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CHAPTER I 

INTRODUCTION 

Between 195^ and I968, Anthony Burgess published 

seventeen works of fiction, plus assorted volumes of crit

icism, a collection of essays, and a textbook in lin

guistics. In addition, he wrote over tv/o hundred articles, 

essays, or reviews which were published in such disparate 

periodicals as The Spectator, The Manchester Guardian, 

Encounter, Holiday, Vogue, American Scholar, The New York 

Times Ma<̂ azine, and Playboy. This prolific output sug

gests almost superhuman energy and concentration. There 

is no subject, it would appear, with which he is unfa

miliar. Burgess began v/riting for a living comparatively 

late in life. He was thirty-nine years old when the first 

volume of his Malayan trilogy, Time for a Ti^er, appeared 

in 195<̂ « Because of his phenomenal productivity, his pub

lishers brought out some of his work in the early I960's 

under the pseudonym Joseph Kell, in order, it must be as

sumed, not to glut the market or confuse those critics who 

entertain vague suspicions about quality in the midst of 

such plenty. 

1 

"Beverly R. David, "Anthony Burgess: A Checklist 
(1956-1971)," Twentieth Century Literature, 19(July 1973)» 
181-183; Carlton liolte, "Additions to Anthony Burgess: 
A Checklist (1956-1971)," Twentieth Centur?/ Literature, 
20( January 197^0, ^^-52. 



Today Anthony Burgess enjoys a kind of tv/ilight fame. 

He appears occasionally on some of the television talk 

shows, and the Stanley Kubrick film based on his I962 

novel, A Clockwork Orange, attaches a certain sensational 

interest to the man and to his work. Anthony Lewis, in 

a lengthy interview for the New York Times Magazine in 

1968 describes him as "an Elizabethan character: an unre

fined Englishman running over with creative energy, en

joying his own vitality without concern over being vulgar. 

He eats and drinks as he writes, with finicky pleasure— 

gin and tonic, Capri, a flksk of Chianti, Strega at a 

meal," Paradoxically the dynamic source of Burgess's 

creative energy and joie de vivre appears, if Burgess 

himself can be believed, to lie in despair: 

Burgess makes no secret of the fact that he's 
been involved in a long thickening battle v/ith 
despair. But he doesn't wallow in it. He 
uses his g-uilt to drive him on ("I started 
writing so late in my life—at 39!") and holds 
to the romantic notion that malaise can be 
worked into artistic energy. "I'm very rarely 
happy," he says matter of factly. "I think 
v/hen you're ^^, you don't know quite what you 
are, if you're young or old. You don't know 
. . . how much more life you've got. And you 
feel that there's not a great deal in life 

Anthony Lewis, "'I Love England, But I V/ill No 
Longer Live There,'" The New York Times Magazine, 3 
November I968, p. 39. 



that you really want. I start every day 
with a sense of hopelessness. But I 
wonder if I ought to get rid of this. 
It's conceivable that this hopelessness 
. . a this pessimism , . . is a dynamo."3 

Despite Burgess's self-confessed despair and unhappiness, 

his novels are not characterized by these qualities; they 

are marked by energy and a keen, sensuous delight in life 

and living. 

Born John Anthony Burgess VJilson on February 25, 

1917, in Manchester, England, Burgess early displayed a 

creative bent: "When I was about k- years old," he recalls, 

"I used to draw, and when I was 11 I had a drav/ing pub

lished in The Guardian. I got L5» 5' 0» fô r it, a lot of 

money in those days—my first published work. I had draw

ings published in the Daily Express. I was feeling toward 

an art. I used to write little essays, little poems," 

It was, however, to music that he was drawn, and his dream 

was to become a composer: 

When I was about 1^ I wanted to be a 
composer, so I taught myself to play 
the piano. This is literally true. 
My father v/â  a pianist, but he used 
to drink a lot and never had time to 
shov/ me even where middle C was on the 
piano, but I found out v/l̂.ere middle C 

•̂ Sheila Weller, "A 'Clockwork' Burgess: No Time 
Like the Past," The Village Voice, 3I August 1972, p. 57» 

Lev/is, p. 57J p. 59. 



was on the piano and where middle C 
was in music, so I began to play little 
pieces by Handel and Bach. Gradually, 
I was able to read music fairly fluently 
and this led to the writing of music, 
which is what I really wanted to do.5 

But when Burgess went to Manchester University, he stud

ied English rather than music because he lacked, accord

ing to university officials, the necessary academic pre-

pa.ration: 

When I was 20 and went to university I 
wanted to study music but I was told I 
couldn't because I didn't have a quali
fication in physics. Very reasonable 
v/hen you look back on it, I suppose. But 
I could take a degree in English, take 
an English course up, because I had qual
ifications in that. So I took English 
and read that and did m.oderately v/ell, 
contributed to the local magazine, you 
know, the university magazine, IJrote 
poems and the like. But tliis was only 
play, this v/as only a hobby, the real 
aim was to write music.^ 

Nevertheless, Burgess took a B. A. degree v/ith honors 

in English at Manchester in 19̂ 0̂. Upon graduation, he 

served as a sergea.nt-ir.ajor in the Army Education Corps 

from 19̂ »'0-i9'4'6. P'rcvri. 19^6 to 19^8 he was a full-time 

lecturer employed by the Central Advisory Com̂ .cil for 

Adult Education, In 195̂ !- he joined the Colonial Service 

as an education officer in Malaya. As Burrô ĉ approached 

^Ibid., p. 59. 

^Ibid. 

http://sergea.nt-ir.aj
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mdddle age, he realized that his musical ambitions were 

not likely to be fulfilled: ". . .1 saw that the music 

I was writing," he reports, "was not as good as I wanted 

it to be and I must try some new direction, some new art." 

Malaya, as it turned out, provided the catalyst for this 

new direction; Burgess says that the "impact from new 
o 

circumstances, new people, new languages" made him take 

up the craft of fiction in the hope that writing novels 

would bring him fame and perhaps even fortune. 

Burgess's career in the Colonial Service in Malaya 

was interrupted in 1959 by an illness v̂ hich resulted in 

his return to England. Burgess's malady was diagnosed as 

a brain tumor, and he was given a year to live. This 

medical death senterxe confirmed his new ambition as a 

writer. He hoped to live long enough to be able to write 

enough so that his first v/ifo w-.hcold be provided for after 

his death. The medical diagnosis, however, turned out to 

be somewhat inaccurate; Burgess is still very much with 

us. The fear of death, the dread of poverty, and the dy-
Q 

name of despair still urge hî n on,^ Al.though his pro-

^Ibid. 

""Purgess, Anthony," Contemporary Authors, ed. James 
M. Ethridge (Detroit, Michigan: Gale Research Co., 19^3), 
III, 37-38. 



ductivity has slowed somewhat in recent years, 197^ prom

ises to be another annus mirabilis: two novels and a 

second critical work on James Joyce have been announced 

for publication. In any case, his writing appears to 

have entered a nev/ phase of increased density, linguistic 

complexity, and esoteric erudition foreshadowed in Enderby 

Outside in I968 and confirmed in 1970 with the publication 

of MF. 

In 1969 Burgess left England. His exile appears to 

be permanent. His explanation for abandoning his native 

land was that England places no value on the working 

writer: 

England is becoming less and less of a 
country in which the free writer--the 
writer who wants to be on his own, the 
writer who v/ants to earn his own living 
and not be subsidized by the state because 
he has friends or because he had the right 
accent or purveys the right sort of ideol
ogy- -is in .fact favored. A lot of us are 
sick with seeing authors who have written 
nothing in fact, potential authors, being 
given LIOOO {'^}2ji00) or LI50O a year tax-
free because they have promised to v/rite 
a novel, while other people have gone on 
slaving, as Dr. Johnson slaved, as llilliam 
Shakespeare slaved, to produce their own 
work independently and they are slapped 
in the face by the tax system.10 

Although Burgess's condemnation of the British tax system 

provides a good reason for leaving England, the real 

reason is probably that his creative vision is sharpened 

•̂ L̂ewis, p. k7. 
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by exile. In The VJorm and the Ring, Burgess describes 

England as "a magical snare of a land, where things 

changed sides, merged interpenetrated, compromiised." 

Burgess began his exile in Malta, but his stay there was 

brief ft Of late he has divided his time between Italy and 

the United States. At present he lives in Rome with his 

second wife. 

Exile, however, should not prove to be a particularly 

inhibiting factor in the continued development of Burgess's 

literary genius. Burgess does not often choose England as 

a setting for his novels; he more often depicts the Eng

lishman abroad, an exile for one reason or another, who 

finds himself in some exotic land--Africa, the Far East, 

the Soviet Union—where he must cope with the soul rot 

generated by the chaos of the twentieth century. 

In The Novel Now (I967), a survey of twentieth cen

tury fiction, Burgess explains some of the reasons which 

prompt or are responsible for his amazing, almost super

human creativity: " . . . there are half-corceived 

actions in my brain," lie writes, "and these have to be 

completed and released into novels for the sake of my ovm 

comfort. And I have to do it /I.e., write novels/ for an

other reason: it is the trade I have taken up, and I must 

Anthony Burgess, The VJorm and the Ring (London: 
ieinemann, I96I), p. 258, 
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practise it in order to pay the rates and the electricity 

and food bills, as well as the Inland Revenue. Every year 

I must offer my wares, along with thousands of other pro-

12 

fessional writers, so that I may live." But novel writ

ing for Anthony Burgess is more than simply an art v/hich 

promotes the catharsis of an inventive brain and pays the 

grocery bills and the electric bills. Novel writing, and 

the practice of any of the creative arts for that matter, 

involves the desire, the hope for immortality. 

As a result. Burgess is much concerned with the craft 

of fiction, and he has discussed the art of the novel in 

various places. In The Novel Now, Burgess observes that 

the novel, unfortunately, is an extremely amorphous a.nd 

fluid art form possessing comprehensive range and re

quiring, as the number of published noveJs testifies, a 

modicum of writing skill: 

One reason v/hy the novel has become so 
Protean a form is to be found in the 
huge range of outlook and ability of the 
people who practise it. To be a poet or 
dramatist requires particular endov.Tnento 
and a willingness to learn difficult tech
nical skills. But--this is sad but true — 
almost anyone can v/rite a novel of sorts, 
and almost anyone does. It is nov/n.days 
considered a duty for nearly every lit
erate person to attempt at least the one 
novel which he traditionally has in him. 
The urge of the taxi-driver, burglar, deep-
sea diver or professional photographer to 

12 
Anthony Burgess, The Novel Now (London: Faber and 

Faber, 1967), p. 210. 



v/rite a novel is usually a purgative 
one--to set down on paper a load of 
experience and so free the memory of 
it. On the other hand, there are the 
people who have always had an itch to 
write without possessing any real vo
cation for the other, tougher, forms 
of verse and drama: the novel is the 
medium most readily available and most 
easily publishable,13 

The ease with v/hich novels can be and are produced by al

most everyone with some degree of literacy has resulted, 

Burgess believes, in two very broad categories of novels: 
Ik 

the popular novel and the serious novel. 

As Burgess sees it, the term "serious" novel is per

haps something of a misnomer; the serious novel may be 

comic; it may, in fact, reflect any mood that man is capa

ble of experiencing. The serious novel is serious in that 

it displays a definite sense of purpose and craftsmanship. 

Exactly what the serious novel is may be better defined by 

noting the characteristics of the popular novel. In Here 

Comes Everybody (I965), Burgess makes the following obser

vation concerning the popiilar novel: "The por̂ ular novel 

never has been literature, and that is v/hy it is popular: 

the language is transparent, a v/indow on to genera].ised 

Th§ Novel Now, p. I7. 
] h t 
Anthony Burgess, Here Comes .Everybody (London: 

Faber and Faber, I965), p. 22. 
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situations and generalised characters." -^ Further, the 

popular novel, in Burgess's estimation, is essentially eu

phemistic, and he makes the point that "the average reader 

does not want to get outside life, to viev/ it detachedly 

and indifferently; he requires the illusion of being more 

deeply involved in it." 

Thus, the popular novel, reasons Burgess, fills a" 

deep need felt by unsophisticated readers: novel readers 

desire to be told both v/hat to do and also hov/ to do it. 

The ideal popular novel, then, attempts to fulfill both 

of these needs by being didactic and by relaying specific 

information on how something is done. A Hindu sex manual, 

reflects Burgess, is the prototype of the modern best-

17 selling novel because it both instructs and titillates. ' 

Burgess further points out that the reader of the popular 

novel seeks a friend and confidante: 

I am convinced that many novel-readers 
go to a book not merely for the story 
but for the companionship of the teller 
of the story--they want a friend v/ith a 
som.ev/hat greater knowledge of the v/orld 
than themselves, one who knows the clubs, 
a good cigar, Tangier and Singapore, who 

•̂ Îbid. , p. 63. 

'̂'ibid. 
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has perhaps dallied with strange women 
and read odd books, but remains friend
ly, smiling, tolerant but indignant when 
the reader would be indignant, alv/ays ap
proachable and alv/ays without side. Read 
Nevil Shute and you v/ill meet the no-
damned-nonsense engineer who has no arty 
pretensions; read Ian Fleming and you will 
meet the globe-trotting clubman who is one 
of the lads; read Somerset Maugham and you 
will meet the sceptical raisonneur v/ith a 
well-hidden heart of gold. These images 
are sometimes an unforced expression of 
nature, sometimes (as with Maugham) a 
very cleverly made persona.18 

According to Burgess, the serious novel, on the other hand, 

at least since Joyce, is objective: the reader fails to 

hear the voice of friend and confidante v/hose dispensation 

of judgment is v/ise and completely judicious. Referring 

to this characteristic of detached objectivity in the work 

of Joyce, Burgess touches on the disconcerting absence of 

a recognizable author-figure: "No face shines through the 

novels of James Joyce, and this is disturbing. He is cut 

off from his ov/n creation, as he is cut off from God's, 

and he has no comment to make about either. He cannot be 

enlisted in the cause of Irish Nationalism, Fascism, or 

Communism, though--like Shakespeare, a man legitimately 

faceless because he v/rote plays and not novels--he has been 

invoked in the name of every ideology. Perhaps, among nov-
19 

elists, only Flaubert approaches him for self-effacement." 

^^Ibid., p. 2k. 

