been

. . 4 . "‘ i ) . \ .
so great that the reader justifiably questions any hope for mankin&»in a

-

/v26 V \\
world where the golden cord [Tallis] is so’ humble and powerLess ! e

What reinforces the gloomy tone of'the novel is the depiction =
of the animals that populate the novel's canvas. To stdrt with, there
B A !

are few animals in this novel especially when compared with The Unicorn

or The Nice and the Good; in this respect, A Fairly %onourable Defeat is

very similar to The Time of the Angels. The role of the animals is
usually tovcreaté an air of relief from the intensity caused by struggle,
pursuit and enslavement. With the egﬁeption of the furious dogs in The

~ Sacred and Profane Love Machine, we seldom see dangerous or aggressive

~animals in Murdoch's novels.. Their harmlessness and liberation from

human worries allow'them tolinhabit_a world of their ownras if they%wgfé
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out of the reach of the power figures. Like the char;ctera with whom we
assoclate them, tﬁe few animals that ve find in this novel are clearly in
death'g?enéar-death situ;tionsm As in her other works, Murdoch infends
here to show symbélically the affinity,that exists between the chagacters
and the'ahimals,'Qs when Hannah in The Unicorn ccmpgkes the fishes'
strugglé in rough and r&cky<river§ to reach their ma;ing place to tha; of
soulg approaching God--a reflection of he; ohn‘aspiration to embody both
sexual and spiritual power.  A1though Mﬁrdoch usually portrays animals as
innocent life energies free from the schemings of human beiﬁés, A'Fa;rlx‘

-

Honourable Defeat reveals them as victims of man's callous and superior

powgr.,fPortrayed as sharing with the oppressed humans their fate of
suffering ‘and entrapment, the afimals thds enrfch thé tone of the novel
;nd confribute to its cohesiveness:

| The three most obvious instances of the portrayal of animals
in;olve a fly, a hedgehég and a stray bird. Tallis rescues a fly which
has fallen/intp.his gléss (p. 159). This»seemingly insignificant
incidapt Shows Tallis, as in his rescue of the Jamaican in the reftauraﬂi
and his prdtection_of his immiérant tenants from:policé harrassment, as a
figure of love, Qho cares for people and beings beyond himself. Similarly,
Tallis's fathér, Leonérd,_biting and cyni;al as he is about the futility
vof human egdanour, passes*his fimg feeding pigeons. The hedgehog that
we;mgeﬁ‘;arly in the novel is found dead in the pool. Significantly "
enough, Hilda aiségvers'itsideath at the moment wheq ber suspicion of her

\ . : , :
husband's infidelity peaks; it foreshadows,  accordingly, the imminent
collapse of her erstwhile happy marriage; Her suspicion and desertion of
ﬁer husband,drive him towards his death in the same pool; the hedgehog's

death thus portends that of Rupert.

v-;\
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The novel's most iignificant depicéion of animala relatgs to
Morgan's experience in the underground tub‘ station where she observes a

stray pigeon trapped. As Frank Bal&anza comments, the incident repreianc-

i

a "major example of the author's poetic skill; out of the most shabby

%

urban milieu grows a trénsgendent experience of unreality,‘whidh never

4

quite cancels the'o;din;}ineés of the conte;t."27 The épisode brings,
furthermore, se§era1 issﬁeé lntp focus at once.' A panicking pigeon
trapped in "a warm dusty-electric-lighted underground place" (p. 291) 1s
an apt reflection of Morgan's own loss of hgr sense of direction as she
finds ﬁerself almost simulfaneously ehtang;ed in relatioﬂghips with four
men, afl of which lead nowhere.‘ Neithef Horgan nor the pigeon{finds an
avenue of hope out of their. respective ﬁredicaments._ The incident also
shows Morgan's potential to trahécend he; neurotic concerns and to

sympathize lovingly, although ineffeétually, with the suffering of the

bird; the situation that "filled h;r heart with pity and hérror" (p. 291) -

Aindiéates,like_Dora Greenfiéld's rescue of a buttérfly dufing her train

¥

trip in The Bell, her love for innocent beings Beyond‘herself. Throughout

Ehe‘novel Morgan is”ré&é;ied as an apathetically neurotic character whé,
lik; an absolite sflv;, adgreéses her master ‘as ''god" ;nd prostrates .
herself at Julius's feet, begging for his 16§e. AlthoughbMorgan's
portrayal hgré is drastically different from M;rdochfs sympathetic
dramatiiatibﬁ of Dora's progresé toward maturity and ihdependence, Morgan's
loss qf her handbag in her worry ébout the pié;onirecalls Dora's loss of
her 1aggage in her preoccupation with the bUtterfly."WhileX%ora succeéés
boéh in protgcting>tﬁe butterfly and, eventually, in reéfiéviné her.

*

luggage, Morgan neither saves the bird nor finds her handbag--a symboiic

‘indication_that Dora will mangge to overcome her marital difficulties, N



- whereas with Morgan, the incident 'serves as an apt foreshadowing of her

X
)

_‘inability:to;solVe her personalﬁandVemotional problems, fMorgan's

N h » v

experlence in the plgeon eplsode assumes, moreover, a poetic quality

Remlnlscent of Dante 5 descrlptlon of his 1mag1nary descent into hell in ;'

The Inferno and Ellot s depictlon 1n The Waste Land of dehumanlzed c1v1l
. servants flow1ng over London Brldge on a foggy day, Murdoch portrays a

tortured soul 1n a senseless, 1nd1fferent world where tlred thoughtless

i o
o N

‘ff\\\\\?eople are mere shadOWs with anxious,vague eyes" (p 292) '
: ' ..7: . as ‘we have

The maln functlon of the anlmals 1n thlS novel

G2

oW R 5 g . ST TF e L

witnessed, is-to operatelas symbolsirefleCting the.charactersf_state-ofAr
gimind, " The noyel; moreover,Scontains}seneral other symbolS'workingvto&ardl
the sdme pdprse;d The tie that Slmon glves to Axel as ‘a blrthday glrt |
'.1nd1cates the fairly stable attachment between the two."Qn-the other_A
'-hand the str;ngs_oftMorgan s’amber;necklaceTthat'Tallis»sentimentallyf'
.‘wears‘underneathfhis shirt break when Morgan anddfallis_areh0n3the Vergeﬂ:
hof'makingfa sekual;contact; the-strlngs are neyer’mended as it becomes '
evident that}Morganfsjmarrlage toilallds,has irreparably broken'down.,

_Recalling Carel's priestlzy"cassock in The Time of the Angels, the "black'

*]or’"rather somber'" (p 401) suits. that Jullus usually wears. make him look;
1mmaculate and clerical" (p 270) ;- the sults “here reflect the dark abyss
of h1s self _ (In a way thch recalls Carel s 1dent1f1cat10n W1th dark

;places, Jullus often surprlses hlS VlCtlmS by appearlng suddenly :>:

standlng 1n the gloom Ips- 83] or materializing in "half llght”
k’[p. 1931.) Moreoyer,,the handbag containing Morgan's 1dentificationfand£f‘
4.._ credit. cards lost at the tubelstation symbolizes her self lost in the

‘ .
. 3 . &

: L o FE [ ' .
midst of her emotional imbroglio and her neurotic possessiveness,

momentarily:transdended 48 in a'proCess:of'sublimation, she becomes

. . . - a N A
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-,concerned about somethlng out31de herself

' lee Morgan sﬂhandbag, Hllda and Rupert s swimming pool

L e

syhbqlizesathe materlallsm'of the;r eomfortable upper mlddle—clase iife§
they‘take‘tride in having people fussily éather’atbqnd it;: The sa;e poeli
-howevEr; hills kupert——an indiéation that the Fostérs vanlty, complaceney
and possessiveness leads to’ the dehlse of thelr marrlage and the death of

Rupert.' In a slightly different interpretatién,‘Jahy Wartin sees the
g . i :- : i 4 N . i ' . . : o o T L
pool as part of the watei.i,mvag_ery that pervades other novels by Murdoch,

v

g:ch as the rain in The dcastle and'TheéRed'and the Green, the- sea inh

e Unicorn and The Nice and the.Gébd, the‘Thames in Under the‘Net,
& .- - ~ . . ; )

Bruno's Dream and A Word Child, and the lake in The Bell. "Water,"

Waftin oheetves,l"is>a eymhoi:for unpredictable iifeaifor eohtingent
L*reality: in gome places, at eome;memehts, the water ‘is quiet, cleat andf;
teaSSuring; ih:ether plaees; at‘othet moﬁente,llt is troubled dark and vt
menaeihg;ﬁgg -The pool thgs:haé'a deceptive ﬁature;, it is .part of the‘,
‘dreamewerld}in which most of_the charactetshiive,‘ahd itsbapﬁarent.beauty;.
;and‘ttanqaillity make them enaﬁate ot ite petehtial"dahger.ﬁ ‘futthetﬁbre;"
,‘thevrain that prevents Hilda from reaehing Rapert in time-to‘aﬁbidthis
Vdeath in the pool 1s part of contlngent nealltv‘ Water; accotdingly,
‘appears generally colludlng w1th the power flgure and complementlng his
schemes. Ellzabeth Dipple makes, however, a 51gn1f1cant and.valld

¥

observation:

It is clear that the ability to handle the potentlal :
':destructlveness ‘of water and to see this element as life- g1v1ng
is majog, and in a way reflects Joseph Conrad's use of the same
7 image. It is important that the satanic: Julius. cdhnot swim,*
and'when Simon . . . in a frenzy of frapped rage pushes him
‘into the pool, his monumental panic, presents the only picture
“of his broken facade in the novel
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1

“The symbols, whether anlmals or natural obJects, that we f1nd

1n A Falrly Honourable Defeat thus enrich and enhance the novel s maJor
¥4 N

’concern with power.' Moneover, they do not function ‘as mere local

ornaments or contrived embellishments but as an 1ntegral part of the

e

novel s texture. the sw1mm1ng pool is, for instance, almost a permanent‘

part of the sceneryu As Jany Wartin observes, Murdoch 'S effective use of:””

symbols 1nd1cates her success’ in blendlng naturallsm (meaning,as Murdoch‘

understands it, realism) and formalism.

,The symbols are’ not planted artlflclally into the narrative,
they really act as narrative devices, i. €.y they" give another’
. dimension to the characters and to their experience without
destroying their contingency ' R L :

Like her treatment of symbols, Murdoch s control of p01nt of
view. relates to the novel s maJor concern w1th power. As 1n her other ‘
novels, the authorlal voice. remalns the main source of 1nformat10n Wlth

\

occa51onal progection 1nto the mlnds of a select number of characters.