^^bid. 
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Although Burgess admires the so-called "objective" 

novelist and deplores the confidante persona of the pop

ular novelist, in his own v/ork he appears to steer a 

middle course. There is no recognizable author-voice in 

the Burgess novels that can be identified, in the reader's 

imagination, as a paternalistic authority figure who is 

experienced in the ways of the world and adept at slicing 

the gordian knot of complicated moral dilemmas. 

Burgess does, however, take sides; he is a Christian 

ideologue in the service of the Church triumphant. Like 

James Joyce, whom he admires immensely, Anthony Burgess is 

20 a self-proclaimed lapsed Catholic, yet is still very 

much concerned and involved with the teachings and dogmas 

of the Church. Burgess describes Joyce's Portrait of the 

Artist, for example, as the story of a "renegade Catholic 

discovering his creative soul through sin, then striding 

21 forward to change the world." This observation on 

Joyce's Portrait applies with equal validity to almost all 

of the seventeen novels Burgess published betv/een 1956 and 

1968, from The Long Day Wanes to Enderby Outside. 

The seventeen versions of "the renegade Catholic dis

covering his soul through sin" v.'liich Burgess has produced 

in this twelve-year period are conceived of in terms of 

20 
"Burgess, Anthony," Contemporary Authors, III, 38, 

21 
Here Comes Everybody, p. ̂ 8. 
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mythopoeic structures. These so-called mythopoeic struc

tures may be classified as follov/s: (1) mythopoeic struc

tures based on metaphysical forms (e.g., the Mystic Way, 

Manicheanism); (2) mythopoeic structures based on literary 

forms (e.g., epic, sonnet, fairy tale); (3) mythopoeic 

structures based on musical forms (e.g., sonata, symphony, 

opera); and {k) mythopoeic structures based on philosoph

ical forms (e.g., a cyclic theory of history, the Hege

lian dialectic). It would not be unfair to say that Bur

gess repeats himself in novel after novel, at least insofar 

as theme and subject are concerned. Such repetition, how

ever, is easily justified: " . . . surely a profound 

theme," Burgess asks rhetorically, "needs tackling again 

and again? A painter may paint nothing except apples, 

but there are innumerable facets to be treated artistically, 

22 

even though the apple remains only an apple." The ob

jective of this study is to demonstrate that the dynamo 

of Burgess's m.anic industry is mythopoeic: he labors to 

restore the life-inspiring, salvatory myths v/hich enable 

men to realize the fullness of their fallen state. 

^^The Novel Now, p. 205. 



CHAPTER II 

THE MYSTIC WAY 

In an article entitled "The Manicheans," published in 

the Times Literary Supplement on March 3» 1966, Anthony 

Burgess celebrates the mystical experience in extravagant 

terms: "It is generally acknowledged that the rarest and 

most desirable of all human experiences is the mystical 

one--the sense of direct contact with God, or the Ground 

of All Being, or v/hatever v/e wish to call Ultimate Re-

I 

ality." Burgess goes on to note that the Church has al

ways been somev/hat suspicious of mystics and the mystical 

experience because "the all-consuming illumination can, 

except to bona fide clerics, proceed from very v/arm 
2 

sources." He then reasons that if the Church more or 

less denies or frowns upon the mystical experience as a 

means of discovering "the Ground of All Being," to use 

his phra.se, or "Ultimate Reality" as he more usually des

ignates the godhead, then at least one of the functions of 

art is to provide an insi'i;ht into this Ultimate Reality. 

"If we require some foretaste of Ultimate Reality, and if 

we are neither specially favoured of God nor given to 

i 

Anthony Burgess, "The Manicheans," The Times 
Literary Supplement, 3 March I966, p. I53. 

^Ibid. 

1^ 

http://phra.se
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asceticism or narcotics, we had better see what we can 

get out of art."^ 

If the Church is or has been traditionally suspicious 

of the mystical experience, this suspicion extends also to 

art: 

The attitude of religion to art has, as we 
know, alv/ays been ambivalent. Art is con
cerned with beauty, a value which we take 
as a representation of the Ultimate, under 
its aspect of unity, formal harmony, Bru-
nonian reconciliation of opposites. But 
art can too easily--v;ith its immediately 
satisfying revelations, its lack of in
sistence on the moral significance of 
beauty and, more than anything, its 
indifference to v/hether or not the Ul
timate is anthropomorphic--convert an 
appetite for God to its own ends, per
suade it into willingness to jettison 
goodness and truth for the sake of the 
remaining value.^ 

Burgess sees religion and art as being inextricably en

twined. The Church has used art--particularly painting, 

architecture, and music--somiewhat reluctantly and perhaps 

with dubious success in promoting religious experience or 

religious commitment of a traditional and orthodox com

plexion. Burgess doubts whether art is ever really suc

cessful when thus employed. In any case, he v/ondors \:]\:/ 

religious experience does not play a larger part in the 

history of the novel than it does, Dostoevsky, Evelyn 

Waugh, and Graham Greene not withstanding: " . . . one 

^Ibid. 
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would expect religious experience to provide more of the 

novelist's subject-matter than it actually does. I do 

not mean the tribulations of priests among the poor, or 

deanery gossip, or pre-ordination doubts; I mean the im

aginative analysis of themes like sainthood, sin, the es-

chatological sanctions of behaviour, even that dangerous 

beatific vision."'^ He goes on to note that "A legitimate 

source of fascination is the process which turns a sinner 

into a saint--not by sudden Pauline conversion, v/hich is 

far too slick and implausible for the average naturalistic 

novelist, but by the working of some slower Augustinian 

ferment. I know of no writer who has, so to speak, 

charted the watershed." 

When Burgess says that he knows of no writer who has 

"charted the watershed" of Augustinian ferment, he is per

haps being overly modest; a good case can be made for Bur

gess as just this kind of v/riter. All or most of the 

seventeen novels that he published between 1956 and I968 

are concerned with describing the "Augustinian ferment" 

responsible for transforming a sinner into a saint. 

Typically, the Burgess sinner-hero has a false notion of 

what Ultimate Reality really involves. He is a man who 

labors for salvation under the mistaken assumption that 

^Ibid. 

^Ibid., p. 15^. 
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obedience to a higher reality is possible only through the 

slavish devotion to stability in the form of traditional 

institutions, morals, and customs. The consequence of 

this error is that his life is spiritually dead. Sheila 

Spindrift, for example, the wife of the linguist in The 

Doctor is Sick, describes her husband as existing in a 

state of "suspended animation."' The same may be said• 

for all the Burgess heroes: their lives as sinners con

stitute a kind of suspended animation. They have been 

levitated in time and space by a constitutional inability 

to make contact with the world around them: they suffer, 

in other words, from accidie. Contact in the Burgess 

novels means experiencing "that rarest and most desirable 

of all human experiences," a mystical apotheosis. 

F. C. Happold describes mysticism as "a particular 

sort of approach to the whole problem of reality, in v/hich 

the intellectual, and more especially the intuitive, fac-
o 

ul^ies come into play." Commenting on the etymology of 

the word "mystic," Happold traces the origin of the term 

to the esoteric mystery cults of ancient Greece whose 

initiation rites are described in The Golden Ass of 

Apuleius. "A mystic," he observes, "was one who had been 

'Anthony Burgess, The Doctor i_s Sick (London: 
Nieinemann, I96O), p. 45. 

o 
F. C. Happold. riysticism: A Study sr̂ . an Anthology 

(Baltimore, Maryland: Penguin Books, 1963"), p. IB. 
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initiated into these mysteries, through v/hich he had 

gained an esoteric knov/ledge of divine things and been 
g 

'reborn into eternity.'"'^ Happold defines the rebirth 

associated v/ith such an initiation as a "break through 

the world of history and time into that of eternity and 

timelessness." He goes on to point out that "the initi

ated entered into something holy and numinous, a secret 

wisdom about which it v/as unlawful for him to speak. The 

word 'mystery' (mysterion) comes from the Greek verb muo, 

11 to shut or close the lips or eyes." 

The "break through the v/orld of time and history into 

one of eternity and timelessness" or the "Ultimately Real," 

which Happold describes, is not something which ordinarily 

occurs all in a moment or sui generis. Typically this 

mystical breakthrough is accomplished in stages. Happold 

observes that Catholic mystical theologians, for instance, 

specify three stages in the realization of Ultim.ate Real

ity: "the IVay of Purgation, the VJay of Illumination, or 

the Illuminative life (v/hich is also called Proficiency 

and Contemplation) , and the VJay of Union, or the Uni-

tive Life."^-^ 

^Ibid. 

^Qlbid. 

Ibiid. 

^^Ibid., p. 5^* 
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Evelyn Underbill, however, in Mysticism: A Study in 

the Nature and Development of Man * s Spiritual Conscious

ness, proposes a five-stage process in analyzing the mys

tical experience. Underbill readily admits that such a 

division necessitates "the abandonment of the time-hon

oured three-fold division of the Mystic Way, and the ap

parent neglect of St. Teresa's equally celebrated Seven 
1 Q 

Degrees of Contemplation." ^ Nevertheless, the five-

stage classification which Underbill suggests allows for 

a more "scientific" analysis of the process by which the 

mystic achieves his insight into the nature of Ultimate 

Reality. The five stages of the Mystic Way v/hich Under

bill defines after exhaustive study and investigation 

"constitute phases in a single process of growth; involv

ing the movement of consciousness from lower to higher 

levels of reality, the steady remaking of character in 

accordance with the 'independent spiritual v/orld.' But as 

the study of physical life is made easier for us by an 

artificial division into infancy, adolescence, maturity, 

and old age," she maintains, "so a discrete indulgence of 

the human passion for map-making will increase our chances 

10 
-̂ Evelyn Underbill, Mysticism; A Study iji the Nature 

and Development of Man * s Spiritual Consciousness TNCW York: 
Meridian Books, 21910/ 1958), p. I68. 
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of understandirig the nature of the Mystic VJay." 

Underbill labels her five-stage process as follows: 

1. Awakening, 2. Purgation, 3« Illumination, 4. Dark Night 

of the Soul, 5« Union. The first three stages she defines 

as a "first" mystic life and the last two stages as a 

"second" more advanced and more rarefied mystic life. 

"Many mystics," notes Underbill, "never go beyond . , ,' 

/~the "first" mystic life_/; and, on the other hand, many 

seers and artists not usually classed amongst them, have 

shared, to some extent, the experiences of the illuminated 

state. "-̂ ^ 

Underbill defines Awakening as the "consciousness of 

Divine Reality. This experience, usually abrupt and well-

marked, is accompanied by intense feelings of joy and ex-
16 

altation." Purgation, by contrast, invests the Self 

with intense feelings of inadequacy and separation: "The 

Self, av/are for the first time of Divine Beauty, realizes 

. . . its own finiteness and imperfection, the manifold 

illusions in which it is immersed, the immense distance 

17 which separates it from the One." ' The efforts on the 

part of the Self, as a result, "to eliminate by discipline 

^^Ibid., pp. 168-169. 

^^Ibid., p. 169. 

'"̂ Ibid. 

'̂'ibid. 
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and mortification all that stands in the way of its prog

ress towards union with God constitute Purgation: a state 

of pain and effort."^^ 

Illumination, the final stage in the "first" mystic 

life, brings an awareness and consciousness of Ultimate 

Reality of a more intense nature than the Awakening which 

initiated the process of the Mystic Way, Underbill de

scribes Illumination in some detail as follows: 

'When by Purgation the Self has become 
detached from the "things of sense," 
and acquired those virtues which are the 
"ornaments of the spiritual marriage," 
its joyful consciousness of the Tran
scendent Order returns in an enhanced 
form. Like the prisoners in Plato's 
"Cave of Illusion," it has av/akened to 
knowledge of Reality, has struggled up 
the harsh and difficult path to the 
mouth of the cave. Nov/ it looks at the 
sun. This is Illumination; a state 
which includes in itself many of the 
states of contemplation, "degrees of 
orison," visions and adventures of the 
soul described by St. Teresa and other 
mystical v/riters. These forms, as it 
were, a way v/ithin the Way: a moyen 
de parvenir, a training devised by 
experts which v/ill strengthen and 
assist the mounting soul. They stand, 
so to speak, for education; v/hilst the 
Way proper represents organic growth. 
Illumination is the "contemplative 
state" par excellence. It forms, v/i fch 
the tv/o preceding states, the "first 
mystic life."19 

^^Ibid. 

^%bid. 
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The "second" mystic life begins v/ith the Dark Night 

of the Soul, which Underbill views as a more intense kind 

of Purgation: 

In the development of the great and 
strenuous seekers after God, /"lllumi-
nation__/ is followed--or sometimes 
intermittently accompanied--by the 
most terrible of all the experiences 
of the Mystic Way: the final and com
plete purification of the Self, which is 
called by som.e contemplatives the "mystic 
pain" or "mystic death," by others the 
Purification of the Spirit or Dark Night 
of the Soul. The consciousness v;hich had, 
in Illumination, sunned itself in the sense 
of the Divine Presence, nov/ suffers under 
an equally intense sense of the Divine 
Absence: learning to dissociate the per
sonal satisfaction of mystical vision 
from the reality of mystical life. As 
in Purgation the senses v/ere cleansed 
and humbled, and the energies and inter
ests of the Self were concentrated upon 
transcendental things: so now the puri
fying process is extended to the very 
centre of I-hood, the will. The human 
instinct for personal happiness must be 
killed. This is the "spiritual crucifix
ion" so often described by the mystics: 
the great desolation in v/hich the soul 
seems abandoned by the Divine. The Self 
nov/ surrenders itself, its individuality, 
and its will, completely. It desires 
nothing, asks nothir^, is utterly 
passive. . . ,20 

Union, the fifth and last stage of the Myst.ic l/ay, is, 

an Underbill emphasizes, "the true goal of mystical growth"; 

it results in the "permanent establishment of life upon 

^^Ibid., pp. 169-170. 
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21 
transcendent levels of reality." A more intense kind 

of Illumination, Union is characterized by an ecstatic 

identification with the godhead: 

In this state the Absolute Life is not 
merely perceived and enjoyed by the 
Self, as in Illumination: but it is 
one v/ith it. This is the end towards 
v/hich all previous oscillations of 
consciousness have tended. It is a 
state of equilibrium, of purely spir
itual life; characterized by peaceful 
joy, by enhanced powers, by intense 
certitude. To call this state, as some 
authorities do, by the name of Ecstasy, 
is inaccurate and confusing: since the 
term Ecstasy has long been used both by 
psychologists and ascetic v/riters to 
define that short and rapturous trance--
a state v/ith v/ell-marked physical and psy
chical accompaniments--in v/hich the con-
templa.tive, losing all consciousness of 
the phenomenal v/orld, is caught up to a 
brief and immediate enjoyment of the 
Divine Vision. Ecstasies of this kind 
are often experienced by the mystic in 
Illumination, or even on his first con
version. They cannot therefore be re
garded as exclusively characteristic of 
the Unitive Way. In some of the greatest 
mystics--St. Teresa is an example--the 
ecstatic trance seems to diminish rather 
than increase in frequency after the 
state of union has been attained: 
v/hilst others achieve the heights by a 
path v/hich leaves on one side all nor
mal phenomena.22 

Traditionally, the realization of the Unitive Life 

is seen as a pilgrimage with the stages of the Mystic .Jay 

^^Ibid., p. 170. 