Most important Jullus 's- p01nt of v1ew is not glven, ‘this: represents yet_

another example of denylng the reader access to the mlnd of the power »

flgure. There lS, however one exception in the brief last chapter,

) where the narrator glves us, six times 1nd1rect quotations from Jullus S

thoughts On a sunny autumn day in Paris, Julius, relaxed and 1ndulgent

thinks about paintlng and mu31c, his satlsfactlon w1th belng 'not closely_

. 1nvolved w1th human beings (p 402), hls stay in Paris, his aperltif and’

hlS dlgestlon, his ch01ce of a restaurant the passage concludes with a.
‘L: ‘,’ . . . . | :
general statement_that life hasjbeen good to him. Most 1mportant we

<

w1tness no 51gns of repentance or regret concernlng the serlous

consequences to which his interference 1n the llves of others has led.

Nor is there any ‘mention of orhconcern about anyone other than himself,



. | S
as 1f all those w1th whom he has been. involved are so 1n51gnif1cant that

i . . 4

‘:vthey dlsappear altogether from hls m1nd The shlft in p01nt of v1ew,

therefore, may seem inconsistent w1th the method followed in the novel upvgv

. to. the last chapter. The reason for thlS change, however, may be that

|
R

Murdoch alms at dramatlzlng Julius s callousness and h1s 1nab111ty to

feel remorse.’ Murdoch may have ant1c1pated a danger of the reader belng

v'taken;in'by_JullUs'skeloquenthargument‘throughoutathe novelta:,
fhls superflcial\concern tovard Tallls three chapters~earlier .‘Her'
“_proJectlon 1nto Jullus S mlnd serves, accordlmgly, as an 1nd1rect
fcommentary on Jullus s‘practrces ofvpower theemoral commentary must.be
’!so 51gnif1cant at the novel s flnal stage that Murdoch prd@ides it at the‘h_i
\ expense of con51stency G | |

| The novelfs concludlng sentence,”llfe was good ‘represents, ag
o S - ; R
: already suggested Jullus s -and not Murdoch s p01nt of view. We as :

' 5

readers know ﬁhat llfe has been a‘tragedy for a number of characters, and
J' be‘en ‘so malnl-y th:rough Julius' s manip’ulation. . Th’erefore, -the "-Y
sentence'imparts rrony.“'Thlsvrelateswto several‘other‘instances of ironrcV
t}tements .-and 1nc1dents anvolv1ng Jullus.‘ Hllda, whlle Julius 1sl
undermlnlng her marrlage,:calls h1m very klnd”‘(p ‘308) unaware-that'
~_his "klndness will lead to her husband s death tSimilarly, Juliusfs name
'forbhimSelf,.'an ;nstrument of justice,f is an’ironic misnomer,dforj
--nothing‘comes,out ofbthis."justice”‘but»miServ,! In;another instance of-.
irony,‘Jullus mends‘Tallis'siwoundvandvcleans;andftidles his:kitchen
mhile\he is,thefone‘who has causedafallis;anzincurable woundband-
o prec1p1tated all the me551ness in hls llfe by hav1ng an: affa1r>w1th his~

© wife, Morgan._ Ellzabeth Dipple argues, however, that
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,"the interfering Julius is surprised not only at Tallis s
_unimpressive demeanOur, ‘but ‘at. his embarrassed courtesy towards
‘him, hlS humility and-his ‘messiness, and' the regult of ‘this
‘surprise is a'new. ver51on of the: Christ Satan conflict which - :
Valters ‘the traditional allegory completely.‘ Christ declines to o
 fight ‘or Judge, so Satan has to go to him with his confe581on, :
. whereas in’ the old. tale, the two mighty ‘forces were in combat.
"+ Murdoch, who denies’ exgectations of ‘many sorts in this novel
alters both the Christ figure and the Satan, and it is .
“questionable whether the reader can follow her entirely in
either case. , C ‘
, . e

Mi351ng the 1ron1c 1mpact ot Julius ‘8§ behaviour; Dipple suconclu51on
’suggests rather unnecessarily and unconvinc1ng1y Murdoch s failure in
handllng this aspect of the actlon Asypart of the novel s texture,r
'1rony functions as. the author 5“51gnal to the reader regardlng‘the
@Fsubtlety and hypocrlsy of the’power game that Julius plays w1th his
"‘v1ct1ms Quite aptly, Murdoch achieves her aim, in that these 1nstances
.ﬁof 1rony are at once plau31ble’and 1ntegral parts of thebnarrativé:
v'Although the instances of 1rony in this novel are not asbwell:developed

'n..

fand hilarious AS, for example, Annette s suicide attempt The Flight

from the Enchanter, the various tw1sts and hints of 1rony here help,
‘nevertheless, to lessen the novel s depre331ng mood and contribute to 1ts
~'appeal to the reader.' e e

One other element that makes A Fairly Honourable Defeat -

'happealing is; the symbollc 1mpact and the prec1s1on of the descriptlon‘of
the various settings 1n London | Recalllng Mischa s cellars in hls palat1al
Londbn- house :where people are coaxed and coerced Julius s cold
dfapartment where the. naked Morgan and Simon are. locked .in serves as a: Jall
fto trap and 1ncarcerate his v1ctnns Moreover, ‘the spec1f1c1ty of the
:‘locale and the first hand knowléﬁge that Murdoch shows about the areas‘in\.g

\, ‘.

which the events take place indlcate the author S mastery of her pQwer of



. description.~ In fact Murdoch 5 - readers become aware of her consummate

skill 1n this respect from her very first novel Under the Net where we‘

x’have references to different 1andmarks 1n and around London such as pubs, ‘

;theatres, churches, streets and the Thames The same holds true in most
. L A .
" of her subsequent novels;_ Louis Martz sees Murdoch in her successful

.',. c

achieveme/t In the descr1pt1on.of the London settings in her novels, as‘

M the most 1mportant helr to the chkens traditlon "33

N\

He further comments
settlngs are. polarlzed arOund two -

v'that the.novel s ”admlrablp functional'
‘areas ‘aThﬂ elegance and sophlstlcat1on" of the Boltons, where the
Fosters llve comfortably and Julius contemplates’acqulrlng a house,.lsv‘
.pltted agalnst the shabblness of Notting Hlll ' agalnst the\atmosphere
‘v'of the,Boltons 1s placed the decaylng (and chken81an) atmosphere of

-bealliS's house in. Nottlng Hlll,,a step down from Danby 's moldy house on;
4 f~dfnr3" . Av__v = H\;_‘,kk :\’p[,}v'f ;} l‘:?-";/'

."Stadium Street

S

Although Murdoch concentrates on’ the characters 11V1ng 1n the‘
Boltons, perhaps because such an area is famlllar terrltory to her, she»”'

ffdoes glve us: gllmpses of what llfe 1s llke at Nottlng Hlll , Whlle she

& .

. deplcts the Bolton characters as show1ng extreme c1V1l1ty towards each
other 1n thelr ceremonlous but superf1c1§I‘dr1nk1ng, talking and eatlng ,

:rltuals, she portrays sympathetlcally the way the Nottlng Hlll charatters
are genu1nely 1nterested in and concerned about each other . The ﬁollow1ng :

i passage erpresses, in a mov1ng way‘and w1th a duletly sad‘tone, the. d

afflnlty between Tallls and his nelgthurS'

Tallis went down the stairs and knocked The Sikh, asked to -
\turn down his’ transistor, turned it oﬁf altogether. 'He .
'1nqu1red kindly about Leonard. Tallis was offered tea. but
'refused He looked with gratltude 1nto the’ gentle dark :
sympathetlc eyes of the man from 'so far away. He had heard the'
story of the Slkh's life! It was ‘not- a happy ‘one. ‘. . . He¢_§
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' thought for a mOment of the Sikh and the Pakistanis upstairs,
. who“had: come, no- doubt with hopes, for .who can prevent the
. human heart from hoping, ‘from their.own . troubled lands into.
’bthis alien milieu of poverty and racial ‘tension and petty
- .erime. (p 396),» SETCRL Ty e j>':: S
! 1,

e

The last sentence of the passage clearly spe11940ut forms of power

I .
struggleé social and political that Murdoch regardless of a profound
i-commitment to her liberal democratic ideology, has never elaborated on
beyond mere occasional hints.- Like the Boltons y Notting Hill s characters

‘are also involved in a power struggle, but this tlme of a social rather
. . ;
N than an interpersonal nature. The Pakistani tenants living upstairs in

Tallis s house the reader is told, are harrassed by the police and a,

§ e

Slkh tenant living downstairs has won one" battle to keep hlS turban while

~

on the,Job and is now: involved in anotherr whereby, ironically, he is

' "happily united with his fellow males in an attempt to sabotage a campaign
B : \ - .
for women bus—drivers" (p 396) Moreover, the characters in Notting
Hillkare involved in. these power struggles not out of thelr own free
f choice, but as: something imposed on them, usually,as victims, to them ie
"lls a matter of sheer survival ‘ On the‘Pther hand Julius s tactics of
powerlare, as: Murdoch repeatedly suggests,‘either mere/games played to :
blovercome boredom, br practical expre831ons of absurdist and cynical v1ews
of life. ‘In’ fact, all the power figures in Murdoch's novels seem to -
resort toymanoeuvrings of power_out of sheer.mischief,_orﬂthepdrive to f
. enslave'others,:but-never out of.neceSSity};‘This observation refutes
Julius' s contention that "few questions‘are more important than 'who is‘
the\bos37'" (p. 200) Human relationship can, Murdoch suggests,
dispense with power and let love illuminate the ‘way people relate

. : ] . [
o to each other Murdoch's earnestvand effective embodiment of this;Simple

‘o



_ but essential concept represents, within the given context, a genuine
cOntribution totcontemporary'British fiction
v Lo ) ! *

‘ develops the themes of The Time)of the Angels The subtle but signlficant

..&9

sh1ft I“ the portrayal_of the power figure in this novel renders the .
/ .
complalnt about the lack of anything fresh 1n Murdoch s successive novels

‘/ ) N

A

1rrelevant; a_frustrated_critic,claims, for,instance; in;hisvcomments onf
~ this novel that Murdoch's "determination'annually_to rewrite the same‘“
novel has the effect of compelllng the reluctant reviewer to rewrlte hlS

35
. earlier review." «

Unllke his predecessors who.treat thelr victims as
jslaves;.the cool, urbane and ratlonal power flgure of this novel severs

‘the tle of humanlty w1th hls victlms and relates to them only as puppets

--a change 1n attltude that entalls grave moral consequences.;\The\cosmic.

doom that Julius Klng so artlculately portends for’ humanltyllsAreflected

-~ in the nightmarlsh atmosphere of the novel. The skllful treatment of
"anlmals,,water 1magery, settlngs and symbolswenhances the permeatingvgloomt_'
'w1th Jullus s playful games of evil. As an. allegory of*power -and a ‘

-
dramatizatlon of evil, A Fa1rly Honourable Defeat culminates then

Murdoch s penetratlon 1nto the abyss of power. In the follow1ng novels, ;: 3
‘a new stage of Murdoch s career beglns ﬂlth the emergence of a new brand

of power flgures.



CHAPTER SIX

THE SEA, THE SFA

Between the publlcatlon of A Fairly Honourable Defeat in 1970 .

e

- and that of The Sea; The Sea in 1978 Iris Murdoch has publlshed flve

\

\

. novels at an incredible rate of“almost a_novel a~year. ‘The dlst1nctive )
feature that clearly emerges from the study of these novels is the
dwindling role of'the'god—like'figure in the_overall plot. The power

flgure, though not dlsappearlng entlrely, is no longer the 1nstrumental

‘“"dr1v1ng force that 1nfluences and shapes events. Several qpalltatlve

: changea'are, furthermore,»revealed in his behaviour——changee that point
to a significant shift in Murdoch's treatment of the power'fighre{

In An Accidental‘Mah«(l97l), Matthew Gibson Grey, a successful

career dlplomat tries, often vainly, to help h1s friends. and relatlves
especially hlS dellnquent brother, A&stln Matthew s help, ‘however,

entalls, 1ntent10nally or otherw1se#/1nterference w1th the.llves of
'~ others. His nephew Garth describes him as "a false prophet,”" "an

' ' : c ‘ s - , 1 :
entangler," and '"a fat charmer, charming his way to paradise." Moreover,

[

the belligeredt Austin opehly'challenges him:

You set up in business as a sort of sage All right, you
probably don't do. it on purpose, it's an instinct. But all it
means is that you're prepared to muddle about with people you
feel connected with, where the connection is amusing or
flattering. It's a sort of sexual drive, really. You want
power where it's interesting. Where you could use it to some
decent purpose, but the ‘interest's lacking, you put on the
other act, frankness and 51mp11c1ty and not saying more than
you really feel ‘and so on.

137
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Not only is the power figure ridiculedvand challenged'openly (a_phenomenon

“ occurring here for the first time in a Murdoch novel) but also, more

1mportant1y, the power figure himself’ feels remorse and pain. Regretting

his implication in the accidental death of Dorina, Austin s wife Matthew

) .
admits, "I am left with the tangled end of good intentions that went

wrong. I shall.never know the extent of my responsibility n3 After he
. 4

realizes that he is neither .needed nor wanted Matthew abandons not only

the people he tried to influence but the country itself.

The central characters of the follow1ng two novels, Bradley

s i

} Pearson of - The Black Prince’ (1973) and Blaise Cavgnder of The Sacred and

the Profane Love Machine (1974) indulge 1n muddled sexual schemes/by

means of which they 1nadvertently bring disaster to others and’ d;sgrace
upon themselves. Pearson s erotic attachment to Julian, three decades

his junior: a%g the daughter of Arnold Baffin Pearson s 1ntellectual

.protege, leads to his elopement with her. Arnold SUbsequently catches up

with him in hiS‘secretvhideout'and leaves with Julian. . In this intensely
dramatic episode, Murdoch shows how the protege can efficiently battle ~
withvhis splritual father, b out—manoeuvre him, and eventually force him
to realize that7he'has been 'quite sufficiently defeated "o The novel
highlights Pearson s tragedv by ending with his death 1n‘prison after his

conv1ction for murdering Arnold Similarly entangled in a ruinous sexual

affair, Blaise, a husband and father, develops a long and: clandestine

L)

B

relationship with another woman, Emily, the'mother of his second son.

“ Blaise's control over his’two womeén, however, ceases-when Emily revolts,

t

forcing him to acknowledge her to Harriet, his shocked yet benlgn wife.

" The ensu1ng complications ‘lead to Harriet's accidental death; as if in ‘an

“act of poetic justice, Blaise is attacked and maimed by her
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: ferocious dOgs.. The vulnerabilities that these two central characters
reveal thus hlghlight the novels thematic emphasis on the futility of
lthe pursuit of power-—an exercise in which both the victim and the
'victimizer lose.

A Word Child (1975), similar in its almost picaresque quality

 to MUrdoch s first novel Under the Net, concludes,vlike the two

N 1
preceding novels, traglcally The novel s protagonist narrator Hilary

‘Burde, is involvedxwith the aCCidental deaths‘of both the first and
'second wives.of his Oxford mentor. and later‘superior, Gundar Jopling
‘The denouement reveals the characters as - if they were controlled by an
omnlpotent power that forces them to re-llve the agonies of the past .
. The power figure‘is here absent, unless Hilary s-ability to attract

. . N . “ W
attention from the characters around him is a form of power in disguise,

[+4

. In Murdoch's next novel, Henry and Cato‘(l978), the titular
 heroes exercise various forms of power over others. Henry,-a second—rate.
lecturer at‘a community college, inherits a large sum of money—-money that
he associates with unhappy childhood memories and therefore wants to get
r1d of. Alternatively, Henry S sexual control over Stephanie, the.
4charwoman of his deceased brother s apartment, satisfies hlS craving for

.

" the sense of self-assurance which makes him’feel as if "the world’has

_surrendered to his will."6 .He sees Stephanle as "the prisoner 6f his
will, and in her humble little way she both has exhiblted and re301ced in
. her‘captive state;"7‘ Cato, on the other hand, exercises both sexual and
spiritual power over "Beautiful Joe." This power'wanes; however,“ih thev
facerof doe's reSOrt.to kidnappiug, extortion'and Violence, leadimg to -
his eventual death at the hands of his-former mentor. The priestly figure

of Cato, with his fascination with the ' 'power of the authoritatlve teacher,
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the power of the wise dbnfessor”8 and his doubts about the credibility

and value of faith, can be seen as a. re—working of the spiritual cynicism

of Carel Fisher in The Time of the Angels. Reminiscent of the bombed—out
setting that surrounds Carel's rectory, Cato s abode is located in a

dismantled area of London. Both novels dramatize the interplay of

'

power with organized religion, sex and violence,ifaith and skepticism.

Unlike Carel, however, Cato consistently ani agonizinél; Questionshhis
motives and shows a cahacity,for remorse over wrong actions.

The present study;does not pause to explore in depth these five
novels, but rather focuses on the nanner in which Murdoch handles the

role of the power figure in the novels’followiné A Fairly Honourable ™

Deﬁeat. These five works bring to light a suhtleushift ih Murdoch's

htreat@éng of the power figure--a shift that in turn reflects a progressively‘

sol'idified ohilosophical stand within the‘liberal‘tradition. As implied

. in the opening remark of this chapter, none of these novels presents a
striking power figure of the calibre‘and magnitude~of Mischa Fox or
Jullus King, the ubiquitous, the god like, the master "puppeteer who, by
the sheer exercise of will, dominates the lives of other characters is no
‘more present.‘ Instead, we witness characters who enjoy a relative degree
) ) 5 i

of influencé over others; this influence appears, however, either,

ineffectual, as with Matthew in An,Accidental Man, or takes a mediocre'

.

_ turn as with Henry in Henry and Cato.i The successive pattern that emerges
highlights the shrinking in the role of the power figure. Suchva pattern:
concomitantly reflects certain'predlctable,-albeit not radical,.changes
in the technique of the novel.

Since A Fairly Honourable Defeat, Murdoch has stopped numbering

, o _ . , -
her chapters and presents the whole novel as one mass of material



ewents, This "loosened up"\outward shape reflects, furthermore, the
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©

‘punctuated by blank'spaces.9 This division into unnumbered sections
* .

rather than definite chapters“provides greater flexibility. ‘The novel is

transformed into a densely intertwined network of dialogue, actions and:

absente of the domineering figure who usually functions in the dual role

of the organizing force in the lives of the other Eharacters,'and‘the

novel's focus.

s ‘
Apart from this structural change,/Murdoch's treatment of point

of view allows Hhe reader, for the first time, access to the mind of her

power figures. We have already beer.given glihpses of Julius King's mind

in the last chapter of A FairlzﬁHonourable Defeat. In a gradual and

progressive manner, Murdoch continues this practiee in the subsequent

novels. In An Accidental Man, for instance, we observe Matthew trying to

o . . h

Justify morally and emotionallyhisinterference in his brother s liﬁeM

(although the power figure in the earlier novels commonly practises

interference, he does not seek to probe his ownm actions):

I came to set him free, thought Matthew. 1 came to change
‘magic into spirit. It was all to be brought about by me. Now
when it appears that somehow or other, By means which I do not’,
even understand, he has got out, I ought to be glad. Did I
really want to be his mentor and to set up as his judge? No.

He has his desolation as I have mine, and let him be free of it.
I wanted that bond to be cut, but I did not want to cut it
myself. And now I am sad as if I lost a beloved.l0 '

This passage reveals Matthew contemplating the fallure of his attempt to

modify and improve his relationshlp w1th hlS brother, as is characterlstlc

of any w1elder of power, Matthew wants to redress things on his own terms

and to his own convenience.

Murdoch's erstwhile reluctance té\p:egent the point of view of

the power figure is primarilynbased on moral grounds,ithat is, on het
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"implies, significghtly enough, richness gnd sophistication of visioﬁ ghat

" reveal themselves {in thé'analyticél'depth of character presentation that

power figﬁres fall short of their goalé; Tﬁe failure of Matthew's SR

L

disapproval of power practices as eséentially or. potentially evil. The
projection.'therefore;‘ipto the -minds of the "power figures" of the 1atet1‘v75 :
ncvels suggests a degree of closengss dr empathy toward them on Mutdoch's

part. This modification in the ndrrative practice, however, should not‘ .

necessarily mean that she subscribes to their justificaticns or shares”

their stegds. The emergence in'ﬁurdoch's later‘novels‘of power.figutes
tﬁat are clqser to the'ordicagy person sigpifies, I suggest, a‘readiness
for tolerance and pnderstanding on her part; this readiness in turn points ;;;;}
to a shift the;.br gfesses'towards the embodiment of her liberal humanist

3

ideals of love, fr edqm and pluralism., The change in authorial sympathy

. P - ¥ .
the later novels demonstrate. The central characters gain in both'

]

density and -complexity as they «reveal conflicting motives aﬁs varid‘s

shades df‘mdral coloqfing. At the same tills, the’menoeuverings of the,

~ L . N . N -

~ehdeavours,7fdr instance, is typically representative of the leter phaée

©

~ in that his schenings fox power are either curtailed or thwarted.  Such .

”

failure in the later novels often occurs wyeh the other characters regard

o
k<

the‘pOWer figure as their equal; by extension; the aura of intrigue and

enchantment which is concomitant with the power figure in the earlier

novels has ell'but disgppearedﬁr Curtailment and‘thWafting of his designs

take several forms,‘ranging from ridicule'(as when Hilary{s office

LA

colleagues mock him) to open defiance (Emily s revolt against Blalse

' Cavender) to V1olence (Joe's kidnapping of Cato)

¢
Whatever form 1t may take, this opp051t10n to the power figure

is not present to a tangiblg or emphatlc degree 1n Murdoch's earlier



'ngyelsﬁ as=already‘suggested,’the domination of the power figure.is 80
overwhelmingly oppre531ve that the Vlctims deem it useless to challenge‘
V(O

e

him in open combat It would 1ndeed be 1nconceiyable tokexpect any

/“,ﬁr»/eharacter in The Fllght from the Enchantep, for instance, to try to defy

3

: We Stlll notw1thstand1ng, flnd 1nstances of kllllng,Anelther of’"ﬁgch

J~, : “‘4*
‘Mischa's power.‘ Consequently, a pattern of escape mechanlsm develops in

M o .