^^Ibid. 
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as distinct junctures in the achievement of "transcendent 

levels of reality." ^ The "image of the pilgrimage," 

according to Underbill, constitutes a spiritual allegory 

for the process whereby the mystic moves from the decep

tive reality of the senses to the authentic reality of 

24 the Absolute, The Mystic 'Way, in other words, is a rite 

il§. passage from the temporal world to the eternal world 

of Ultimate Reality: 

Under /~the_/ image of the pilgrimage 
ft . -. the mystics contrived to sumjuarize 
and suggest much of the life history of 
the ascending soul; the developing spir
itual consciousness. The necessary free
dom and detachment of the traveller, his 
departure from his normal life and inter
ests, the difficulties, the enemies, and 
hardships encountered on the road--the 
length of the journey, the variety of the 
country, the dark night which overtakes him, 
the glimpses of destination far av/ay--all 
these are seen more and more as v/e advance 
in knov/ledge to constitute a transparent 
allegory of the incidents of man's progress 
from the unreal to the real.25 

A consequence of the passage from the unreal to the real 

is that the mystic becomes a man of action rather than a 

man of contemplation v;ho hides the light of his vision in 

private meditation and retreat. 

^^Ibid. 

Ibid., p. 129. 

^^Ibid., pp. 129-130. 
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A significant factor in achieving the Unitive Life, 

and the action which is characteristic of this life, is 

the sloughing off of the ego, the sense-oriented self

hood, and the substitution of a larger, more all-em

bracing consciousness: 

In the mystics of the West, the highest 
forms of Divine Union impel the self to 
some sort of active, rather than of pas
sive life: and this is nov/ recognized by 
the best authorities as the true distinc
tion betv/een Christian and non-Christian 
mysticism. "The Christian mystics," says 
Delacroix, "move from the Infinite to the 
Definite; they aspire to infinitize life 
and to define Infinity; they go from the 
conscious to the subconscious and from the 
subconscious to the conscious. The obsta
cle in their path is not the consciousness 
in general, but self-consciousness, the 
consciousness of the Ego. The Ego is the 
limitation, that v/hich opposes itself to 
the Infinite: the states of consciousness 
free from self, lost in a vaster consciousness, 
may become m.odes of the Infinite, and states 
of Divine Consciousness." So Starouck: "The 
individual learns to transfer himself from a 
centre of self-activity into an organ of 
revelation of universal being, and to live 
a life of affection for and one-ness with, 
the larger life outside."26 

Thus the mystic v/ho has achieved the Unitive Life is a 

man who has made a pilgrimage in quest of Ultimate Real

ity. He is a man who has substituted a "primitive con

sciousness" for a "Divine consciousness," and he is a man 

^^Ibid., p. 172. 
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Y/hose life is characterized by action, engagement, in

volvement, and commitment on behalf of the higher reality 

v/hich it is his privilege to experience and to know: "To 

go up alone into the mountains /"the Mystic V/ay pil-

grimage_J7 and come back as an ambassador to the world, 

has ever been the method of humanity's best friends. 

This systole-and-diastole motion of retreat as the pre

liminary to a return remains the true ideal of Christian 

27 

Mysticism in its highest development." ' 

The Burgess hero, a pilgrim-sinner engaged in a 

quest for spiritual authenticity, does not proceed from 

the limbo of suspended animation to the engagement of 

direct contact with the godhead in a haphazard or un

predictable way. The spiritual quest of the Burgess hero 

is invariably presented, either directly or indirectly, in 

the form of a succession of very definite spiritual epiph

anies; these epiphanies correspond exactly to the five-

stage mystical progression outlined by Evelyn Underbill. 

In som.e instances, Burgess organizei^ his novels in 

five parts, and this five-peirt organization parallels the 

five-stage Mystic Way. Devil of a State (I96I), Tĥ j 

Wanting Seed (I962), and Enderby (I963-I968) are organ

ized in this manner. More often, hov/ever, Burgess chooses 

"̂̂ Ibid. , p, 173. 
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to model the surface architecture of his novels on lit

erary or musical forms. The epic, for example, provides 

the surface structure for Burgess's first novel, A Vision 

of Battlements (/"1949_7 1965); but the deep structure of 

the novel reveals the hero experiencing the five stages of 

the Mystic Way. The surface structure of Burgess's Ma

layan trilogy, The Long Day Wanes (I956-I959), is appa

rently inspired by the musical foiTn of the symphony, but 

the spiritual apotheosis of the hero occurs according to 

the five-stage Underbill formula. 

The validity of the Underbill Mystic VJay formula as 

a structuring device can be dem^onstrated in almost all of 

Anthony Burgess's fiction. The five novels selected for 

analysis are representative works to v/hich the formula may 

be applied. The five novels include the follov/ing: A 

Vision of Battlements (/~1949_/ 1965), The Right to an 

Answer (I96O), Tremor of Intent (I966), The Long Day VJanes 

(1956-1959), and Devil of a State (I96I). The five novels 

are representative as far as chronology is concerned, but 

the treatment o.f them that follov/s is based on a consid

eration of Burgess's subject and theme: that is, the 

religious experience as it involves the transformation of 

a sinner into a saint. The sinner-hero of A Viŝ i_on of 

Battlements, for example, goes through the five stages of 

the Underbill Mystic VJay, but whether or not the end re

sult is to be sainthood is problematical at the end of 
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the novel. In The Right to an Answer, the apotheosis of 

the sinner-hero into potential saint seems more definite, 

v/hile in Tremor of Intent, sainthood appears all but as

sured for the ex-secret agent who is the protagonist. 

The Long Day Wanes and Devil of a State, however, represent 

deviations from the pattern. The sinner-hero of The Long 

Day VJanes achieves a sainthood that is more characteristic 

of Eastern mysticism, v/hile the sinner-hero of Devil of a 

State fails in his quest for a true vision of Ultimate 

Reality. 

A Vision of Battlements (/'l949j^ 1965) 

4 Vision of Battlements, Burgess's first novel, was 

v/ritten in 19^9 but not published until I965. The novel 

is based on Burgess's v/ar-time experience as an Educa

tional Officer stationed on Gibraltar during VJorld VJar II. 

As an epigraph for A Vision, Burgess cites a passage v/hich 

he identifies as coming from The Illustrated Family Doc

tor; " . . . Warning of an attack may be given by tingling 

oonsations in the limbs, impairment of vision, flashing 

lights, a vision of battlements, noises in the ears, 

mental depression or other phenomena." The exact phys

ical cause of the "attack" is unclear, but the sense of 

28 
Anthony Burgess, A Vision of Battlements (London: 

Sidgwick and Jackson, I965), n. pag. 
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the passage suggests some kind of spiritual crisis fore-

shadov/ed by the syraptoms described. The "vision of bat

tlements" which the novel delineates constitutes, amor^ 

other things, a spiritual breakthrough of sorts for the 

hero whose name is R, Ennis, v/hich, as Robert K, Morris 

29 has pointed out, spells "sinner" backv/ards. ^ Burgess 

professes amazement that this should be so, but his amaze

ment is open to some suspicion since he delights in word 

30 

games, anagrams, and acrostics in the novels.^ 

The setting of A Vision of Battlements is small, the 

narrov/ confines of Gibraltar, v/hich thrusts itself, a 

European outpost, tov/ard the dark continent of Africa. 

In the background, the great action of the Second World 

VJar is being acted out like that of a Hindu shadow play. 

Nevertheless, despite the fact that the activities of 

Ennis may be ludicrous, absurd, and insignificant, the 

novel does suggest a certain largeness of setting and a 

certain im.portance of action v/hich the foreground plot 

based on Virgil's A one id som.ehov/ belies. Since Ennis's 

quest for authenticity has religious overtones (e.g., the 

^Robert K. Morris, The Consolations of Ambiguity 
(Columbia, Missouri: University of Liissouri Press, 1971), 
p. 12. 

*̂̂ Bernard Bergonzi, "Burgess, Anthony," Contemporary 
Novelists, ed. James Vinson (Nev/ York: St. Martin's 
Press, 1972), p. 204. 
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sybil's ambigu.ous reference to a religious vocation) and 

since Ennis, at one point in the novel, sets a poem by 

St. John of the Cross, the Spanish mystic, to music, the 

analysis of the structure of the novel from the standpoint 

of the "Mystical VJay" seems mandatory. 

The five-phase classification identified by Underbill 

makes it possible to see beneath the epic surface struc

ture of the novel to a deeper structure. Ennis's self-

Awakening is represented by his love for Concepcion, Her 

name, in fact, suggests this self-Av/akening. The fall 

from the launch, v/hich is one of several climactic events 

in the early part of the novel, is a kind of baptism or 

Purification. Illumination follows as Ennis strives to 

build a nev/ life under the tutelege of Julian Agate. His 

renev/ed and revivified sense of purpose is indicated by 

his composition of a symphony and his attem.pt to land him

self a berth in some civilian capacity on Gibraltar in 

order to please his v/ife. The journey to Spain in search 

of the lost Concepcion is, for Ennis, a shattering ex

perience representing the Dark Night of the Soul. And the 

epilogue clearly reveals a changed man, older, of course, 

but also, as a minor character observes: "You're dif-

31 ferent, somehov/ .... Thinner, like, and older-looking."^ 

-̂  A Vision of Battlements, p. 264. 
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Ennis's mystical apotheosis is, hov/ever, incomplete. The 

exact nature of his destiny is ambiguous. A fortune teller 

has hinted that he may have an eventual vocation as a 

priest. The Union with the godhead which is the final 

step in the Mystic Way is, as far as Ennis is concerned, 

simply a sense of self, a conviction of authenticity. 

Julian Agate hints that perhaps Ennis's initiation into 

the world of Ultimate Reality v/ill come to an end v/hen 

Ennis returns to England: "'Reality v/ill seem very unreal 

over there . . . . A great weight v/ill have been taken 

off your mind.'"^^ 

The Right to an Ansv/er (i960) 

The first-person narrator of The Right to an Answer 

(i960) is J. W. Denham, a middle-aged import-export exec

utive v/ho has spent most of his adult life abroad; he has 

been stationed in the Far East, primarily, and Japan is 

his present station. He describes himself rather objec

tively in the following terms: "I am. no longer a bright 

young man, but the Company evidently still finds me useful. 

(I'm literate, I read fairly v/idely. I can turn on the 

charm, I can hold anything I drink.) Even to and from 

Tokyo I'm allowed a first-class slumberette every tv/o 

years. (I'm over forty now and do the 'old man's tour'.) 

In a fev/ years' time I'll retire, though God knows v/here 

32 Ibid., p. 261. 
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to, v/ith a very fair pension. "-̂ ^ His exile is interrupted 

by biennial leaves. Since his last visit to England, his 

mother has died and his father has been left alone in a 

small provincial town in the Midlands. Denham's only other 

relative is a married sister for whom he feels a healthy 

dislike. Denham is less than happy with post-war England, 

and he returns to his homeland only because of filial ob

ligation to his father. Denham v/orries a great deal about 

stability. In fact, stability seems to be an emotional 

and intellectual idee fixe for him. He is convinced that 

people "who blaspheme against stability don't last very 

long."^^ 

J. VJ. Denham's transformation from ivory tower aloof

ness and disengagement to commitment and involvement occurs 

in the five stages of the Underbill classification of the 

Mystic VJay. Denham's Awakening, the first stage in the 

Mystic Way, is apparently a biennial event. Prior to the 

opening of the novel, hov/ever, Denham never was able to 

make the necessary leap from Awakening to Purification. 

In any case, the opening paragraph of the novel describes 

Denham's awakened and heavy sense of damnation, revealed 

in his consciousness of the "mess" of the postwar world. 

-^^Anthony Burgess, The Right to an Ansv/er (London: 
Heinemann, I960), p. 2. 

^̂ Îbid. , p. 3. 
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which his return to England always inspires: 

I'm telling this story for my own bene
fit. I want to clarify in my own mind 
the nature of the mess that so many peo
ple seem to be in nowadays. I lack the 
mental equipment and the training and 
the terminology to say whether the mess 
is social or religious or moral, but the 
mess is certainly there, certainly in 
England, and probably in the Celtic 
fringe and all over Europe and the Amer
icas too. I'm in a position to smell the 
putridity of the mess more than those who 
have never been really expatriated from 
it--the good little people v/ho, with their 
television, strikes, football pools and 
Daily Mirror, have everything they want 
except death--because I only spend about 
four months in England every two years 
now, and I get the stench sharp in my 
nostrils (widened by v/arm air) as soon 
as I land and for a.bout six weeks after 
that. Then, gradually, the corruption 
creeps up, like fog round the boat-train, 
and yav/ning over the television in the 
front room of my father's semi-detached, 
arriving at the pub sometimes five min
utes before opening-time, I can feel dam
nation being broken in like a pair of shoes, 
myself becoming a citizen of the mess, and 
I'm only saved by having to get on the B.O. 
A,C. plane at London Airport or, v/hich 
shortens my stay in England, taking the 
P. and 0.--Canton, Carthage, Corfu--from 
Southam.pton. 35 

What Denham is describing in the passage quoted above 

parallels Julian Agate's admonition to Ennis upon his re

turn to England: "Reality will seem very unreal over 

there . . . . A great weight will have been taken off your 

^^Ibid., p. 1. 

http://Southam.pt
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mind."-̂  The assumption is, one supposes, that Ennis will 

become part of the "mess," one of the good little people 

of whom Denham speaks with such contempt. Denham's Puri

fication comes unexpectedly when he returns to England 

again after a brief, temporary assignment in Ceylon, When 

Denham returns to England, he brings with him a new friend, 

Mr. Raj, a Ceylonese chocolate soldier v/ho plans to pursue 

a graduate degree in race relations at an English provin

cial university. Denham and his father fall sick with 

terrible colds, and Mr. Raj cooks up a cleansing curry to 

cure father and son. The Purification is reported in

directly for the most part; Denham focuses his attention 

on his father and the effect of the curry upon him, but 

the fact is that both men are soon cured, miraculously: 

We fell to. My father spooned in curry 
and panted. He frequently tried to stag
ger to the kitchen for fresh glasses of 
cold water, but Mr. Raj said, 'No, no. 
I will get. This is my privilege, Mr. 
Denhams both.' To my father all this 
was a new world; he ate with Renaissance 
child's eyes of v/onder. 'I'd ro idea,' 
he gasped. 'Never thought. ' He v/as like 
a youth having his first sexual experience. 
The news came to its end and som.ebody began 
to talk about antiquities in Northampton
shire. Still v/e ate, sauced-stained, 
gasping for air, when we coughed cough
ing more loosely. 'Incredible,' dying-
gasped my father. Mr. Raj beamed and 
beamed, lithe fingers tearing at 

^ A Vision of Battlements, p. 261. 
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chapattis. It was a remarkable curry, 
an orgiastic indulgence and an austere 
medicine.37 

Illumination, the third stage in the Mystic VJay, 

takes place in response to a series of importunate letters 

and postcards from Mr. Raj, which besiege Denham on his 

voyage by ship back to Japan to resume his duties there. 