‘the behav1our of the victlms, ranglngifrom flight (Dora s. escape from

Paul s tyranny in The Bell) to. the trﬁggformatlon of slavery 1nto a:

one—51ded love relatronship (Isabel ] enchantment with David Levkln in

,The Itallan Girl).

.

e Murdoch s later novels p01nt to a change in the role of the

power flgure from the previous god- llke p051t10n to. that of an almost

LI

'L"ordlnary'figure with commen human.yulnerabilities, As a corollary, the'

.- . v ;
outcome'of'the“exercises of power,is not‘as‘extreme as”in the earlier
. !

: novels, although the underplnnlngs of these exerc1ses may be almost as.

morally obJectlonable. vWe'witness no tragic or violent events that -

st e
parallel the varlous murders and su1c1des in a novel llke The Unicorn.

o o -

is. dlrectly related to ‘a comscious z !

the control of4the-power figure. 11I1ngs are mostly accidenxal
- : . ’ o ) ) - e~

in Harriet's incredibly timed death'in a‘terrorlstfshooting~in'The'Sacred

“‘and Profane Love Machlne, and 1n Kitty s drownlhg in A Word Chlld ‘”Il‘her"'»s

‘5»'

emergence in Murdoch s, later novels of power flgures thatﬁ e closer to .
, ¥ . S

r"'l a.‘l"

. " % -
. the ordlnary person 1nd1cates a subtle, but”’ noteworthv, Shlft in her

a

literary cateer--a Shlft whoseﬁ§arlous thematlc and - technlcal features'

are amply BQEOdled *n The Sea, The §ea (1978)

% The Sea, The Sea deals w1th thg}experlences of its hero Charles

4,

Arr&wby, as he starts a llfe of semi—secluded retirement in a v1lla§e by

f
s
S
4
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the Cliffs of an often turbulent/sea. It dramatizes Arrowby s 1nability

. .

to’ recognize the reality of/his new situation now that the power of his
youth and his p031tion as . a theatre director 1s gone The work focuses,

..on the 1llusions of an/érstwhile power figure In a departure from all

&

' the prev1ous noyels, The Sea, . The' Sea thus reveals the mind of a character(
who has seen days of prestige and power Murdoch has used first -person

narration in several of her novels, starting w1th Under the Net, and in

<

'five others A Severed Head The Italian Girl ‘The . Black Prince A Word

.Child and The Sea; The Sea This novel is significant in that here
Murd ch lets the power’ figure exclusively dominate the narrative,,

becoming, to quote Henry James 1n his preface to The Ambassadors, "at‘

- once hero and historian, endowed : gb. with the romantic pfivilege of the ,l
first perSOn, 11 By resorting to first—person narration, she exposes the

1nner motives and Justificatlons of the central character The technlque

a4

proves its effe2?1veness by underscoring tﬁk contrast between the

‘ narrator s claims and the reality of the situation, the narrator thus
becomes a subject of authorial 1rony Murdoch s intention.is to expose

r_the illusions of Charles Arrowby .as he undergoes a process of trying not

-only to retain his grip’ over hlS closer friends but also to. revive an F

'already obsolete relationship with a woman he once loved many years T
eanlier and who suddenly resurfaces in hiS'life. i ia' | ,
Early in the novel the narrator presents the text of a letter
written by one'of‘his devoted and subservient mistresses, Lizzie:‘pleading p_;??§
with him to stop inte&fering in her present relationship with Gilpert. ¥ whgéf
SThe letter conveys/a pointed and perva81vee£ear éf Arﬁowby s pawer% ’ | ERRS

"spelled out in %he following passage .‘_-‘ ﬂ_




»av'tartar (p 7)

"dictatdr,"r"ruthlessﬁess,

‘145
He [G{lbert] is frightened of you still, and so am I. The
habit Gf obeying you is strong in both of us! Don't use your
power to hurt us. You could put the most terrible pressure on

U8, only don't do it. Be generous, dear heart. You>could
drive us both mad .12 o

Thié‘excérptAdemonstrates Charles Arrowby!sﬁremarkable'influence over:

eome'of’his close friernds. who, in turd; feel jdsti?iably uneasy. Mardoch '

-

SRS R S | | , » » v L
aims. first to establish Arrowby as a power figure of sorts; once this

aspect is confirmed in the reader's mind, the actions of the novel can.

oroceed'further; To this end, the‘early”pagesbof the novel abound with

~references to Arrowby's power.  The narrator tells us that he "has'been‘

‘described in the popular press as a"tyraﬁt', a 'tartar', and . . . a’

o(p. 3). He does not obJect to this domlneerlng

'"power-crazed monEter
7image;fin fact, it pleaées him: "I liked that hard plcture of myself as
R

e

/ o .
Arrowby s power stems from his p051tion‘

who has"' always worked (worked others) llke a

"The
profeesion of direetid@ others is‘autOmatical tjtqifiedlin_Arrowby's
mind with leading‘othersg eVen ruth%eesly_if‘need'b N

b If absolute power corrupts absolutely then I must be the mostL't,l

~ corrupt of men. A theatre dlrector is .a dlctator. (If he is
* not, he is not d01ng his-job.) ~1- fostered my reputatlon for

ruthlessness, it was extremely useful. Actors expected tears
*and nervous prostration when I was around. (p 37) v L

 This almost sadistic cohception of the functiOﬁ of a theatre director

o e e o .l B ,
must be anathema to Murdoch; the faultiness of Arrowby's. stance is

poignantly imparted by the»negetive words and phrases: f"oorrupth”

DA . o : 13-
"'and "tears and nervous prostration.'”

Equally ~significant to observe ié.the:way'Arrowby regards the theatre as
e . T - : , Lo

N égﬁfece where the audience is carried away towards a dream world: "I am

o



T : o
in favour of illusion not alienation e e Drama must create a
. o . .

factitious spell—bindlng present and 1mprison the spectator ‘in 1t"

(pp. 35—36).‘ The tone of these two sentences, as emphasized through

’ certain key WOrds such as "illusion," spell—binding,' and "imprison,

reyeals an attitude contrary to the tehor of- Murdoch s aesthetics, which

fpropounds d1rect handling of 135ues of immegiate relevance to- oug\moral

- SAN

" and soc1al reality.14 Arrowby s: opinions, furthermore, reflect a hostile,;
. and manipulative attitude toward audlenceS' "The theatre'is an attack'on

. L - :
» mankind carrled on by magic. -to victimize ‘an audience every night to

make them laugh and cry and suffer and miss tbelr trains. Of course
actors regard audiences as enemies, to be decelved drugged incarcerated
stupefled" (p; 33). Stripped of its rhetoric and melodrama, the -

e i .

statement 1mp11es that,the actors, who are, according to*Arrowby s theory,j

. - 3 ,
V1ct1ms of their»dire\*—dictator, should transfer their suffering to

their audiences, a 51tuation similar'to what Max LeJour describes in The

'Unicorn when he refers to the Greek concept of Ate."

One can accordlngly summarize Arrowby s ideas about the theatre

as an arena for power struggle in which the director, actors and the,_, o

-

'audiences are all 1nvolved . Once we_become aware_that the‘narratorvs

views about the theatre and his basic”attitudegtowards people in general'v

LR

are diametrically”opposed ‘to Murdoch's;vision of love, reality. and truth,

¢

‘we become suspicious of any\claim-he makes, for his vision of the theatre -

reflects a mind not of an artist but.of ‘an’ egocentric figure perennlally

N/

‘vobsessed with w1e1d1ng power in every detail of. hlS life. ‘Theklarge
number of references to power with which the,narrator fills his memoirs

‘gives a further indication of 'a conscious preoccupatiOn with manipulative

tactics. Thus,‘the trajectory of the narrative is to highlight‘the
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g

.

.

distance between authorial attitude and the candid voice of the

narrator s persona. Arrowby s candid admission of his involvement with .

power games ‘is a.phenomenonﬁencountered‘here for the first time in.a

i

"vMurdoch‘nQVel: Up to The Sea, The Sea the Murdoch reader has ‘beern left

to guess the motives of the power figure through his actions and the .

outcome of these-actions., With Charles Arrowby s early confirmation of

!y u

ﬂehis penchant for power,'the reader is alerted 80 as’ not to take his

..,his personal illusions and biases, R I oy

;,,*_, .
- that he can 1ndefin1tely sustain his power over others, or that at least

he still has the right to exerc1se it over the people in close contact

‘ statements at their face value. As the narrative develops, thejneed_for

' e’§EEE§ZZ:ng fact from fiction becomes paramount, since it becomes L

: C . ) . J
L o S L . ; o ;

progreSSively'evidentnthat the narrator's claims are often~COloured by
, , e ah oL, 5 ¢ e h

1lTheimajor‘ilIUSionﬂthat afflicts the’narrator ishhis belief

with him,' Arrowby does not realize that, as a retired man, his powe -,

'which had primarily stemmed from his preVious vocation as a director- is
%on ‘the wane and any attempt to. tighten his grip will lead to disapp01 tment

and suffering Pé@egrine, a theatre assoc1ate whose marriage with Rosina’

: whas been shattered by Arrowby S meddling, angrily confronts him with the\

truth "You are an exploded myth And you still think you ‘re Genghis-
'Khan’" (p 399) Arrowby s illuSion comes further‘into focus when he

vacc1dentally meets Hartley, ‘a woman w1th whom he was in love in his youth

?5*

. and who, foreseeing his lust after power, dec1ded to leave him (p. 498)

~Unable to accept the reality of Hartley s settled marriage to Ben Fitch

Arrowby embarks on a desperate attempt to rekindle the old flame of. his
love (It is symbolically meaningful that Ben at one ‘time sold fire

extinguishers ) As if assuming ﬁhat ‘she has been waiting for him all

» .

R V5 A
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"theSe years "he immediately sta shomering her w1th\a flow of. sentiment,:
vignoring her lack of reciprocal ntetest His behaviOur with Hartley as»
Fwell as w1th the other characters manifests that he sees the world
‘revolving only around himself In a manner typical of Murdoch s iealous.