Mr. Raj v/ants to know from Denham whether Platonic love 

is possible in his relationship with Alice VJinterbottom: 

. I know such love to be possible,'" v/rites Mr. Raj, I I I 

1 1 1 and I have told her so.'"-^ From Bombay Denham v/ires 

Raj a cryptogramaatic message upon the urging of a ship

board companion: "'Can Oriental People Understand Love. 

Are They Innocent Or Not. Not only VJomen.'"^^ The mess

age is simple: Copulation Now. Denham, apparently agree

ing with a ship-board advisor, is convinced that contact 

must be made and that in matters of the heart this contact 

finds its expression in sex. 

Denham's Dark Night of the Soul occurs v/lien his father 

dies unexpectedly. He returns to England to find the sub

urb in which his father lived a landscape of death and his 

father's home a house of the dead: 

"̂̂ The Right to an Answer, p. 139. 

^^Ibid., pp. 161-162. 

^^Ibid., p. 163. 
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The pre-human deadness of the suburb 
this forenoon v;as remarkable; limp 
shirts and nightgov/ns, that no one 
could ever have v/orn, fought each 
other feebly on the lines. There was 
not a dog, not a cat to be seen on the 
clean pavements like mortuary slabs, 
not a bird to be heard. I stood out
side my still father's house, realised 
that I had no longer a key (curious 
that all my keys should be in the pockets 
of Asiatics) and v/ould have to knock. 
I knocked and nobody ansv/ered, VJhere was 
Mr. Raj? At v/ork, perhaps, on race rela
tionships. Perhaps lunching early. No 
sense of a house of the dead came to my 
second knock--the Rosa EonJieurs and 
books and carpets retained vestiges of 
my father's life, tobacco smoke in the 
folds of clothes. I knocked once more, 
and now I feared that the corpse that 
was no longer my father would v/earily 
rise and come down and open the door, 
coughing a noiseless welcome.^0 

The contact v/hich Denham has urged on Mr. Raj seems to be 

speeding tov/ard disaster. Denham feels that his father 

has been neglected by Raj, and Mr. Raj's determination to 

fulfill the advice of Denham's telegram has brought re

fusal from Alice Winterbottom. The plot reaches its climax 

when the rejected Raj discovers Alice in bed with her hus

band who, as far as Raj is concerned, is an absolute stran

ger. He shoots the naked VJinterbottom; and then, on the 

advice of Denham, .he shoots himself, 

Denham returns to Japan bereft of obligation either to 

^^Ibid,, pp. 198-199. 
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his father or to Mr. Raj or to Winterbottom. Burgess be

gins the last chapter of the novel by presenting through 

Denham a statement of the novel's didactic purpose: 

" . . .I'm doing a certain homiletic good in showing— 

with however a fictitious example—that rewards come to 

those who never sin against stability, v/ho don't play 

around with the fire of marriage, whose life and marriage 

are both solidly secure and not without excitement and 

interest, chiefly because their work means something to 

4l the community and to themselves." But Denham does not 

quite mean v/hat he says. When he says that "rewards come 

to those who never sin against stability," he refers to Ted 

and Veronica Arden, the owners of the Black Swan. The Ardens 

pay Denham a visit in Japan in this concluding chapter of 

the novel. They are a devoted couple despite the fact that 

Veronica Arden suffers vague female illnesses. The Ardens 

have come into some m.oney. One of the books in Ted's 

collection is discovered to be a lost quarto version of 

Hamlet, for which an American university pays handsomely. 

Being an Arden, Ted has miuch to say about his relative, 

the Bard of Avon, most of which is critical. He tells 

Denham that Shakespeare's dark lady v/as a black woman from 

whom Shakespeare contracted syphillis; the consequence of 

this disease, according to Arden, is the unfortunate com-

^^Ibid., p. 246. 
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plexity and obscurity of Shakespeare's last plays. Ted 

Arden moralizes thus: "'Will is really a terrible exam

ple for everybody, showing what happens when you leave the 

wife of your bosom and go off coring after other women.'" 

Denham is perplexed in the extreme. Perhaps his de

fense of stability has been all wrong. Preparing for bed, 

he examines the mirror image of his maimed self: 

Going bald and jowlish, teeth stained 
v/ith tobacco-tar, belly big with self-
indulgence, chest narrov/, legs stumpy, 
disgustingly hirsute everywhere. But 
the body doesn't m.atter, the body's 
only something you use. It was the 
eyes I didn't like, the unloving mouth, 
and the holier-than-thou set of the 
nostrils, I v/ent, naked, into the 
small study next to my bedroom, where 
I had been v/orking on this story, and 
read, naked, scratching, through the 
nineteen clipped fascicles. Had I 
really clarified anything for myself? 
Of course not. The mess was there, 
the instability, but I wondered now 
if that sin against stability was 
really the big sin.^3 

Suddenly the v/hole point of The Right t_o an Answer is 

reversed; Denham's spiritual emptiness stands revealed for 

v/hat it is--a holier-than-thou detachment. The big sin is 

indifference, alienation; in other words, stability of and 

by itself is death, or if not death, then a vegetable 

stasis. The fifth and final stage of the Mystic Way opens 

to Denham at this point in the revelation that there is 

^^Ibid,, p. 252. 

^•^Ibid., p. 252, 
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something more important than stability: there is the 

Union which is love; there is contact: 

And adultery implied marriage and 
v/as perhaps a nobler v/ord than for
nication or masturbation or--never 
mind. If poor bloody innocent little 
VJinterbottom had died, and striving 
Mr. Raj (a man who came too soon for 
the blending, as they v/ere all coming 
too soon), surely it v/as something that 
they invoked the v/ord Love? Even the 
word was better than this emptiness, 
this standing on the periphery and 
sneering.^^ 

The mystical apotheosis that Burgess describes in 

novel after novel invariably involves or concerns m.aking 

some kind of direct contact with the v/orld. The Ultimate 

Reality which is the end product of this process is a 

revelation of the necessity of conflict, opposition, and 

engagement. In Th_e Right to an Ansv/er, Denham decides to 

return to England; he decides to end his exile, his phys

ical exile from his native land and his spiritual exile 

from Ultimate Reality. In order to overcom.e his spiritual 

exile, he seriously contemplates marriage. Underbill, 

commenting on the Unitive Life, makes an observation v/hich 

seems appropriate to Denham's situation: "God, said St. 

Augustine, is the Country of the Soul: its Home, says 

Ruysbroeck. The mystic in the unitive state is living in 

and of his native land; no exploring alien, but a returned 

^̂ ''Ibid. , p. 253. 
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exile, now wholly identified with it, part of it, yet re

taining his personality intact." ^ Denham's spiritual 

and physical exile is a kind of egotism which the Mystical 

VJay or the apotheosis of the Miystic Way has effectively 

stripped away. As Underbill says, " . . . the stripping 

off of the I, the Me, the Mine,utter renouncement, or 

'self-naughting'--self abandorjnent to the direction of a 

larger VJill--i3 an im.perative condition of the attainment 

of the unitive life. The tem.porary denudation of the mind, 

whereby the contemplative made space for the vision of 

4^ God, must nov/ be applied to the whole life." 

Tremor of Intent (I966) 

Tremor of Intent (I966) is Burgess's tyro effort in 

the thriller genre. He exploits the conventions of the 

form v/ith superb surety and brings to the genre a philo

sophical and metaphysical insight that has always been a 

latent possibility. However, to label Tremor of Intent 

simply a thriller is somev/hat misleading despite the pre

sence of elements usually associated v/ith the form: the 

sophisticated, v/orldly spy, international politics, mega-

death teleology, beautiful and v/illing v,-or.en, a dark-

skinned vaguely oriental villain, the disg-uises, the 

^^Underhill, p. 420. 

^^Ibid., p. 425. 
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emphasis on technology, gadgetry, and recondite expertise. 

In fact, Burgess v/orks against the form to create an anti-

thriller whose hero, Denis Hillier, a middle-aged James 

Bond suffering from Weltschmerz, no longer believes in 

what he is doing; he is a spy who simply v/ants to come in 

out of the cold. 

Intelligence operative Hillier is on his last mission; 

his assignment is to bring back to England a defecting 

British scientist, Edwin Roper, a former schoolmate and 

friend, and expert in the chemistry of rocket fuels. 

Hillier has been a secret agent for tv/elve years. His 

tv/elve years have left him with a scarred body and a bat

tered spirit. Particularly significant is the "S"-brand 

on his left flank, the signature of a former enemy. 

Hillier's scarlet letter stands for sin. Hillier, like 

all the other Burgess heroes, then, is a sinner, and Tremor 

of Intent is the story of his spiritual regeneration. Hil

lier 's decision to quit intelligence work is the result of 

spiritual accidie and moral revulsion. He has undertaken 

this last mission to finance his retirement. "I'IA doing 

this for the money," he explains in an unwritten letter to 

his chief, "for the terminal bonus (I am most br-ibable nov/) 

which, in my retirement, I shall need. If it v/sre not for 

the retirement I should not be proposing to play a mean 

trick on a friend. But, as I've always told you . . . I 
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am retiring precisely because I'm sick and tired of having 

47 
to play mean tricks." ' 

Hillier and Roper make an interesting pair. Al

though a lapsed Catholic, Hillier still believes in orig

inal sin. He even has the "S" to prove it; on the other 

hand. Roper, also a lapsed Catholic, believes in science. 

Both find themselves betrayed, mere pawns in the high-

stake cold war struggle between East and VJest. Hillier's 

revulsion at playing any more dirty tricks is based on 

the recognition that the cold war is essentially an unreal 

conflict: " . . . a bloody big game--the genocidal for

mulae, the rocketry, the foolproof early v/arning devices 

mere counters in it. But nobody . . . is going to kill 

anybody. This concept of a megadeath is as remotely un

real as specular stone or any other medieval nonsense. 

Some day anthropologists will comment in gently concealed 

wonder on the ludic element in our serious flirting v/ith 

collective suicide." 

Like the other novels in the Burgess canon, Tremor of 

Intent is essentially the story of one man's spiritual re

generation. Denis Hillier's regeneration is, for the most 

part, unwilled; it is something that happens to him beyond 

47 
'Anthony Burgess, Tremor of Intent (London: Heine

mann, 1966), p. 50. 

48 
iMd. , p. 3. 
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the kin of his own volition. The title of the novel is an 

indication of this fact. In multiple sclerosis, for ex

ample, and in similar disorders of the nervous system, the 

extremities are subject to involuntary spasms termed inten

tion tremors. In the novel Burgess translates this phys

iological phenomenon into a spiritual phenomenon: Hil

lier' s intention tremors are spiritual rather than phys

ical. He suffers from a spiritual disease, accidie, rather 

than a physiological disease, multiple sclerosis, Hillier's 

spiritual regeneration takes place in five distinct phases. 

The formula is familiar: Av/akening, Purification, Illumi

nation, Dark Night of the Soul, Union. This five-phase 

process of spiritual regeneration provides an interior, 

subliminal structure for the novel. 

Hillier's progress from sinner to saint follows a 

predictable course. In Part One of the novel Hillier de

scribes an antecedent Av/akening v/hich had led to his desire 

for retirem.ent. Part Four, the epilogue, is concerned v/ith 

the nature of Hillier's union v/ith the godhead as a Jesuit 

priest, a secret agent, as it were, in the service of Ul

timate Reality. Part Tv/o and Three of the novel detail 

the Purification, Illumination, and Dark Night of the Soul 

phases of his regeneration, 

Hillier's Av/akening grov/s out of his realization tha.t 

the cold war is a fake, unreal game. His purification 

comes through his sexual liaison v/ith I'liss Devi. Miss 
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Devi is a sexual artiste of spectacular capabilities; her 

knowledge of the Kama Sutra and other such manuals of erotic 

pleasure is encyclopedic. In the process of enjoying Miss 

Devi's scholarship and art, Hillier is purified: "The 

galaxies wheeled, history shrieked then settled, familiar 

sensations crept back into the body, common hungers began 

to bite. He fell from her dripping as from a sea-bathe 

and, as also from that, tasting salt." " Hillier has been 

drugged by the devious Devi; and when their coupling is 

finished, Mr, Theodorescu appears to take advantage of 

Hillier's drugged state. Hillier answers all of Mr. Theo

dorescu' s questions freely; his answers amount to a con

fession. The confession, hov/ever, involves secret infor

mation; Hillier does not, at this point, limn the dark 

recesses of his soul. VJhen Theodorescu's interrogation is 

completed, Hillier is overv/helmed by a sense of purpose--

lessness: "His time of usefulness as a spy must be over, 

knov/n as he v/as. All he had nov/ was information, quick to 

grov/ obsolete v/ith the obsolescence of its referents."-' 

Hillier's sense of purposelessness constitutes an Illumi

nation, an unprecedented insight into the absurdity of his 

situation. He returns to his stateroom, where he divests 

^^Ibid., p. 91 

50 Ibid., p. 106. 
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himself of his disguise, 

Hillier's Dark Night of the Soul in Part Three is the 

climax of the novel. His attempt to reason v/ith Roper, 

v/hom he has succeeded in luring to an out-building near 

the hotel where a convention of Russian scientists is in 

session, is interrupted by the appearance of VJriste. 

Wriste does not kill Hillier and Roper immediately as he 

has been directed; instead, this agent of Panleth engages 

in questioning his intended victims. The need for dialogue 

on VJricte's part is an expression of his need to deny 

thingness: "'I don't,'" he tells Hillier and Roper, 

"'like being a mindless instrument,'"-^ He is moved by a 

fatal need to know his victims: "'I often attempt to en

gage in an eschatological discussion v/ith v/hat I euphemis

tically term my patients.'"-' IJlien VJriste invites his 

v/ould-be victims to pray, Roper, naturally, refuses, but 

Hillier takes this opportunity to make a real confession. 

He performs an act of contrition in preparation for death: 

"'Oh my God,' he recited, 'I am sorry and beg pardon for 

63 all my sins and detest them above all things--. ' "-̂-̂  It is, 

however, VJriste v/ho dies--unconfessed and unready to meet 

•̂̂ Ibid. , p. 160. 

^^Ibid., p. 161. 

^^Ibid,, p. 169. 
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his maker. The angel of death turns out to be Alan VJal-

ters, whose sudden appearance as a deus ex machina saves 

Hillier and Roper from ignominious destruction. For Hil

lier, the experience is shattering; he has died and been 

reborn in the terror of Yaryluk's dark night. 

In Part Four Hillier is a new man. After v/hat he 

describes as a crash course in Rome, Hillier has become a 

Jesuit priest; his spiritual regeneration is complete. 

He now lives in Ireland, v/here, he believes, "'The big 

war can be planned . . . as well as anywhere--I mean the 

64 

war of which the temporal wars are a mere copy.'"-̂  Hil

lier's life as a secret agent, however, will not be over: 
' . . . one of these days /"he tells Alan 
and Clara VJalters__/we' 11 meet again on a 
voyage, and I'll be a real impostor. An
other typev/riter technician or perhaps a 
condom manufacturer or a computer salesman, 
I think, though, I'll be travelling tourist, 
Otherv/ise, it'll just be like old times--
sneaking into the Iron Curtain countries, 
spyin^^ being subversive. But the war won't 
be cold any more. And it v/on't be just 
between East and VJest,'55 

The Long Day Wanes (1956-1959) 

In The Long Day Wanes (1956-1959), Burgess's Malayan 

trilogy, the mystical progression, which provides the struc

ture for so many Burgess novels, takes an oriental turn, 

perhaps dictated by the setting. "Oriental Mysticism," 

^\bid., p, 237. 

^^Ibid., p. 239. 
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Underbill points out, "insists upon a further stage be

yond that of union, which stage it regards as the real 

66 goal of the spiritual life,"^ Interestingly enough. 

Underbill goes on to point out that "The doctrine of anni

hilation as the end of the soul's ascent . , , is decisively 

rejected by all European Mystics," The goal of Christian 

Mystics, in contrast to Oriental Mystics, " , , , is not 

the suppression of life, but its intensification, a change 
67 

in its form,"^' For Victor Crabbe, the hero of the Malayan 

trilogy, however, the end result of his ascension of the 

mystic ladder is annihilation and absorption. 

The Long Day VJanes is the story of the last days of 

the British raj and the last days of Victor Crabbe, a 

self-described "crank idealist." In Time for a Tiger 

(1956),^ the first volume of the trilogy, Crabbe is a 

teacher of history at the Manser School in an imaginary 

provincial capital called Kuala Huntu; in The Enem.y in the 

BlanJket (1958),^° the second volume, Crabbe becomes head

master of a similar school in Kenching; finally, in Beds 

^^Underhill, p. 170. 

"̂̂ Ibidft , Pft 172. 

^^Anthony Burgess, Time for a Tiger (London: Heine
mann, 1956) ft 

^^Anthony Burgess, The Enemy in the Blanket (London: 
Heinem.ann, 1958). 
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in the East (1959), the third volume, Crabbe serves as 

Acting Education Officer of the state of Dahaga. He dies 

under rather mysterious circumstances just as Malaya cele

brates its independence. The collective title for the 

Malayan novels comes from Tennyson's dramatic monologue 

"Ulysses," As Tennyson's aged king contemplates a last 

journey because he is bored by the stability of law and 

order in Ithaca, so too does Victor Crabbe yearn for 

adventure. Like Ennis, Denham, and Hillier, Crabbe is an 

exile. He is a hero, but his heroism is fortuitous and 

very often absurdly comic. Crabbe is thirty-five years 

old, tv/ice married and childless. He has been driven from 

his homeland by guilt and accidie. The guilt stems from 

his sense of responsibility for the death of his first 

wife in an a.utomobile accident; the accidie is a malaise 

engendered by the artificiality of the postv/ar welfare 

state. Although he is not old in the sense that Tennyson 

depicts Ulysses as being old, Crabbe is approaching the 

male climacteric, and he sees his thirty-five years as a 

transition period that straddles the past and the future 

much like the historical period in which he lives. The 

Long Day VJanes describes Victor Crabbe's quest for Ultimate 

Reality. 

Anthony Burgess, Beds in the East (London: Heine
mann, 1959). 
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The Underbill classification of the five phases of 

the mystic life provides the deep stmicture for The Long 

Day Wanes. For example, the first step in the mystic v/ay 

involves the Awakening of the Self. For Crabbe, the hero 

of the novel, this Awakening occurs in Time for a Tiger and 

in most of The Enemy in the Blanket. The first forty-four 

pages of Tiger, for instance, are concerned with Awakening 

in the literal sense. Burgess begins the novel in the 

m.orning; in the introductory pages of Tiger, Burgess de

scribes various characters, principally Crabbe, and the 

multitude of problems that they face upon arising. The 

Purification of the Self occurs when Crabbe is enticed into 

the water to save his wife from drowning. Crabbe has had 

a phobia about v/ater since the death of his first wife in 

an automobile accident; and the test which Fenella arranges 

for him results in the end of his relationship, at least 

on a sexual basis, v/ith women. The next step is Illumi

nation; and this stage in Crabbe's development, a new be

ginning, so to speak, occurs in the first three quarters 

of Beds in the East v/hen Crabbe devotes himself unselfishly 

to Malaya and especially to the cultivation of the promise 

of Robert Loo's musical talent. At one point tov/ards the 

end of this stage in his growth, Crabbe gives a party the 

object of which is to promote understanding and friendship 

between the various ethnic groups in the Malayan federation. 

The party, naturally, ends in disaster. The Dark Night of 

TEXAS TECa LiSHARY 
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the Soul phase of Crabbe's life begins when he makes a 

journey up-river to investigate the death of the education 

officer on the Durian Estate. This is, in effect, a jour

ney to hell; and his most searing personal experience is 

the discovery that his first v/ife, the object of his rev

erent worship since her death, had committed adultery with 

the manager of the Durian Estate, whom Crabbe meets when 

he arrives at his destination. Union, the final stage in 

his spiritual development, comes with his death. Stunned 

by the revelation concerning his first wife, Crabbe falls 

into the v̂ ater v/hile attempting to board a launch, and 

drov/ns. He becomes a figure of myth for the natives and 

achieves the absorption with Malaya that he has sought. 

Devil of a State (I96I) 

Devil of a State (I96I) is one of Anthony Burgess's 

funniest, most pessimistic, and most deeply flav/ed novels. 

The hero of the novel, Francis Lydgate, is a trouble, guilt-

ridden man v/hose attempt to realize some sort of authentic 

spiritual regeneration ends in failure. This failure. 

Burgess seems to say, is not necessarily Lydgate's fault. 

The failure lies with the time in v/hich he lives: spiri

tual regeneration and individual authenticity are impossi

ble, at least in this particular novel, because the key to 

Ultimate Reality has been lost, A false vision of order is 

in the ascendant, and there is nothing real in this brave 

new world of postv/ar sv/eetness and light. 
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The setting for Devil of a State is East Africa, more 

specifically a newly emergent country called Dunia, poly

glot and multiracial, a fake Islamic state where "the 

mingling of blood had gone as far as it conceivably 

could." Francis Lydgate is a passport official attached 

to the United Nations mission in Dunia. Lydgate is fifty-

five, and has been an exile for most of his adult life. 

Before coming to Dunia he has lived in Spain, Borneo, 

Kenya, to name just a fev/ stops in his journey of abortive 

self-discovery; but Dunia is the end of the road. In Dunia 

fate catches up v/ith Francis Lydgate; his particular fate 

is a v/oman, his first v/ife Agnes, Agnes the pure. Lydgate 

has m.arried Agnes almost twenty-five years before. Agnes, 

Lydgate reports, "'v/anted me to be pure, just like her. 

But I v/as never the pure type.'" Agnes's refusal to 

divorce Lydgate is the event v/hich triggers his exile. 

VJhether Devil ^ a State is about Francis Lydgate's 

attempt to save himself and the various attempts of others 

to save him from himself is open to question. Lydgate 

starts out being the hero of the novel; but as the novel 

progresses, the emphasis shifts so that Dunia and its 

imbecilities occupy the foreground action and Lydgate's 

Anthony Burgess, Devil of a State (London: Heine
mann, 1961), p. 8. 

^^Ibid., p. 214. 
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dilemmas becom.e submerged in a story line that increasingly 

emphasizes the politics of a pseudo-modern state aborning. 

Burgess divides the novel in five parts; apparently, his 

motive is to show Lydgate experiencing the sequence of 

spiritually regenerating epiphanies (Awakening, Purifi

cation, Illumination, The Dark Night of the Soul, Union) 

which end in regeneration. Obviously, the use of the five-

stage mystical formula is meant to be ironic, since Lydgate 

never manages to achieve the spiritual breakthrough v/hich 

is the usual result of the process. 

Spiritual regeneration in such a setting as Dunia 

seems impossible. The reason is that the key to reality 

is lost. In the opening chapter of the novel, Lydgate is 

searching for a key; he has m.oved into more comfortable 

quarters in the expectation of his black mistress's immi

nent return from the interior where she has gone to give 

birth to a child that is not his. Hov/ever, he is unable 

to locate the key to his nev/ house. No one, it turns out, 

seems to have the key. Lydgate spends hours tracking dov/n 

the various government officials v/ho ir.ight be expected to 

produce the needed instrunent, all to no avail. Lyif̂ ate 

discovers, finally, that no key is necesci'ary; the door is 

open. Carruthers Chung, an English-speaking Chinese, 

authority in "inductive Glamour," misunderstands Lydgate's 

quest. "'Evelybody is looking for the key,'" ho observes, 

"'That is the histoly of Western Philopsophy. Flom 
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Alistotle to Bertland Lussell. But the key is not 

there.'" ^ Chung invites Lydgate to a bridge party; but, 

when Lydgate arrives at Chung's hom.e, he discovers that 

the bridge party is really a religious meeting. Chung ex

plains the origin of the bridge parties as follows: 

"It oliginated, as evelybody v/ill lemember, 
in leal--or what Mr. Lydgate v/ill, in his 
plesent stage of development, call leal--
blidge parties. VJhen I v/as a younger man I 
v/as addicted to blidge. Blidge v/as my 
opium. And, as some will iem.ember, I v/as 
for a long time blidge collespondent to a 
syndicate of African nev/spapers. But, 
one night, after a bid of five no tlumps, 
I thought I heard a voice saying: 'Play, 
not play. If you v/ant a i)lidge flom earth 
to heaven. Let your blidge parties build 
leal blidges flom the tempolal to the eter
nal, ' And that velly night I m.ade a start. 
And, ever since that night, many of our 
nev/ lecluits have come flom the blidge-
players of this tov/n, the thlov/ers-
av/ay of plecious time. Îov/ they are 
ledeem.ing the time, nov/ they are pontiffs 
or blidge-builders, and the blidge they 
help to build gets nealer and nealer to 
the Thlone of Glace."64 

For Chung, the bridge parties are a kind of key to the 

Throne of Grace. But Chung's five no trump bid, which he 

explains has led to his interest in praying rather than 

playing, invites a certain bev/ilderment. A five no trump 

bid is an absurdity, at least in Contract Bridge, if that 

is the game Chung refers to; a bid such as this leads 

^^Ibid., p. 3. 

^^Ibid., pp. 40-41. 
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nowhere. The same may perhaps be said of Chung's "parties"; 

the like].ihood that a "player" may be able to find a bridge 

to heaven is cast in some doubt. Lydgate's five-stage mys

tical progression is like the five no trump bid. It does 

not lead to the kind of spiritual breakthrough that Lydgate, 

perhaps unknowingly, would like to achieve. 

At the end of the novel, there is another missing-

key: The key to the mosque. It, too, is missing at the 

moment v/hen the Caliph and his attendant dignitaries pre

pare to enter: 

An Arabic prayer croaked inaudibly . . . . Then 
the Caliph asked for the key to the massy doors 
of the Fiosque. 
"The keyI" 
"VJho has the key?" 
"Where is the key?" 
"The key, the key!" 
"Does nobody knov/ v/here t h e key i s ? " 
"Somebody must have the key!" 
"The key, the key, the key!"65 

But there is no key. The key has been lost or misplaced. 

The significance of this exchange is that the key to real

ity—Ultimate Reality, in this instance—has been lost. 

And so Lydgate's fate takes on a certain absurd universal

ity, lie is everyman. The same m.ay be said of Dunia: it 

is everywhere. Dunia is a land of dunces from v/hich there 

is no escape. Sin is outlawed; goodness reigns by decree. 

Agnes proclaims Lydgate's subjugation with a prayer of 

^^Ibid., p. 281. 
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exaltation: "'I'm going to thank God for letting me find 

you, again at last, and I'm going to pray that He will 

always keep us together, teach us to love each other purely 

and sincerely, give us both the happiness that we've 
6G 

missed for so long.'" VJhat Agnes is suggesting is a 

kind of Platonic relationship. Recalling Denham's cable 

to Mr. Raj in The Right to an Answer, we know that such a 

relationship, in Burgess's world anŷ vay, is impossible 

because it does not involve contact, and that contact must 

be established if the progress from sinner to saint is to 

be achieved. Agnes's dedication to conjugal fidelity is 

nothing more than a dedication to stability and sterility. 