C'and possessive characters, Arrowby does not see others'as.separate from Ai
;the illuséiy fabrications of his mind This concept of seeing, which

\
Murdoch derives from Simone Weil s idea of loving attention to the

1ndependent 1dent1ty of others, is reintroduced in this novel through

'7:L1221e s description of Arrowby' "You don t. respect people as people,

.you don t see them, you re not really a teacher, you' re a sort of rapaCious
:\'magic1an (p 45) Indeed, hegdoeS»arrogate to himself‘the role of
';;Imentor:m "It waS'my‘task‘and myhprivilege}to tgaéh:her [Hartley]_the ‘h&

'bdeSire to live, and I would yet do so. | I,.and_I only, could reVive;her;
h_I was the destined prince (p. 356). - o o
| | - This’ 1nflated image oﬁuhimself is prOJected clearly:for the :

AN

'.greater part of his memoirs, the memoirs also show that magnifying the ¢ -

) fself is often accompanied by a tendency to disregard others : Reflecting

fgfsuch a frame of mind the hero embraces any convenient assumption with
;vminimum scrutiny or. self—criticism ' This insenSitive and selfish »

.attitude is’revealed in the off—hand manner withiuhich he dismisses

_ LiZZie ] plea to leave her and Gilbert alone

of course it is-a Silly inconSistent woman s letter, half
. 'saying the opposite of what it is trying to do. . . . Of course .
‘Gilbert is nothing, he is a man of twigs, I could crush hin *
With one hand and take Lizz1e with the other. ' (pp. 47- 48)

f

The tone of ehe excerpt demonstrates callousness and contempt; the use of
Q ' :

words such .as- "Silly " "inconSistent," ”nothing,f and "a man of twigs

conveys unsubstantiated value Judgements about his friends 'The

&
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repetition of "of course" indicates, moreover, a clear tendency towards f:
,an unquestioning faith in his beliefs.‘ We have, indeed, several other |
“‘instances&?f his uncritical espousal of any convenient assumption.‘ He
xiclaims, for instance, that Ben has tried to klll him,‘without submitting

the evidence: "My assailant Was of course Ben,I there could bé no doubt

c:of'that" (p. 372) . When Ben and Hartley decide to leave for Australia,

he unJustifiably asserts that
3 )

&

it was p lain that Hartley did not want to gq. to Australia, that =
~was'Ben's plan . + .+ . Anyway, Hartley.would not go. . She would:
jump, at the last moment, into the rescue- boat (p 426)

He furthermore develops ﬁur himself a hasty and subJective argument

proving that Hartley still'loves him: " ﬂ" 1_ ' +

SNy

I reviewed the ev1dence and I had very little doubt about what
it pointed to. - Hartley ‘loved me¥ and had long regretted losing
-me.. How could she. not’ ‘She could not love her husband How
5vcould she’ (p. 158) ‘

-g lhe comicab repetition here of the question formula belies ‘a line of
argument that suits her fancy. (All italics in this paragraph are mine. )
| In orde{ to prove that several of Arrowby s claims are
: erroneous Murdoch undercuts them by means of letters and the actions and p
' statements of the other characters. Reminiscent of Dickens 8 treatment

'_'of Plp in Great Expectations, Murdoch s handling of Arrowby skilfully

. dramatizes the ironic reversal of hlS erroneous assumptions and inflated

expectations

Wayne Booth in The Rhetoric of Fiction gives a- description o&
the fallible or unreliable narrator that fits Arrowby 'S example. :a-{
e : ¢
’narrator becomes unreliable, Booth tells us, when he dbes not speak or

act "in accordance w1th the norms. of the work (which is to say, the implied

%



author's norms). ., . ."15” The norms of The Sea, The Sea reveal several

faulty assumptions entertained by its unreliable narrator. The reader
discovers, for instance, that Lizzie, despite the image of a slave that \
‘the narrator paints: for her, can settle with Gilbert in a v1able
-relationship that‘asserts her freedom from Arrowby s domination.‘ The
\‘~‘reader also discovers thataArrowby s assailant is not Ben, but the
;Jealous Peregrine, who has tried to avenge :dmself on Arrowby for wrecking
'hisﬂmarriage. And Hartley, contrary to all Arrowby s predictions, does
vgo ‘to Australia and, as.her.postcard 1nd1cates, is-excited aboutpbeing*A
there..‘- - . |

This deliberate and systematic undercutting of Arrowby s

credibility serves to distance the reader from whatever claims he, as the

\
-

novel s sole narrator, makes ; The ‘result is that the reader, instead of
1dent1fy1ng with the central character, both'pities and despises him for
. his 1ack of perception and sen51t1v1ty. Although by the end of "the novel .
Arrowby shows 81gns of self cr1t1c1sm ahd achieves a renewed awareness of
reality, the observant reader has already been one step ahead‘of him and
reached his own conclu51ons about the" s1gn1f1cance and meaning of the
vaction. Elizabeth D1pple argues that Arrowby s first -person narration

,1nterferes w1th our apprehension of events .

‘Manically self—interested and untrustworthy, Charles Arrowby s
first—person, diary-entry narration functions as a steady: -
-interference in our apprehension of both present and past
~events; his is a surface buzzing which tries to keep the real
sound from being heard.16 _ B

This'"steady interference should however be seen as an‘integral part
on! novel's moral and aesthetic function. It is meant to demonstrate

the narrator' S'llmitation of-vision as revealed in his biased commentary

*
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on events which, subsequently, leads to the reader's dissociation from

‘Arrowby'svjudgements. Murdoch, furthermore, makes the effect of the

interference minimal‘so as to prevent unnecessary confusion. Tbe
Qbservant‘reade; can, fpr instance, téll that.Afrowbyis emphatié assertioﬁ
that Hartley's marriage is'a failure (an assumption fébricéted'primarily
to sanction his powé; tacticé) is not‘true, evep.théugh no-direct access

to Hartley's'life exists beyond what Arrowby himself claims; Titus,

Hartley's adopted son, and James, Arrowby's cousin, as weliAas_Hartley
vherself challenge this unéubstaﬁtiated assertion.
Murdoch accordingly makes the reader pPrivy to the circumstances

surrounding the central character's life, in spite of, his faulty
‘ . ’ ' _ N
;ngerpretations of characters and events. Wayne Booth comments

. perceptively on the "secret communion' between author and reader:

Whenever an author conveys to his reader'an unspoken point, he
Creates a sense of collusion against all those, whether in the
story or out of it, who do not get that point. Irony is always
thus ih:part/a/device for excluding as well as for iﬁcluding,
and those wbé are included, those who happen to have the
pecessary/ihformation to grasp the irony, cannot but derive at
least part of their pleasure from a sense that others are,
ekcludgd. In the irony with which we are concerned, the .
speaker is himself the butt of the ironic point. The adthor _
and reader are sec etly in collusion, behind the speaker's back,
agreeing upon the étandard by which he is found wanting.

«

The tacit unders;andinngr.collusion that deveiops as modus operandi
between author and reader through and beYbnd the‘narratof serves to make
the narrator's situation éasically ironic. The iron& esseﬁtiglly reside;
'inﬁthe discfepanéy between’héathe percei&es events and people around him
andﬁhow théy ;eélly.are. Murdoch thusAdeliberately_makes Arrowby the

target of Her irony, to the effect that the reader derives aesthetic

pleasure out of such a situation in the novel:
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Our pleasure is compounded of pride in our own knowledge,
ridicule of the ignorant narrator, and a sense of collusion with
the silent author who, also knowing the facts, has created the
~trap for his narrator and for those readers who will not catch
+the i1llusion. = These three ingredients may be combined in many
different ways, but they are all three present whenever we see
a narrator revealing his faults in his own words, without

guldanee from a superior mind
o

Instead of condemnation, Arrowby thus deserves '"ridicule"; instead of the .

Y

dmniscience that the;demqns oerurdoch’s)eerlier novels demonetrate,ﬂ
Arrowby'reveals ”ignorance"9~ignorance of theyfntility of his‘actions and
the reality of‘those sqrrounding‘him.
When we see that the narrator, who at the same time is the
"novel's power figure, becones’the exclusive target of irony, we can
construe this ironic treatment as a shift in Murdoch's neral evaluation
of ﬁgm. It becomes ptogressinelyufbVious that the power figuree of the
later novels are no more snbject to the same-degree of authorial moral
condemnation:as Carel Fisher or Julius King; instead, they betoﬁe‘the
. ‘ e , .
butt of irony. Thevntactices of the power figures_in these novels do not -
lead:ditectly to disestroug.éonsequences‘of the megnitude that the earlier
novels exhibit, and>thereforelthe instigators af those praetices do‘not‘
i , - . ' _ \
deservé as harsh a judgemept. We can generally identify irony with
tolerance and underétinding'as well as distance. 1In e;sencé, irony
implies accepténce ef thingS'that we neithler agree with nor totally
approve of; “it 1s/probably the only sane way of llVlng w1th thlngs that
we,cannot,qogbgt physically or emotionailyk Although Murdoch may still:
not sanctiodﬂiﬁe practices of the:power figutes of her later novels, she
shoys empathy toward tnem. The  tolerance with wnich Murdoeh treats

Arrowby is understandable both morally and aesthetically. Regardleés of

~his resort to manipulation and power tactics, he is neither obnoxious nor

< o
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awe-inséiring.' He'doeslnqtideliberately cause any sériogs'damage'to

thﬁse he trie§ to infyuence; even whenzhe contémplates vi;ienée~if apbgars

out of qharagter. | | |

vFurthermore, our prqxhnity to Arrowby, thgvnarr£;o£; helpg to

ﬂ"decrease‘the emotional,distance"l? be#ween‘him and ourselQes, iﬂ/spite

of our.awa:eness.of his schemings and egoéentricit&.»'lt eﬁables us to

understand and, aE 1e$ét partia}li, to'excﬁse the excesses of his éonduct,

for |

even characters whose4behﬂ‘iour would be iatolerable to us in
real life can be made sympathetic by 'this Baralogical proof
that they are human beings like ourselves:20

By'modulatingfthe emotional diStgnce between Arrowby és narrator and'the
?eadér, Murdoch-thus succeeds in showing the cohplexiﬁy,of Arrowby's‘
cﬁéracﬁér so that we do not grow hostile to him. Equaily wqrth ﬁenfiéniﬁg.
is the attention and cage'thathrrowby féceivés-from';he other char#cters.
A character thgt is the focgs’05 attenﬁionﬁ;f éévérgl ofher characters, "
some of &hom are sympatﬁetic like Jémes,>becbmeé,ka§ if.By extensi&n, a
subjecf qf our iﬂterest. We.sée‘his friehdé tr#vel long distances té

visit him;’particularly his women'friendé, who aré éo eager to win him

thaf Roéina (apprqpriately,identified with Hedda Gabier and Calypsd} doe§ N
not hesitate to deploy terrorist tactics. Such a privileged character,
the reader ié bound to feei, must possess éome savifig grace that endears
him td_many péople.

ArfgwbyYS later éwareness_of his mistakes, furthermore, moves
.him closer to the reader.’ As he'embarks on a process of self-criticism,

the reader can witness'signs of genuine humanity in his personélity;

Arrowby's probing into himself does not, however, occupy a significaht

\
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portion of the novel, for it takes place only towards the Zery end;

nevertheless, it is there as a manifestation of hi& development. Things

do become luciﬂly clear to hnnl'ﬂ he sees the proper dimensions of his
ﬁ‘ t]( :

desperate attempts Yo retover the past; he finally becomes aware that it

was his indulgence iﬂ.‘power tgctics that made Ha}*@ley leave him:

Why did she go? BecauSe I was in love and she was not; because
she simply did not like me enough because I was too selfish,
"too domineering, as she put it 'so sort of bossy.' I had

. deluded myself throughout by the idea of receiving a secret.
love which did not exist at all. (p. 498) ot

He thus bravely qdestions the root and nature of his blind infatuatlon:
. . 3 ' . } *
"I remember Rosina saying to me that her desire for me was made of

jealousy, resentment, anger, not love. Was'theveime true of my desire

for Hartley?" (p. 491). Arrowby, most importantly, feels reépOnsible for

Titus's accidental death:

e died because he trusted me., My vanity
. destroyed him. It is a' "of causality" (p. 459). ‘In'Murdoch's
earller novels we never -see a poWer figure assume such a responsibllity

for his wrongdoings or show signs of remorse;- some do not even bother to

thlnk about the suffering they cause to their victims—witness Julius

King in the last~chapter-of A Fairly Honourable Defeat.

The distinction.between Arrowby and the heroes of the novels
o o : . . R | . .

preceding An Accidental Man is further developed -by the.recurrent emphasis

on Arrowby's identification of power withpmagic., As part of the
admission of his guilt he declares: "I was the dreamer, I the magician"
(p. 45). The identification of his practices.and schemings as magic is

not unusual for, as Rlchard Todd maintains, ''the use of magic aﬁg the

-uge 6fﬂff1ckery could be thought of . . . as. flguratlve of each other 2l

The w1elders>ﬁf‘power in Murdoch s novels, llke maglclans, enjoy-the
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‘thrill of holding others sbellbound; enthralling thelr victims appaaeea»'
“and Teaenures their ego. ,Projecting kipaelf as a magician may in addition

- be one‘bny for Arrowby to excuse, at least to himself his power practices,
since one would not normally take a magician s tricka seriously. ‘Like

Matthew in An Accidental Man. who claims ‘that he intends to "change magic'

fato spirit," Arrowby also contemplates.‘

And I sit here and wonder at myself. Have. I abjured that magic,’
drowned my book? Forgiven my enemie¢? The surrender of pover,
the final change of magic into spirit? Time will show. (p+ 39)

Arrowby seesnhimseif not only as a magician, bot more
(ibecifically, as a Prospero figure. His reference to drowning“the.book
and forgiving enemies relates to Prospero s symbolic act in ShakeSpeare s
The Temges ’ whereby he signals the abandonment of power and the
reconciliation with those who have wronged hiur, Arrowby 's arrogation of
the privilege to forgive others looks ironic since we do not s;z anyone

doing him any harm In two other references, he tells us that he has

Odgly 1 felt then,
ved’her :ag if she | - A
elfiny page.. She had a
wq%%ﬁlstill hear the thin true

‘ Whiié*fhe%?bove passage suggests thst Lizzie carries over her role as
: ¥ i

R Arré,v ‘l‘e;servant ~to the stage in the role of Ariel the reader can tell

.
d'
et

that ‘4'i§ Arrowby who carries;ovet his role as Prospero from the stage
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. These. refctnncel to Prosparo 1n the novel prove doubly uldful

for Murdoch's purposcs. On the one haﬁd. 1: is natural for a the&;rcﬁ

~ #
director and actor to refer to Prospero, Arrowby and Prospero are,

moreover, connectcd with the ilsue of power. On the‘fther hand, Prospero 8

practices of magic as a form of power are never harmful his is white
magic, not black,vand accordingly reflects upon Arrowby, in that his

practices, although not as justifiable as Prospero s, are equally harmless

in their intentions.i As Richard Todd argues, "It could be naintarned
that in The Tempest Shakespeare flaunts the fallibility of power" 22

Murdoch's aim in this novel cannot be otherwise, The evocation of a

4

Shakespearean power figure like‘PrOSpero represents, moreover, yet

another exampIe of what has already become a common practice for Murdoch;

acters and motifs enrich the

el . NN

her recurrent allusions to Shakespeare

texture and content of her novel -
- 5 "\‘ . . T
' A§ in The Tempest, the&ry in this novel is dominated by

' 3the sea. The title is but one indication of the sea's significance and

. omnipresence. Arrow;;;s hduse; where mos% of the action takes place, is
situated by the seashore close to a brecipitous cliff, and the sea.
becomes an integral part*of the character s life. One difference, , :§
however, exists between the symbollc meaning and function of the sea in i

The Tempest and in the novel. The sea in the'former seems to fall under
the control of Prospero, who uses it for his advantage,;as when he calls
forth the storn that forces the.King of Naples.and his entourage tqfland
on his island; the sea, in other words, assumes aﬁsubservient role to .

: K
Prospero's schemes. In this novel, the sea, mysterlous and awe—lnsplrlng,

et
AN

represents a power superior to man and beyond hlS qontrol it is

"detached, neutral and empty, a force which cannot’be subdued by Charles's

5
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ropes andvwhich'indifferently'kills Titus."?3 ‘&h this respect,.tﬁ% sea

‘here is remlniscent of thdt in The Unicorn In both novels, it is. referred

W

" to as a "killer"‘(p 404) The local cllentele of the Black Lion (the

el .

~oits own espec1al clear llght” (p 124), shortly after, th

4menac1ng quallty is further.enhanced.

lblulsh purple, the colour of Hartley s eyes (p 129)“/

he! wrltes, pro;ectlng h1s 1llu91ons

° . \ : - N
name belng an evocatave remlnder of the Blackport pub in "The Unlcorn) , -

' argue about the number of seconds it takes for a- man to drown (pp 66—67)

The instrument of Peregrlne s attempt to murder Arrowby,,the sea s'

~The sea,‘always an 1mportant symbol in Murdoch is not a place = ) s
of resti peace and hnowledge for Charles,. nor does it provide ' P ‘
spirjt for his parched life; his development and gradual moral Y
‘advansgment take place not here but - 1ater in. James ‘S LondOn . f:/ //
ffat. .. o , SR Y : ’ '

. . . . e . . B . : . s

< .
On certaln occa51ons, however,\usually those 1nvolv1ng Hartlev, Y
. / ‘i

‘ ' : / P :
the threatenlng quallty of the sea disappears and a sense of beauty4 AT

e
\ P

tranqullllty and grandeur prevalls On‘Arrowby s f1rstfv1sit tther‘

house, the.sea‘is shlnlng 1nto .the' room llke an- enamelled mlfror w1th
, . '4'

/sea becomes "a
&

Toward the end of

s

fthe novel when Arrowby lS hopefully expectlng a 31gnal from her to elope,

3
4 ST

%

" The Sea had regalned its beJewelled purpllsh look; inlaid with
‘spotted lines of emer#ld. - It glittered. at me as it had done on

-~ the first day. ‘There were @ few clouds, b1g lazy chryselephantlne
"clouds that loafed around OVer the water exuding llght I-gazed

“at them and wondered at myself for being too obsessed to‘be able R

_ to admire the marvels that surrounded me (p 426) , S e

The" sea, therefore, represents threat and mystery on one layer of meanlng,
- .

and beauty and tranqullllty on another The treatment of the: sea 1n thlS

H

' novel glves credence to Jany Wartln s perceptive comment . about water|

i
<~
1magery in Murdochcs novels e

-
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. v . e . . ; : .
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'~and reCalling-Ducane‘s revel

and the Good James thus dec ares' hlS mystical v151on. "The last

158

‘water is a symbol of unpredictable life, for c0nt1ngent reality:
in some places, at some moments, the water 1is quiet, clear and
reassuring; in other places, at other moments, it is troubled
~dark and menacang ‘ : LT o
- _ ai S T
.' “ - N - . . (s ‘ll‘

stile or calm deadly or life-glving, the séa serves in this novel as'

"ian effective narrative device that reflects upon the central character 5.

Signlficantly enough theponlv}character:that the Sea.doesinot

_frightenuis James.~ His training 1n oriental myst1c1sm has endowed him

‘with extraordinary power—-powers derived from the human w111 to exerc1se

control not over people, but over one ‘s body and one's thSical
i : e

' surroundlngs. In thlS respect James B myst1c1sm may be 31m11ar to

Prospero s magic. As Arrowby tel s us, James saves. h1m from drowning "by_

LR

@

the sheer exerc1se of those powezs which he had so caSually spoken of as

tricks' (p. 469). James s com rol over thepsea is such that Arrowby

~

reports seeing him standlng on’

e v,

. s :
LoJames, along w1th other saint figures in Murdoch s canon, uses whatever
: : n el e

spiritual pbwer he possesses t achieve selfless goals. Ech01ng Max

‘ LeJour s maJor statement 1n The Unicorn about the good being non—powerful,' '

,1-" /

ion after his brush w1th death in he Nice

: ; ”1-’;
-His COus1n, "is theuabsolute;surrender'of

‘achievement,f he instructs
magic itself . . . . Goodness is giving up power and acting upon the

world negatively' (p.  445). James becomes hergayet anotherlembodiment of

Murdoch's concept of love}, As he,"gradually emerges from the egotistical, -
o ' w26 '
1tangle of his cou31n Charles s flrst—person narratlon, . James‘serves,

v moreover, a- 51gnificant dramatic role as the truthful v01ce of sanity and

e R

".’reality. _Hnlike the passive,.awkward'or 1neffectual,v1sionaryusaint

*

ater (p 469) Unllke Prospero, howeVer,;_

%

o
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e e figures of the earlier novels (such as Bledyard 1n The Sandcastle, ‘Marcus

1n The Time qf the- Angels Tallis 1n A Falrly Honourable Defeat, and

'vgkwNigel'in Bruno.S’Dream),uJames, active, impress1ve and disciplined

effectively challenges the power figure 'S conVenient assumptions, for

instance, he openly demands that Charles prove hls elaborate claims‘

about Hartley s marital crisis

.. Do you really know what her marriage is like?  You say she's.
. ¢ unhappy, most, people are. A long marriage is very unifying,
. even if it's not ideal, and those old structures must be
.respected ‘You may not think much of her husband, but he may
suit her, however impressed she is by meeting you again.

Has
- she: sa1d she wants to be rescued” (p+- 178)

aJames's sound obseryations and wise, selfless actions"éventually inflhence‘

L.

. hlS cou51n and help correct his faulty v131on, equally 51gnif1cant, they -

lfvenable the reader to putjghings into perspectlve As Elizabeth Dipple

-persua51vely_argues:‘ 8.
7 : »d | ‘ .

'The 1ntelligence of James s. remarks, their enormous cultural
evocations which Charles S0 comically does not catch ‘and his .
"'1mpassioned sense of the truth 'of situations are all geared to-
']draw the experienced Murdoch- reader s sympathy and attention

. ﬁ.In the midst of Charles s sustalned madness, James shines very
; f*’~br1ghtly.27 T

[

8

"fyf' S
g;n& The lucidity of v151on and hlgh plane of virtue" that James represents

"-accordingly explaia the great emphasis the novel lays on him in the final

B

part'of the novel. Charles s move into James s apartment symbolizes,

_ . oo
- moreover, the transfition toward adopting James' s_vaLuesgchat,con31der
‘love, not power, ag the central issue worthyyof man's concern.