And so Lydgate's pilgrimage of grace reaches a dead end; 

he is trapped. 

Burgess's characterization of the mystical experience 

in the Times Literar?/ Sunplement essay, "The Manicheans," 
67 

as "the rarest and most desirable of all human experiences" 

is reflected in his obsessive choice of subject and theme: 

the transform.ation of a sinner into a saint by m.eans of the 

five-stage Mystic VJay formula derived, either directly or 

indirectly, from Evelyn Underbill's classic study. Bur

gess's justification for this subject and theme as 

^^Ibid., p. 277. 

"̂ "The Manicheans," p. 153. 
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significant for the novel, particularly the contemporary 

novel, is based on two propositions also suggested in the 

TLS essay: the universal desire of human beings for some 

knowledge of Ultimate Reality and the inability of many 

people, perhaps a majority, to satisfy this craving either 

through the exercise of religious asceticism or the use 

of hallucinogenic drugs. If both of these means of ex

periencing the Absolute are impossible, then there is an 

alternative way, and that alternative way is through art. 

It would seem to be Burgess's view that mankind if neither 

free to be damned nor free to be saved unless there is 

some kind of direct contact v/ith, or knov/ledge of, the 

Ground of All Being v/hich is Ultimate Reality. For Burgess, 

then, the primary task of the artist is to reveal through 

his art what might otherv/ise be hidden and therefore un

known. The Mystic VJay is thus an initiatory process, a 

means to an end, and that end is the wisdom which comes 

through union v/ith Ultimate Reality. 



CHAPTER III 

MANICHEANISM 

The Ultimate Reality which the typical Burgess hero 

finds confirmed (if his quest has been successful) at the 

end of his five-stage mystical pilgrimage is a Manichean 

dualism of co-equal good and evil. Usually, the Burgess 

hero has achieved an intellectual recognition of this du

ality before or during the process of spiritual regener

ation; but it is only after having experienced the five 

supra-rational epiphanies of the Mystic Way (Awakening, 

Purgation, Illumination, the Dark Night of the Soul, and 

Union) that the ontological duality of the godhead is au

thenticated. 

This mystical authentication constitutes the salva

tion of the Burgess sinner: once the spiritual recog

nition of the Manichean duality has occurred, the Burgess 

hero is ready to make a new ascent, an ascent that probably 

entails martyrdom and sainthood. Thus, in Tremor of In

tent, for example, Hillier explains his intellectual accep

tance of ontological dualism: 

'Beyond God . . . lies the concept of God. 
In the concept of God lies the concept of 
anti-God. Ultimate Reality is a dualism 
or a gajne for two players. VJe—people like 
me and my counterparts on the other side--we 
reflect that game. It's a pale reflection. 
There used to be a much brighter one, in the 
days when the two sides represented what are 
known as good and evil. That was a tougher 

57 
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and more interesting game, because one's 
opponent v/asn't on the other side of a 
conventional line or net. He v/asn't 
marked off by a special jersey or colour 
or race or language or allegiance to a 
particular historico-geograpliical abstrac
tion. But we don't believe in good and 
evil any more. That's why v/e play this 
silly and hopeless game.'^^ 

Later, after Hillier has completed the five stages of the 

Mystic Way, his spiritual recognition of the Manichean 

duality of the godhead leads him to accept a late vocation 

as a Jesuit priest, "'Knowing God,'" he remarks, "'means 

also knowing his opposite.'" In his new life as a priest, 

he hopes to save the v/orld by v/hatever means necessary. 

"'If we're going to save the world,'" Hillier says, "'we 

shall have to use unorthodox doctrines as well as unortho-

dox methods.'"-^ Manicheanism is just such an unorthodox 

doctrine, a heresy in fact. 

The reason that the v/orld, especially the Western 

world, is in need of saving by unorthodox methods and doc

trines is that the struggle between good and evil has been 

muted by the leaven of relativity. Burgess appears to 

believe that the post-war v/orld is, to use his words, a 

"m.ess"; the reason for this "mess" is that the opposition 

of good and evil no longer exists. Speaking of England, 

1 

Anthony Burgess, Tremor of Intent (London: Heine
mann, 1966), p. 119. 

^Ibid., p. 238. 

^Ibid. 
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in The Right to an Answer, J. D. Denham describes the 

dilemma of the VJestern democracies: 

You suffer from the mess, the great 
democratic mess in which there's no 
hierarchy, no scale of values, every
thing's as good--and therefore as bad— 
as everything else. I once read a sci
entific article v/hich said that perfect 
order can only exist in matter when the 
temperature's low. Take your food out 
of the deep-freeze and it soon goes bad. 
It's escaped the grip of the cold which 
gave it a pattern; nov/ it becomes dynamic 
enough, seething like a political meeting, 
but you have to throv/ it away,^ 

Such a v/orld is, as Hillier has noted in the previous quo

tation, "a pale reflection"-^ of the real world in v/hich 

good and evil, god and not-god, are locked in eternal com

bat. Any unorthodox method or doctrine which can be em

ployed to restore some semblance of "pattern," to use 

Denham's word, is justified. Burgess's use of the word 

"Manichean" to define the nature of the Ultimate Reality 

that provides the transcendent "pattern" for all things is 

a convenient label to attach to any dualistic theology, 

philosophy, or metaphysic. The relationship betv/een what 

Burgess likes to call Manicheanism and the historical Man-

Anthony Burgess, The Right to an Answer (London: 
Heinemann, I96O), p. 3* 

^Tremor of Intent, p. 119. 

In Tremor of Intent, for example, the ontological 
dualism v/hich Hillier espouses is referred to as ": anichee 
stuff" on p. 238. 
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icheanism from which the term derives is tenuous but worth 

• • 
examining, 

Manicheanism, a religion founded in the third century 

A. D. by Mani, a Persian prophet and mystic, grew out of 

an earlier religious philosophy knov/n as Gnosticism. Gnos

ticism, like Manicheanism, was a syncretist religious phi

losophy v/hich had its origin in the beginning of the Christ 

ian era. Gnosticism attempted to synthesize the varied 

and sometimes contradictory philosophical religious teach

ings and beliefs of disparate Near Eastern Cultures: 

Gnosticism grev/ out of the confrontation 
of a broad syncretistic miovement v/hich 
flourished especially in Egypt, in Syria 
and Asia Minor, and eventually in Rome, 
v/ith Christianity. The syncretism con
sisted in a tendency'- to adopt into one 
pattern of thought elements from all the 
religions and philosophies current in 
the Hellenistic v/orld. To this amalgam 
ancient Iranian religion contributed the 
cosmic dualism that forms a basic element 
of nearly all varieties of Gnosticism. 
From Egypt came elements of the cult of 
Isis and Osiris; from Babylonia the in
fluence of astrology and the planetary 
gods; from Syria, Greece, and Rome cultic 
features of the mystery religions and 
magic; from Judaism a host of Old Testa
ment figures and man:/ variations on the 
creation story; and from Greece, again, 
the philosophical currents of Stoicism 
and Neo-Pythagoreanism. Platonic in
fluences felt in Gnosticism were trans
mitted only through the medium of later 
popularizations; Gnosticism was never a 
rigorously philosophical system of 
thought. Finally, Christianity lent 
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to the syncretistic movement the role 
of the Savior Christ.7 

A significant aspect of Gnosticism as it relates to 

Manicheanism and to Burgess is that it v/as essentially a 

mystical religion. Salvation, according to Gnostic belief, 

comes through knowledge, and knowledge is the result of rev

elation rather than reason. As a consequence of the pre

eminence of revelation in Gnostic theology, Gnosticism per

mitted or rather encouraged a catholicity of belief: 

For the Gnostics, knowledge is not a phil
osophical speculation but a revelation from 
God, hence the popularity of the many "reve
lations" and discourses of Christ or other 
divine and semidivine powers to the disci
ples or the legendary heroes of Gnosticism. 
Further, Gnosis is an esoteric knov/ledge; 
not only is it not available to everyone, 
but it is intended only for those capable 
of being saved by it. Thus, unhampered by 
the demands of rigorous philosophical co
herence and cloaked by esotericism, the 
Gnostics' imaginations could be given free 
rein to create and develop nev/ systems.8 

Essential or integral to Gnostic belief is a conception of 

God as of something or someone completely other, a force or 

being beyond the realm of comprehension. Neither is the 

Gnostic God responsible for the world nor does he partic

ipate in its functioning from day to day. This concept 

of God results in an "absolute ontological dualism that 

in some form or other underlies every Gnostic tendency. 

"̂ G, W, MacRae, "Gnosticism," New Catholix Encyclopedia, 
VI (New York: McGraw-Hill Book Co., 1967)7 528, 

^Ibid., p. 526. 
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God and the universe of other beings are unalterably 

opposed as light to darkness and as good to evil."^ 

In The Evolution of Christian Thought, T. A. Burkill 

points out the relationship between Gnosticism and Mani

cheanism while briefly summarizing the principal tenets 

which they share in common: 

Like Gnosticism, Manicheanism was a syn
cretistic religious philosophy founded 
upon a radical dualism between good and 
evil, or light and darkness. The Devil, 
who embodied the evil principle, had im
prisoned fragments of light in the bodies 
of human beings; and the great religious 
leaders, such as Gautama, Jesus, and Mani 
himself, had been comm.issioned to shov/ 
how the divine sparks could be liberated 
from the shackles of the flesh. The Mani
cheans further showed affinities v/ith Gnos
ticism by taking delight in elaborate cos-
mological speculations and by practicing 
asceticism. They abstained from mxeat 
and regarded the begetting of children 
as essentially the work of Satan, who 
was ever on the look-out for suitable 
carnal prisons in which to incarcerate 
the particles of light he had stolen 
from the divine sphere.10 

The teleology of Manichean ontological dualism posits a 

process of becoming v/hereby god and not-god, light and 

darkness, once separate entities but now mixed, work to 

eventual separation. Manicheanism is, needless to say, 

%bid. , p. 525. 

•'•̂ T. A. Burkill, The Evolution of Christian Thought 
(Ithaca, New York: Cornell University Press, 1971), p. 118. 
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a heady metaphysic. It is, essentially, a theology of 

becoming—with both god and man struggling together, mat

ter and spirit, light and dark, winning and losing, back

wards and forwards, all towards a goal of as yet unrealized 

perfection, perfection that, once reached, transcends every

thing, becomes in the end a sort of super-consciousness 

that is both god and man. Man's duty, then, is to create 

himself. In order to accomplish this, he has to see the 

evil that is in him as well as the good, he has to strug

gle to separate the evil from the good, and he has to v/ork 

to refine the good so that eventually it becomes pure good. 

Like all forms of Gnosis, Manicheanism 
has a dualistic conception of the struc
ture of the world. It emphasizes this 
concept to the extreme, admitting from 
the very beginning of everything a rad
ical duality and opposition, Light-
Darkness, Good-Evil. The origin of the 
material world, of evil, of sin, is 
found in this duality of the tv/o uncre
ated principles, the central point in 
Manicheanism's doctrine. There v/as a 
first time, the initium, the time of 
the total separation of the tv/o king
doms. Light-Darkness. Following a 
struggle of Darkness against Light, a 
cosmogonic movement resulted in the 
mingling of the tv/o substances. Tliis 
is the medium or middle time, the pres
ent universe. Through the ambassadors 
of light v/ho have succeeded one another 
since Adam, the third time, fl,niii» is 
being prepared, the eschatological age 
in which v/ill take place anew the 
separation that existed in the beginning.H 

11 
J. Ries, "Manicheanism," Nev/ Catholic Hncyclopedia, 

IX (New York: McGraw-Hill Book Co., I967) , 155. 
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The Burgess hero, a Manichean "ambassador of light," 

having undergone the enlightenment of the Hiystic Way, is 

charged with the task of assisting in the return of the 

"eschatological age." A prerequisite necessary for the 

so-called eschatological age is the recognition that the 

present universe and its human inhabitants are a mixture 

of good and evil, god and not-god, light and darkness; 

at present, the overwhelming tendency, according to Bur

gess, is to deny this mixture. This denial results in 

the "mess" which Denham describes in The Right to an An

swer. The way out of the "mess"lies in the recognition 

of opposites, the opposing principles of good and evil. 

The Burgess hero seeks to reaffirm the existence of evil 

and to reestablish the conflict between light and darkness. 

In Honey for the Bears, for example, Paul Hussey arranges 

for the escape from. Russia of a man he believes to be a 

political dissident; in fact, the man is a criminal. 

"'You wish to believe you are doing some big noble VJestern 

deed,'" a Soviet policeman tells Hussey, "'like your Don 

Quixote and Sancho Panza. But yoii have let a murderer 

12 loose in the VJestern v/orld.'" "' Although the Soviet 

policeman does not believe that introducing evil to the 

Western v/orld is a noble deed, the fact is that v/ithin 

1? _ 
"Anthony Burgess, Honey for the Hears (London: 

Heinemann, 1963)» PP. 253-254, 
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the framework of Burgess's Manicheanism such an act is 

noble; and Paul Hussey, like Don Quixote, to v/hom he is 

compared, seeks to restore something to a world that has 

become a muddled "mess," 

According to Burgess, the basis for "the great demo

cratic mess" of the postwar world, is that a heretical 

view of human nature is now in the ascendant. This heret

ical viev/ of human nature he identifies as Pelagianism. 

In order to fight the heresy of Pelagianism, it is neces

sary to revive and reanimate an equally heretical religious 

philosophy, Manicheanism. VJhat Burgess seeks to do, in 

other v/ords, is to fight fire with fire. Unorthodox 

doctrines as well as unorthodox methods are necessary if 

the insidious teachings of Pelagianism are to be dis

credited. Captain Mendoza, the mysterious American in 

A Vision of Battlements, holds Pelagius responsible for 

the worst of modern life: 

"He was the father of the tv/o big 
modern heresies--material progress 
as a sacred goal; the State as God 
Almighty." He spoke glibly, as 
though perhaps he had often lectured 
on this subject to his men. "One has 
produced Americanism, v/hich is only a 
mental climate. America's not real, it's 
an idea, a way of looking at things. And 
then there's Russia, the end-product of 
the Socialist process. We're both the 
same, in a way. We both offer supra-
regional goods--the icebox and the 
Chevrolet or the worker, standardised 
into an overalled abstraction at a 
standardised production belt. And you, 
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my friend, are going to suffer. Work, 
for the night is coming. You're going 
to get one of us, sooner or later."13 

Burgess's Manicheanism is a tool, an unorthodox doctrine, 

in the service combatting materialism and the totalitarian 

state. 

Fundamental to Pelagian belief is the notion that man 

is not flawed by Original Sin, that he is basically good 

and can, on his ov/n, v/ithout the intervention of Divine 

Grace, achieve salvation. For Burgess this salvation re

sults in dehumanizing thingness, the "mess" of the postwar 

world, in fact. To counteract the dehumanization which 

Pelagianism necessarily involves because of its insistence 

that evil is something outside of, extrinsic to, man's 

nature, Burgess v/culd restore Augustinianism's much neg

lected insistence upon Original Sin as an intrinsic and 

hereditary flaw in man's nature which only the magnanimity 

of Divine Grace can overcome. Burgess compares Pelagius 

and Augustine in just about every one of his novels. In 

The Wanting Seed (I962), for example, Tristram Foxe, a 

history teacher, explains the difference betv/een Pelagi

anism and Augustinianism to a class of fifth form students: 

'Pelagius . , . was what, in the old 
religious days, used to be called a monk.' 

-̂ Anthony Burgess, A Vision of Battlements (London: 
Sidgv/ick and Jackson, 19^577 pp. 1^7-168. 
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'He denied the doctrine of Original Sin 
and said that man v/as capable of working 
out his own salvation.' 

'VJhat you have to remember is that all this 
suggests human perfectiability.' 

'Augustine, on the other hand, had in
sisted on man's inherent sinfulness and the 
need for redemption through divine grace.'1^ 

Thus Burgess's Manicheanism is more complicated than it 

first appears. Burgess not only juxtaposes co-equal good 

and evil, god and not-god; he also juxtaposes the persons 

and philosophies of St. Augustine and Pelagius. In fact, 

the raison d'etre of Burgess's Manicheanism is the resto

ration of Augustinian orthodoxy. Burgess's ontological 

dualism is merely a device whereby a spiritually healthy 

sense of sin may be introduced or re-introduced into the 

world. Burgess, then, like Paul Hussey in Honey for the 

Bears, seeks to loose a criminal--evil, that is--into the 

VJestern world. 

The late Roman Empire just prior to the barbarian 

invasion v/as the historical context of the debate between 

Augustine and Pelagius on the issues of grace and the 

freedom of the will. Benjamin B. Warfield describes Au

gustine as a man v/ho "stood on the v/atershed of two worlds. 

The old world was passing away; the new world was entering 

upon its heritage; and it fell to him to mediate the trans-

"'• Anthony Burgess, The Wanting Seed (London: Heine
mann, 1962), pp. 9-10, 
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ference of the culture of the one to the other. "•'•̂  Bur

gess, it might be added, sees himself in somewhat the same 

position. That is, he sees the second half of the twen

tieth century as a kind of watershed with the old order in 

crisis and the order of Pelagianism triumphant as being 

just around the corner, ViJarfield goes on to describe the 

intellectual and social ferment out of which Augustine's 

thinking grew: 

/"Augustine__7 was fortunate even in the 
place of his birth and formative years; 
although on the very eve of its destruc
tion, Africa v/as at this precise moment, 
in the midst of the universal decadence, 
the scene of intense intellectual activity--
into which he entered v/ith all the force of 
his ardent nature. He gathered up into him
self all that the old world had to offer, and 
re-coining it sent it forth again bearing the 
stamp of his profound character.16 

Thus Augustine stood on the v/atershed or at the cross

roads of two worlds: the end of the pagan era in the sack

ing of Rome and North Africa by barbarian hordes and the 

birth of the age of faith; he was responsible for, or 

rather, he "gave the v/orld the Church as the authoritative 

organ of Divine truth and the miraculous vehicle of saving 

grace, through which alone the assured knov/ledge of the 

revelation of God could be attained, or the effective 

1 6 •^Benjamin VJarfield, "Augustine," Encyclopedia of 
Religion and Ethics, I (New York: Charles Scribner's 
Sons, 1910-1934), 220, 

^^Ibid, 
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17 operations of His redeeming love experienced." ' 

Although St, Augustine's life is v/ell recorded in the 

Confessions, little is known of the historical Pelagius. 

A British monk, Pelagius was probably born in A. D. 354, 

the same year that marked the birth of St. Augustine. 

Both men came from provincial backwaters of the decaying 

Roman Empire, St. Augustine's conversion to Christianity 

v/as marked by a long period of doubt and questioning. He 

even embraced Manicheanism in his quest for truth. There 

is, however, no recorded evidence that Pelagius ever under

went the kind of painful spiritual transformation that is 

associated with St, Augustine's conversion. In Sjt. Augus

tine of Hin'po, comparing and contrasting the tv/o men, 

Peter Brown illumines a paradox in the development of 

their careers, Pelagius, although a cosmopolite in Rome, 

came to represent a very narrow kind of Christian faith 

whereas Augustine, despite his isolation in North African 

Carthage, became the voice of a Christian faith open to 

all sinners: 

Like Augustine, /"PelagiusJ7 v/as a pro
vincial: he had com.e from Britain to 
Rome at much the same time as Augustine 
had first arrived in Italy to seek his 
fortune. But v/hile Augustine had re
turned to his native land after only 
four years, Pelagius remained in Rome. 

'̂̂ Ibid, , p, 222. 



70 

Augustine had lived the life of a 
serious baptized layraan for some 
four years, Pelagius, for over 
thirty, Augustine had settled into 
a life dedicated to local, pastoral 
problems, and in his intellectual 
activities he had been content with a 
splendid isolation, Pelagius, by 
contrast, had continued to live in a 
tov/n frequently visited by monks from 
the eastern Mediterranean, and troubled 
by theological issues from all over the 
world. Above all, this layman and his 
supporters, could have heard priests 
keeping an open mind on issues v/hich an 
African bishop had long come to treat 
as closed. Thus, at exactly the same 
time as Augustine v/as to throv/ himself 
into a narrow ecclesiastical controversy, 
as a bishop v/ith other bishops, Pelagius 
reached his peak, in Rome, in a world 
where cultivated Christian laymen exer
cised more influence than at any time • 
previously, Laj'Tnen and v/omen had be
come prominent as apostles of the new 
ascetic movement: they v/ere the illus
trious recipients of letters from Paul-
inus of Kola, Augustine and Jerome; 
their theological viev/s were respected; 
their patronage sought; their mansions 
put at the disposal of holy men and 
pilgrims from all over the v/orld. 18 

Fundam.ental to Augustine's viev/ of man, Brovrn points 

out, is the conviction that mankind " , , , suffers from 

an inherited moral disability. The whole human race as 

it actually exists constitutes a massa peccati perditionis, 

19 a mass of sin and perdition . . . ." '̂  The responsibility 

for this "inherited moral disability," original sin, in 

18 
Peter Br ov/n, St. Augustine of Hippo (Berkeley: 

University of California Press, 19^7), p. 341. 

•'•̂ Burkill, p. 120. 
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other words, lies in the concupiscence of mankind's first 

parents: 

/~Augustine___7 maintained that concupis
cence, the ardor of lust and passion, is 
the emotion through which original sin is 
transmitted to the offspring of Adam. 
Prior to the rebellion of Adam and Eve 
against the will of their Creator, the 
generation of children took place at 
the behest of the will, like the move
ment of a hand or the turning of the 
head. But after their audacious disobe
dience, man's first parents felt shame, 
for they noticed that their sexual organs 
began to act independently of mental con
trol, and henceforth the functioning of 
the genitals had to wait on sexual ex
citation. This brought the blush of 
shame over embodied freedom and induced 
Adam and Eve to cover their sexual organs 
with fig leaves. Man could no longer re
produce his kind at the prompting of rea
son, but only through the emotional stimu
lation of lust.20 

The position of Augustine's doctrinal adversary on the 

matter of original sin and the freedom of the will is ex

actly opposite: 

According to /~Pelagius_J7 the human will 
is completely free and is equally ready to 
do either good or evil. This freedom v/ould 
be destroyed if the v/ill were inclined to 
evil because of another's sin or had to be 
strengthened by another's help. Divine 
grace is for him something external, as 
the free will itself, or the precepts of 
the Old and the New Testaments. Its pur
pose is merely to faciliate what the will 
can do by itself, and it is always given in 
proportion to one's merits. 

^^Ibid., pp. 122-123. 
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These two basic principles led to the 
follov/ing conclusions: Adam's sin v/as 
purely personal; therefore it v/ould be 
unjust for God to punish the human race 
for his transgression. Death is not a 
punishment of sin but a necessity of 
human nature. Since all are born with
out sin, infant baptism is useless, and 
infants who die without the Sacrament go 
immediately to heaven. The Redemption 
does not give nev/ life to the human race; 
Christ merely helps by his good example. 
Prayer for the conversion of others is 
futile since it cannot help them in saving 
their souls.21 

The restoration of the escatological age in which death, 

judgment, heaven, and hell resume their significance in 

human destiny depends, for Burgess, upon the revalidation 

of the Augustinian doctrine of man's inherited sinful 

nature. In the nightmare world of Pelagianism, sin has 

been declared obsolete; in its place there is guilt: 

Edv/in Spindrift, in The Doctor is Sick, observes that 

"universal guilt . . . . /~is_7 "the State's substitute 
22 for original sin." 

Whereas guilt is a Pelagian notion, sin is an Augus

tinian imperative. Guilt presupposes a responsibility 

utterly independent of God and His grace. Peter Brown 

describes Pelagius's viev/ of human perfectability as 

21 
S. J. McKenna, "Pelagius and Pelagianism," Nev/ Catho

lic Encyclopedia, XI (New York: McGraw-Hill Book Co., 1967), 

22 
Anthony Burgess, The Doctor is Sick (London: Heine

mann, i960), p. 98. 
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"simple and terrifying": 

Pelagius never doubted for a moment 
that perfection v/as obligatory; his 
God v/as, above all, a God who commanded 
unquestioning obedience. He had made 
men to execute his commands; and He 
v/ould condem.n to hell-fire anyone v/ho 
failed to perform a single one of tliem. 
But v/hat Pelagius v/as concerned to up
hold v/ith especial fervour, was that 
man's nature had been created for such 
perfection to be achieved: 'Whenever I 
have to speak of laying down rules for 
behaviour and the conduct of holy life, 
I alv/ays point out, first of all, the 
pov/er and functioning of human nature, 
and show what it is capable of doing 
• . ft lest I should seem to be v/asting 
my tim.e, by calling on people to embark 
on a course v/hich they consider im.possible 
to achieve.23 

Thus the failure to realize human perfection is guilt, the 

Pelagian substitute for original sin. Guilt is a debili

tating and demoralizing emotion; sin, by contrast, can be 

invigorating and energizing. Captain Mendoza in A Vision 
24 of Battlements notes that "'Sin is life,'" and Alex, the 

adolescent hero of A Clockv/ork Orange, becomes convinced 
26 that the denial of the bad is the denial of the self. -̂  

Christopher Howarth, the schoolteacher hero of The VJorm 

and the Ring, asks himself rhetorically v/hat he already 

knov/s to be true: "Could a man deliberately damn himself, 

^^Brown, p. 3^2. 
24 / 
A Vision of Battlements, p. 169. 

• ^^Anthony Burgess, A Clockwork Orange (London: Heine
mann, 1962), p. 40. 
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consciously break every ethical precept, so that he could 

76 
eventually work good?" 

The distinction between the words "sin" and "guilt" 

which Anthony Burgess suggests in his novels, and the asso

ciation of "sin" with St. Augustine and "guilt" v/ith Pela

gius, is rather like the distinction between the words 

"baby" and "son" v/hich Peter Brown explores in explaining 

the difference betv/een Pelagius and Augustine on the cru

cial matter of man's relationship to God: 

The basic difference between . . ./"Augus
tine and Pelagius_7 is to be found in two 
radically different viev/s on the relation 
betv/een man and God. It is surrmied up suc
cinctly in their choice of language. Augus
tine had long been fascinated by babies; the 
extent of their helplessness had grovm upon 
him even since he v/rote the Confessions; and 
in the Confessions, he had had no hesitation 
in likening his relation to God to that of a 
baby to its mother's breast, utterly depen
dent, intimately involved in all the good and 
evil that might com.e from this, the only source 
of life. 

/~Pelagius_7, by contrast, was contemptuous 
of babies. 'There is no more pleasing admo
nition than this, that we should be called 
sons of God'. To be a 'son' was to become an 
entirely separate person, no longer dependent 
on one's father, but capable of following out 
by one's own pov/er, the good deeds that he had 
commanded. The Pelagian v/as emanciioatus a de_q; 
it is a brilliant image taken from the language 
of Roman family law: freed from the all-em
bracing and claustrophobic rights of the father 
of a great family over his children, these sons 
had 'come of age'. They had been released, as 

^Anthony Burgess, T̂ he Worm and the Ring (London: 
Heinemann, I96I), p. 260. 
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in Roman Law, from dependence on the pater fa-
milias and could at last go out into the v/orld 
as mature, free individuals, able to uphold in 
heroic deeds the good name of their illustrious 
ancestry: 'B^ ye perfect, even as Your father 
in Heaven is perfect,'27 

For Burgess the Pelagian notion that the relationship 

between God and man resembles the relationship of a grovm 

son to his father is dangerous nonsense. In The V;anting 

Seed, Burgess notes the inevitable development of such a 

notion. VJhat began in Pelagius's mind as an image of a mu

tually independent relationship of respect and honour has, 

according to Burgess, undergone inevitable change. Once God 

has been declared man's equal, it is only a matter of time 

before man comes to believe himself not only equal but su

perior. It v/as just such a development that Augustine 

envisioned v.̂ hen he opposed Telagius. The Prime Minister in 

The Wanting Seed asserts that "'God is the enem.y.'" 

Instead of sharing jointly with man a mutual virtue or 

goodness. He has become a joke. "'We have conquered God 

and tamed him into a coir-ic cartoon for children to laugh at. 

Mr. Livedog. God v/as a dangerous idea in people's minds. 

We have rid the civilized v.orld of that idea.'"^^ The 

reason for the transformation of God into a cartoon character 

^"^Brown, pp . 351-352. 

^ A n t h o n y B u r g e s s , Tĥ e Wanting Seed (London: He ine
mann, 1962) , p . 113. 