L e e The'jOUr~ey of the centra&'character~through life thus takes
.,its full conrse &he novel conv1nqingly depicts Arrowby s tran51tion

6
- from illuslon and obse351on w1th 1ntr1gue towards a greater awareness of

»
.
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‘ of irony enable Murdoch to succeed in conveying her moral ?ision.
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"reality and respect(for others-—a transition, that is, from a blind love ’

for power to a mature belief 1n the power di love The skilful control

. £

- of the emotional dlgtance between reader and narrator and- the deployment

* »



/ .. CONCLUSION

In her first b00k Sartre Romantic Rationalist Iris Murdoch

‘maintains that‘”the novel, the novel proper that is, 1s about people s
.treatment of each other, and 1t is about human values nl This context
of human relationships and the values attached to. them that her characters

embody represents a central concern in Murdoch s fiction Her novels
: ‘ ‘ e ; ‘T Co

. N ,
often portray relationships controlled by a SLngle dominating figure who

E exercises an. uncanny 1nf1uence over others to achieve certain often

.selfish .goals, This charismatic power figure may play one or more\bf the
- : R 2 "‘,-

‘followingbroles:_ enchanter god W demon or saint. For Murdoch the novel
- as. ‘an art form,‘functions as. the medium to reveal him and comment on h1s
actions.' Murdoch s marked interest in the portrayal of diverse types of
‘power figures stems essentially from her concern w1th the liberal~.

. RIE ot ' '

democratic theory of personality and her attempt ‘to re-define it

‘Murdoch s liberal vif¥on is. spelled out eloquently in her essay "The'
Sublime and the Beautlful Rev151ted i She maintains that the world
containsv a plura y'of persons,’who are quite separate and different
1ndiv1duals and who have to get along together,' and "that which’ has\a
flght to exist, that which is deserving of tolerance and respect, is not
" the rational or good person, but the actual empirically ex1st1ng person

.

/
whatever ‘he happens to be like." The 1ndividual may be "eccentric,

'unique, holy, pregnant with genius but not alone." n2 The”key'wofd‘in ’

this statement 1S>"tolerance."b .

’,". . e

- The moral failing of the power figures_in Murdoch's'novelseis

o

161 -«
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jthat they do not. tolerate or reSpect theaindependence of other charactersm

outside the rigid structure that they scheme for them. The common

RN ‘
‘practice of : the power figure is to impose hfs_qill on others, be it by

Ui : IR

:‘:' RO . “ ‘j‘ ) -
f~of power ftgures relates, o
A “.ﬂ' ' ’

‘gg well to her general concern with ethical.&sSues \pafricularly as they

coercion or manipulation.

Murdoch g interest in the portra

'manifest themselves in concrete human situations. Critic1zing moderh

literature, Murdoch comments; "It is curious that modern literature, Alp e

s

‘which is so much concerned with Violence,,contains so few ~convincing

-
LY

pictures ofﬁevil.-"3 The moral 1mp1ications of the use and abuse of pawer

are’at the centre -of her focus on the issue 7.Murdoch doas not, moreover,-
identify automatically the power figure with evil; her vision'and'
treatment of him is subtle,ksophisticated and penetrating. As the

study St the six representative novels examined has shown, Murdoch s
.treatment of the power figure goes‘through’three definite stages.

In the first Stage Murdoch portrays the power figure as being
both good and evil: he can be at oncerkind and truel, selfless and
selfish, sharing and.possessiye, loving and"enslaving, _His‘actionSxare"
so dualistic initheir motivation thét they bear without strain~either
interpretation, and thefreaderxisfleft free'to form his own conclusions.

'Emma~Sa:ii)jthe power»figure of Murdoch's sixth novel, An Unofficial Rose,

illustrates this point clearly Acting as "Prospero"afand as “an‘old . .

"5

"matchmaker Emma, the.popular writer of.detective thrillers,]masterminds

a destructive affai etween her lesbian secretary (referred to as Ariel) o ek

Lindsay Rimmer and the-neurotic*Randall Peronett. .the son’ of Emma's
former lover, Hugh. Although Emma is identified with intrigue,tnwstery

.dldarkness, the reader cannot condemnbher as entirely-evil: her




‘self-perception, discipline and vitality make her, at 1east partially

. 163
£

')

sympathetic.a As. the enchanted Hugh sees her,.she appears enthroned in

A

*her wisdom, her witchery n6 Reflecting her mysterious personality,,Emma s

final act of power, making Hugh $ grandson, Penn, her heir, evokes

S

' different interpretations: the reader may regard it,aS'an exarcise'of 34

. . . . 1’\ '
goodness ‘and love directed towards the poor, innocent and alienated boy, 3

5

or as a spiteful deed to deprive and enrage ‘the’ people closest to her

,.‘.

Mystery, therefore, becomes,las Canetti confirms, concomitant

with the exercise of power.. Skilfully (and perhaps c@nveniently) the

1

author shrouds motivation in.secrecy by . allowing the reader no access to

the'mind of the,power figure Moreover, authorial commentary or reporting

. of his motives is conSpicuously absent and the reader accordingly has top

'reach his own conclusions about the good or evil intentions behind the

| ‘t

'_ Circe-Christ figure.

B TN

manoeuvres~of power.
Apart from authorial control ‘of point of view, the type of

imagery employed in the novels of this first stage further reflects the‘
duality of Murdochls presentation. The images associated with the power
figures here tend to be either a juxtaposition or a synthesis of two o
conflicting elements, usually symbolizing good or evil ’ Mischa,Fox S‘;o/'

eyes, omne bluefand‘one brown,vin The Flight from the‘Enchanter ‘serve as

a ready illustration * Murdoch shows furthermore a penchant for using

‘light imagery as a vehicle to convey moral meaning. In The Unicorn, for

vinstance,,recurrent and intense interplay of dark-light day—night imagery

is used to consort with the characterization of Hannah Crean—Smith as a

KW

Coel ~;_,By contras»g‘ ) Y ;associated with the power figure in ‘the

Lﬁ"l ) r: ’-
.t .

e
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' duality, but towards'predominant darkness. The most obvious example is

4 N
] Murdoch s portrayal of Carel Fisher as a "dark figure" in The Time of the

vAngels. Dressed in his priestly robes, Carel lives secluded in the "
' unremitting gloom of a rectory ‘that often experiences electricity failure..
“fThe shift towards-darker imagery paints an unmistakably>sinister power
- figure who éonsCiously schemesito control and manipulate others into.
Suhmission to his will. " The pover‘figure often aChieves his goals'by
exploiting the sexual; psychological or moral vulnerability of other;
characters to hisradvantage. While the.power,figure infthe novels of the
'first stage‘generally controls the‘destinies of‘his enchanted followers 4
-in the patronizing pretext of "believing in people,';7 or‘"loving all

creatures,"'8 the power figure in the novels of the second stage relates

to his victims as slaves. The dehumanizing process of- slavery (which, as’

.,

* Canetti has already argued, is rooted in the desire to turn men. into

.

animals) is culminated with Julius King's treatment of his victims as

puppets in A Fairly Honourable Defeat : Thus, the progressive erosion of

" the power figure s ties’ with humanity is poignantly dramatized through
this abysmal development from enchantment to enslavement to puppetryk

As with the power‘figures of the novels of the'first_stage, the
‘ motives of the»bﬁwer figures'in the second stage are still shrouded in
mystery, and the reader still does not have’ access to their p01nt of view.
The denial of point of view in the first'and second stages serves to
distance the reader emotionally from the power figure and to prevent
complete sympathy or identification with him. From a moral perspective,»
Murdoch, I suggest,-disapproves, partially or tofally:fof‘the behaviour
of the power figure The‘portrayal of the power figure-as,mysterious;-.

5

_ however, affects the reader differently in each stage In the novels of
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the firstqstage, the power figure represents a riddle to both the reader
and the other characters. In the novels &f  the second stag%ttﬁm power
figure remains primarily a riddle to the. characters around him, especially
to his victims whom he continues to tantalizesiintrigue, enchant or

intimidate. As for the reader, these novels provide him with relatively -

o

better opportunities than hitherto to discern and evaluate his motive

through his actions, often mischievous or destructive, or through his -

2

’ dubious or cynical statements that run counter to the norm of the novel.

+ »

Thus, while the reader may partially sympathize, but not identify, with
the powervfigure in the novels of the first stage, the same reader will

condemn the power figure of the novelS'of the second stage as evil. We

| .
" may be amused by Mischa Fox' s ubiquity and\ingenuity, but will certainly
/

be shocked by the sudden revelation of Carel Fisher s incestuous

exploitation of his invalid daughter in The Time of the Angels.:

hd: only are the power figures of?the novels'in(the first stage
closer than those in the second stage to the reader s sympathy, qualified
as that sympathy may be but their characterization, by way of comparison,
gains more depth and'sophistication. As_the‘novels of the first stage

progressively unfold the psychological condition of the power figures,

N

the inner conflict within*them is revealed: on the one hand, they show a

I

yedrning for spirituality,'justice and innocence; on the other, they

resort to manipulation or cruelty, In The Flight from the Enchanter

Mischa FQx cries ‘about the suffering of innocent little animals, yet, he

-
does’ n¢ éﬁesitate to kill to spare them the suffering. "By contrast, the
ng,g «
powerqgigures of the second stage novels lack the same degree of complexity

an§¢diver31ty and behave Simply as villains. They tend to justify their

g

manipulation of others by rationalization and erudition that has only the

"‘°':‘$ @:
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semblance of conviction'and truth in it. The subtle arguments of Carel

Fisher 1n\The Time of the Angels and of Julius King in A Fairly Honourable

Defeat ring hollow in the reader's mind because of their cynicism and
lack of warmth and sincerity. Murdoch's obJection to their behaviour

relates essentially to their treatment of their victims as a means to

Yo

achieve selfish ends.9
The victims, for their part, display no viable resistance to

the violation of their identity, this attitude is revealed in the novels

of both the first and second stages. The victims temg generally to. be

enchanted by the manoeuvrings of the power figures. They usually overcome
their sense of puzzlement concerning the mysterious schemings of - the:

power figure and;.instead identify'themselves with him as devotees or
R4
”1mag1ned lovers (as, for. instance, Jame51e is sexually infatuated with

the ruthless Scottow in The Unicorn). The victim s adoration of his

oppressor represents to Murdoch a form of slavery, rather than’ asserting

his 1dent1ty, the v1ct1m develops escape mechanisms Although some’

o«

victims may bemoan Or exXpress unease about their persecution (as Calvin ’

A Bli¢k does towards the: end of The Flight from the Enchanter), none

challenges or engages the power flgure in open combat. 1In extremef

instances, however, the victim resorts to v1olence, whether against the
/. .
self in su1c1de (as Nina does in The Flight from the Enchanter) or against

the power figure by murder (as. Hannah Crean-Smith does with Gerald
‘Scottow in The Unicorn).

The attitude oflthe victims of the power figures in,theAthird
‘stage of Murdoch's novels represents a marked change in comparison with
'that in the first and second stages For the first time, we note that

 the characters around the '"power figure refuse to. be enchanted or

¢
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victimized begin to challenge him openly and ridicule his domination
attempts. This resistance signals a major shift in-#the role of the power .
figure in the third stage. Although he still retains a degree of his »
charismatic appeal his. erstwhl‘e god -like influence has been considerably -
reduced. 10 No matter how hard he strains himself his scheming neither o
fulfills his gqals nor. gains him satisfaction.

- It is significant to observe’ here that when the power figure in f

/

* the novels of the third stage fails in his endeavours, he neithér harbours
: \

‘bitterness nor undergoes an apocalyptic vision,vbut rathe& regards the
experience\as cathartic.' He does not, moreover, hesitate‘to show t
.feelings of remorse over whatever difficulties he causes for others. The
pathos he expresses gains him the reader s sympathy, particularly when
his acts are not as damaging as those in the first and second stages;
eéssentially he does not reveal destsuctive intentions.'

.f’Accordinglyt it'is only fair to concludeithat Murdoch.does

-

show moral obJections to the behaviour of the power figure of the third
stage, revealing in the process that that behaviour is far fr being
'1dea1 The removal of the erstwhile formidable moral barrier between
author and the often central character explains why the power‘figuretof o
‘the third stage novels is granted for the first time the priv1lege of |
presenting his point of view; subsequently, emotional distance between
‘the rea%er and the power figure is diminished S .

« By controlling point of v1ew,‘Murdoch not- only maintains‘a
degree of the reader s sympathy for the power figure, but also makes him
- the subject of irony. »Irony resides in the discrepancy between the

revealed expectations of the power figure for his schemes and their

targible outcome:. Irony relates as well to his manner of fahgjeating

Ve
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) _ , , /
assumptions about other characters and about reality--assumptions that.

are convenient to his wish s--and then taking them for:granted. In The -

Sea; The Sea, for instance, Charles Arrowby'persists in his erroneous

assumption that Hartley, after a separation of several decades, still is’

in'love with hinm.

"Murdoch's ironic treatment of theVpower figure at this'latept

it

stage of her career as a novelist represents a clear departure from her
portrayal of him in the two earlier stages. She has gone a long way in
rendering and exploring various aspects pf the power figure. It needs to

be emphasized, however,,that in the latest novels; Murdbch's-delineation

-

of tne power figure'svlimitations and!failures renders him more ordinary
than,demonic, and more human than god-like; he can be.tolerated as an -
eccentric rather than condemned as evil. Tnis brings us ence again to
the significant concept of'tolerance and its centrality to Murdech's
understanding of the liberal—demOCratic theorf of personality. Inlﬁihe :

Sublime -and the Beautiful Revisited," Iris Murdoch maintains:
A great novelist is essentially‘tolerant that is, dlsplays a
real apprehension of persons other than the author as having a .

right to exist and to have a separate mode of being which is
important and interesting ‘to themselves.

|

While‘Murdoch's attitude towards the=power figure can be

.J

characterlzed as morally ambivalent in the first stage and. hostile in the :

second, 1t certainly demonstrates tolerance and understanding iq the,'“”

oy

third stage. Her recurrent portrayal‘of several types of poWer*in;the
firstltwo stages and her fascination, if not obsession, with .their

schemings and -shock tactics cast doubt upon her vision

of reality-—a yisibn'that perennially sees her characters behaving in

|

extremes, interlocked in savage power games. In such a situation, her
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reE\rgin to act while her fgood" gharacters

e ¢ . - -
powet f&gures are given'a

%

are rendered ineffectual‘;, ha @ Mvsqf"ﬁﬁﬁﬁﬁ§? ing occasional

-abstcact and naive sbatéments¢
. ‘1

‘t .
upon the canvas, little room has been left for her other characters to. . .

_ith the prominence of the power figure - #

? \

manoéuvre; and this situation contradicts Murdoch's celebrated

propouncement that "a novel must be a house fit for free characters to

live in."12 The discrepancy between authorial intentions and” ﬂ?actice
,%
that we witness in the first and second stages may”lxplain Murdoch's.

am

resentment towards her power figures who, as with Julius King in A*Fairlz

_Honourable Defeat, represent the incarnation of rational and cold-Hlooded

evil, ’ IR
' “ ~ ' ‘ ‘ , XL e p
This discrepancy, however, disappears in the third stage withﬁ ’ ”;fiba
& . “u, o ‘
the scaling down in the influence of the power figute, thus the demon gt
4 ‘

metamorphosed into an ordinary person. If one follows quthrop H@ye $,”
elaborate diagram, whereby-"fictions‘may . e be classified not mordlly,
A z . ‘..4’::1""‘
but by the hero's power of action, which may be greater than oilxrs;.lessa ,
’ C e . <
one-can say that Murdoch's- t@eatment of theapower&
‘”re(" ‘, )

‘figure develops from the high mimetic towards the low mimetic que*

or roughly the same,'l3

c l. . e,
~ According to Frye, the hero of the ‘high mimetic mode "has adthofity,,z s

"‘0’

’ .v » -.‘ S ?l DT

passions, and powers of expre531on far greater than ours,‘but wha ¢pe dbes )

is subject both to social critlcism and to.the order of~nature,"‘whereas ;i{
A ,0/ o
the hero of the low mimetic mode "is one o£|n* we respond to a- Sense of

v

) ) - ! :a' S ‘
his*common humanity, and demand from the poet [or the novelistk;the‘&ame‘;q
canons of probability that we find in our own experience."14 fﬁéréq§er,

. .
Murdoch herself acknowledges this transformation in thé type of her

*

heroes. She connects the shift towards the portrayal of ordinary

characters and problems in her later novels with her progress and maturity

“y
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as a writer: . ’ a

.

Young writers are often afraid of writing. about ordinary things :
because they think that this would be rather. duliuand_of course
they are anxious to Startle their friends by writing something:
rather odd, and dlso they imagine that it's more original to

“write about domething rather odd&,‘l think the artist that has | h
wopked for.a long time in his craft is less concerded with any M
d Lre "to shock or any desire to search for oddities. He canv
find plenty 9f oddities without looking for them. I've been -
endeavouring for a long time to write about ordinary 1life and -
ordinary problems.l5

- ->-4

‘ CoﬁtaaCting the power figure ] role and restricting his
domination over both the characters and the narrative result not only in
‘focussing oh ordinary li;e and problems but also in providing ample -space
to breathe and express thémselves freely. Moral ambivalenee or hostility
toward the power figure thus finally disappearS, signal ng a clear and
confident authorial vision enriched by a greater depth of analysis into
the fntimate feelings of the central character rendered sympathetically
It is interesting to notejthat while the "good" characters are passive in
the first two stages, they begin tp act; in the  later novels James
Arrowby in - The Sea, The Sea dominates the narrative through his coufidentv

g

actlons, and his vision finally prevails when Charles adopts it.-

v

When Murdoch's "good" and "normal" characters'(a‘loose and

relative designation) act out their problems in the later\novels,.it
. \ _‘
becomeSJev1dent that her. VlSlOn organically blends with her fictional

X

'material. Murdoch has eventually populated her canvas with characters to

- ® §

whom she can, relate morally and psyﬁlogically, ‘and to whom. she ean shovig‘_ '

sympathy and’tolerance. T

o

According to W. J. Harveég

We may fairly say that the novel is. the distinct art form qf g”‘
liberalism . . . . Tolerance, scepticism, respecf for the . ..
autonomy of others are its watch words; fanat1c1sm and the

‘monolithic creed its abhorrence.l6" o .



BT

'»nineteenth-century literature with Liberalism.,17 The nOVels of Tolstoy,.;

,gy,George Eliot and Balzac depicted "a plurality of real persons more or -
: vless,naturalistically presented in a large social scene, and representing;

X . TN .
oo gvmutually independent centfes of significance which are those.of real

o

/,».‘individuals. ;? A process thus devllOps in Murﬁoch s’ later novels

'towards embodying her liberal visio in a fotm that emulates the N

W

the 1deal, and Murdoch may be the first ‘to admit this, change in the way

oo

Q"_ she handles her material is nevertheless evident Summarizing Murdoch 8

-

Y

e R

‘achievement Elizabeth Dlpple makes the following valid comment. 7;:4,dd:"%f

S ,‘Her zigzaging development throxigh mixtnresm of r\nninat;lzv‘é novels,
= fs,jvr‘;technically brilliant experiments and the quasi—gothic, to the RN
Tyl oo full, Cmature style ‘ushered in by The Nice and ‘the Good, :
vffp'ny,f indicated ‘how many stxles ‘she:. aqtually ‘had ‘at her disposal and

o

_Vnineteenthﬁcentunglmodel Although her achievement so far falls short offﬁ'

her particular expertise in these various styles showed that ”'Gfijr“v

_she had within her talent manyipOSSible directions.l9

o, . i : o z

. The 11near, three—stage development that I perceive in Murdoch 's. career:

%?

.f’should not necessarily conflict with the zigzaging development mention

s

; (‘D

p~in Dipple s remark The zigzag pattern can indeed by observed but only

e

PRy within the first two stages, where we find an alternation between "‘losed"

e d "open novels, depending on—the dramatic function of, thQLPOWer figure.u

%fofMoreover, the den

'eription of the three—stage development can fully and *

.‘f;l;lucidly illuminate Murdoch s handling of her thematic triumv1rate of lOVe, ,

]
(]

.freedom and power Ih the first and second stages, Murdoch treats her
. S ;

fﬁ;two central concepts, love and freedom, through portrayal'of their polar

d. ALt

[N . e

ﬁgOpposite—-the evil of power.ﬁ ln the novels of the third stage} she turnS'»”'f'}
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relationship in the absence of power-—something very similar to what she‘;7h:
has accomplished in The Nice And the Good : In other words, the vision

that 1lluminates all Murdoch s novels is essentially the same’; it has c et

been symmarized by James Arrowby in The Sea, The Sea" "Gooaﬁfss is

giving up power (p. 445) As she maintains her own distinctiﬁe voice,

the prOCBSS of refining her material continues tHrough the

introduction of a new breed of characters, derived most probably, from ': ﬁ;f
Tt .‘3.v SR

her boqueois mé}iqp, w1tﬁ the probable absenqe of the power figure.'

Murdochiﬁga seﬂhgimm Herself an ideal and the creative vitality of her S
{ =‘f.‘ a. ) »
PR mind continually tries to reach it The;modelvisgnone-lessrthan‘Shakespeare,
) The great nOVelS are’ victims neither of convention nor. of

e ;;neurosis. The social ‘scene is a. 1ife-giving framework and not

v a-set of. dead conventions or’ stereotyped settings inhabited by

: stock characters. "And the ‘individuals portrayed in the novels ”

. -are free, independent of their author, and. not merely puppets Lt
3 in . the exteriorization of some closely - locked PS8} hological’ A

~conflict of his own . .. . The great. novelist 1is not afraid of

[T

< .- the contingent, "yet, his acceptance of- the’ contingent does not
% ".land him in banality ‘In respect of this quality,_and of
o f:others,vthe writer with whom we are most tempted to compare T .
, gA::‘thiS novelis%ris Shpkespeare 20 SR T Dl ‘ -
ST T
| '+ ‘;;iﬁ
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