^ % b i u . 
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is, according to Derek Foxe, a character in the novel, that 

"'God's a tragic conception.'"-^ 

The Pelagian vision of life is not tragic; in fact, it 

is unalterably optimistic; even death, as we have seen, can 

be explained av/ay as the result of the natural processes 

to which the flesh is heir rather than as a punishment for 

original sin. "According to . . ./~Pelagius_7," notes 

McKenna, "the human will is completely free and is equally 

ready to do either good or evil. This freedom v/ould be 

destroyed if the v/ill were inclined to evil because of an

other's sin or had to be strengthened by another's help."-̂  

The Pelagian denial of original sin sacrifices the princi

ple of evil and the reality of the devil. The freedom of 

the v/ill v/hich Pelagianism posits turns out to be a very 

liirated kind of freedoa: the freedom to be good. The Pe

lagian metap} ysical vision is based on a unity rather than 

a duality, the goodness of God and the essential goodness 

of man, in v/hich, as we have seen, sin becomes rgu.ilt and, 

perhaps more important, evil becomes ignorance, or if not 

ignorance, then a dysfunction of the rational process. 

The im-plications involved in seeing or viev/ing the 

godhead as a unity rather than duality, at least as far as 

Burgess is concerned, are best demonstrated in Tremor of 

^^Ibid., p. 42. 

^ McKenna, p. 58. 
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Intent. Roper, the defecting British scientist v/hose 

specialty is the chemistry of rocket fuels, is a former 

classmate of Denis Hillier's. Both have attended a Catholic 

boarding school in Manchester as day students. Roper's 

interest in science had early led him into heretical spec

ulations. As a boy, Hillier recalls that Roper had wondered 

why, for instance, God cannot turn evil into good: "'Why 

can't we have what we all v/ant--a universe that's really a 

32 unity?'"-^ Roper's questioning, although occasionally 

directed at such things as the molecular structure of the 

Eucharist, is basically directed at the need for a "unified 

universe." And science, for Roper, anyway, seems to answer 

this need by providing a unified vision of order based on 

the inductive method. The trouble v/ith science, hov/ever, 

is that it leaves out evil; there is no evil; there is 

only ignorance, and so Roper, ultimately, finds himself 

unequipped philosophically and metaphysically to face the 

realities of the real world. 

During VJorld VJar II Roper is involved in the libera

tion of a Nazi concentration camp. Hillier has a similar 

experience. "'We had to gape,'" Hillier reports. "'It 

was the only possible oral response to what v/e saw and 

smelt. VJe didn't v/ant to believe since belief that a 

civilized nation had been capable of all this must overturn 

everything we'd ever taken for granted about civilization. 

-^Tremor of Intent, p. 7. 
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progress, the elevating power of artistic, scientific, 

philosophical achievement (who would deny that the Germans 

were a great race?)."^^ Hillier's sense of sin, his sense 

of evil, allows him to accept the horror of the Nazi death 

camps, but Roper's inability to deal with "palpable evil" 

allows him to fall for a spurious political explanation; 

that is, instead of evil. Roper explains away the death 

camps and the war on his own country's political and eco

nomic rapaciousness. "'For the sake of scientific ration

alism,'" speculates Hillier, "'/~Roper_7 . . . jettisoned 

a whole system of thought capable of explaining it /~evil_7 

--I mean Catholic Christianity; face to face with an irra

tional emptiness he'd mxade himself a sucker (ah, how lit

erally) for the first coherent system of blame that had 

34 been presented to him.'"^ 

A "unified universe" in v/hich "palpable evil" can be 

explained av/ay or declared non-existent by spurious logic 

is a universe that, according to Burgess, does not reflect 

the ultimate ontological dualism. Such a unified vision 

of order, to recall Mendoza's statement from A Vision of 

Battlements, results in materialism and totalitarianism, 

Howard Shirley, in One Hand Clapping, describes the mate

rialistic aspect of this brave new world. Instead of the 

^^Ibid., p. 21. 

^^Ibid., p. 32. 
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eschatological imperatives of death, judgment, heaven and 

hell, there is simply the banality of comfort: "'There 

was a man,'" reflects Shirley, "'who said that if we let 

ourselves worry about the state of the world we'd go mad 

and what we had to try and do was to live pleasant. Live 

pleasant, those were his very words.'"^^ But the price 

of living pleasant comes high, for there is a price, and 

the price is humanity. When Howard Shirley fails to sac

rifice himself in order to re-establish his humanity, he 

ends as a scarecrow in a French cornfield. 

The materialism and totalitarianism of the Pelagian 

"unified universe" is perhaps best illustrated by Dunia, 

the imaginary country described in Devil of a State.--̂  

Dunia represents a landscape--political, moral, and reli-

gious--that is somewhere between the contemporary land

scapes of, for example, One Hand Clapping, The VJorm and 

the Ring, The Right to an Answer, and the anti-Utopian 

futuristic landscapes of A Clockwork Orange and The VJ ant

ing Seed. It is, in other words, the present, but the 

present heightened and exaggerated for didactic purposes. 

It is in this setting that Francis Lydgate, the hero of 

the novel, finds it impossible to achieve the spiritual 

-^^Anthony Burgess, One Hand Clapping (London; Heine
m.ann, 1961), p. 158. 

-^Anthony Burgess, Devil of a State (London: Heine
mann, 1961). 
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breakthrough that the Mystic VJay pilgrimage usually 

achieves. 

The locale for Devil of a State is East Africa, more 

specifically a newly emergent country called Dunia, poly

glot and multi-racial, a fake Islam state where "the mingl

ing of blood had gone as far as it conceivably could. "-̂ ' 

Dunia is essentially the creation of its meglomaniac 

ruler, a self-proclaimed Caliph whose geneological herit

age hardly bears close inspection: " . . . his ancestors 

. . . had been Berber pirate-kings and had called them

selves Sultans; he was a Sultan and called himself Caliph. 

There, of course, in the pretension to that title sang 

the braggart blood of the pirate, and, in the claim to be 

the only living spiritual successor to the Prophet, there 

was a sort of arrogance of black flag and cutlass. "-̂̂  

The Caliph's dream is to make Dunia into a model Islamic 

state as quickly as possible. The Caliph's Dunia, how

ever, ends as the prototypical Pelagian state in which 

the perfectability of its citizens is taken for granted, 

in which the potential perfectability of human nature is 

assumed, and in which materialism and totalitarianism 

combine to produce a nightmare. 

"̂̂ Ibid. , p. 8, 

^^Ibid., p. 73. 
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The Caliph's ambitious dream for Dunia is aided and 

abetted by a United Nations adviser and various U. N. spon

sored functionaries whose job is to set up the bureaucracy 

of government. Besides the United Nations mission, there 

are many Western technicians and skilled workers employed 

in creating the new Dunia against the day when native tal

ent and know-how will be able to assume full responsibility. 

And so Dunia is being yanked into the twentieth century 

v/hile it pursues a dream hardly complementary with the 

requirements of modernity. But Dunia's uranium wealth is 

only a means to an end; the Caliph's energies are bent on 

the completion of one task which is the symbol of his 

dream, a mosque which v/ill invite the envy of the Islamic 

v/orld: 

He v/as lucky to be able to indulge 
the dream of a pure primordial Islam 
(realisable in time, when his people 
had learned enough from the infidel) 
v/hich should be a macrocosmic image 
of himself: uranium earned money for 
him while he thumbed the Koran. His 
ancesto.rs, on the other hand, had had 
to v/ork hard for their gold moidores, 
religion being as much a luxury as 
sleep. He spoke now to the heredi
tary chamber about the great Mosque 
which, v/hen the marble inlays had 
been fitted, would be opened v/ith 
prayer and trumpets in the pres
ence of Islamic leaders from all 
over the world.39 

39 Ibid., pp. 73-74. 
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Ironically, the fake Caliph, who dreams of m.aking Dunia 

into a macrocosmic image of himself, is successful. Dunia 

is as fake as its would-be Caliph. In addition, Dunia is 

a macrocosmic image of the fakeness of the postwar world, 

"A pure primordial Islam" requires a strict moral 

code, and public morality in Dunia is a serious business. 

Goodness is not a miatter of choice; it is a matter of 

decree: 

Now the State of Dunia was exceptional 
in possessing no professional body-
sellers. This v/as because the Caliph 
did not allow polygamy and frov/ned on 
divorce. Hence there v/ere no women 
to be thrown on the streets. The black 
and beautiful animists who lived out of 
the towns practised free love in their 
villages; the Europeans and Australians 
carried on their suburban v/eek-end rites, 
based on a scheme of temporary marital 
exchange, in their distant bungalows; 
the Chinese and Syrians sold everything 
except the flesh of their daughters. 
Occasionally a foreign prostitute would 
find a sponsor in Dunia and creep in 
through a hole in the immigration lav/s. 
But Dunia on the whole v/as remarkably 
chaste, and waste male energy had to 
be used up in other vices.^0 

But even so innocent a vice as cockfighting is forbidden; 

the law, however, is more honored in the breach than in 

the observance. The citizens of Dunia honor the letter of 

the Caliph's decree by circumventing the prohibition v/ith 

clever impunity: "Cock-fights were forbidden to be held 

^^Ibid,, p. 60. 
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in any place, but a moving lorry was not a place. Cheers, 

jeers, coco-ricos passed townv/ards in dust." 

The Caliph's pursuit of the unity represented by his 

pure Islamic dream results in a host of mind-boggling ab

surdities and contradictions. The report that a naked man 

has been observed entering the sacred precincts of the 

uncompleted m.osque fails to impress the Caliph as an act 

of sacrilege. The important thing is that he v/as wearing 

shoes. The Caliph's residence is an Edwardian mansion, 

an extravagant anamoly in an Islamic state. Electric 

pov/er in Dunia is erratic, an occasional miracle. A clock 

at the main intersection of Dunia Town, for example, is 

alv/ays v/rong: "The clock, electrically run, the best that 

money could buy, had thrown up its hands in despair at the 

many /~electrical__7 cuts. It v/as nov/ alv/ays midday or 

midnight, and that seemed somehow right for a state where 

42 

there v/ere no half-measures." If electric power is er

ratic and unpredictable, the water supply is even more so. 

VJealth drav/n from the uranium mines is able to finance a 

mosque v/hich will capture the imagination of the Islamic 

world, but a dependable water supply system seems to be 

impossible, "'Some things,'" remarks the Caliph, "'are 

^^Ibid., p. 12. 

4? 
rbid., p. 39. 
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43 more important than v/ater.'" -̂  

The contradictions that threaten to undermine the 

Caliph's dream for Dunia are further demonstrated in the 

state's currency and language. The monetary unit of meas

ure is the "buck." The Caliph, informed of the pejorative 

connotations of the designation "buck," decides to change 

the nomenclature of Dunia's currency. "'Buck,'" notes the 

Caliph sadly, "'is a vulgar Americanism. VJhy was I not 

told before? It seemed formerly a reasonable Anglicisa-

tion of the National Language bukh v/hich, as you know, 

means anything folded. Nov/, I have had a dream, or, 

rather, a vision. In this vision an angel appeared and 

said that our unit of currency should be divided into eight 

and called a piece of eight. Eight seems a more satis

factory division than ten. It means v/e can have quar

ters.'" Pieces of eight, of course, do represent a 

step in the right direction because the designation is an 

honest reflection of the Caliph's pirate forebears. The 

National Language of Dunia is pigeon English. A visiting 

revolutionary's airport statement to the press undergoes 

a remarkable transformation when it is reported in the 

Times of Dunia, "'The v/orkers of Dunia,'" says the revolu-

^^Ibid., p. 81. 

^^Ibid., p. 144. 
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tionary, "'have common cause with the workers of Ceylon. 

Their struggle is our struggle. My brief visit is a ges

ture of solidarity. Let us strive together to the end.' 

This appeared in curt National Language as: 'VJorkers 

Ceylon like workers Dunia. Is one fight. He comes as 

46 sign it one fight. He say fight-fight not stop fight.'" -̂  

Dunia's transformation from a backward underdeveloped 

country into what appears on the surface to be a modern 

state has been so rapid that Lydgate cannot quite believe 

his eyes. He foresees an equally quick decline: 

Lydgate remembered the old days, 
visiting from Kenya only a few 
years before--v/ooden buildings, 
mud streets, the Caliph carried 
in a kind of litter, only a few 
European traders. It v/as fright
ening, the speed with which you 
could build a modern state. You 
could run the film back as quickly, 
but you didn't revert to the simple 
dignity of shacks on stilts with 
grass roofs. Instead you got peel
ing stucco, a rusting telephone ex
change, carious stone, unexpected 
craters in the main roads. Five 
more years of uranium. After that 
v/hat? An abdicating Caliph per
haps, well able to pay for his 
suite at Glaridge's. Emigration 
of the Chosen People to other parts 
of the Continent. Fishing and a 
little maize, the days of Cadillacs 
and Cinemascope stirred into the 
pudding of myth.^6 

^^Ibid., pp. 167-168. 

^^Ibid., p. 202. 
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Dunia's place in the sun is obviously destined to be 

brief; the Caliph's vision of order is built on sand. 

The U. N. adviser, in a moment of consternation, spells 

out the ludicrous fakeness of the Caliph's dream: 

"You're only able to indulge in your 
beautiful Islamic dream because we do 
the dirty work. Who found uranium? 
VJas it you? No, it was a handful of 
engineers and geologists, men v/ith 
adequate salaries but never destined 
to become millionaires. It's you who've 
made the real money. And, v/hile you be
come rich and your lazy Chosen People 
watch the coconuts fall, people like 
me and young Rowlandson, poor young 
Rov/landson, try to give you government, 
try to show you how to build a modern 
state, damn it, even try to show you 
how to build a mosque. Young Rowland-
son's dead, and he hasn't even died for 
an ideal which you, som.e day, may grow 
up to appreciate. You've no interest 
in the aborigines of this State. 
You're a pirate king, ruling retired 
pirates, intruders just as much as we 
are. Now other people are digging out 
the gold for you and you have nothing 
to do except turn it into blasted 
moidores."47 

The U. N. adviser's words, naturally enough, fall on deaf 

ears. The Caliph is not about to let truth topple his 

vision of order. He gives the U. N. adviser his walking 

papers with a scornful estimate of his ab.i.lities: "'You're 

not like the people of the old days that my grandfather 

used to tell me about--people who really built, who really 

^"^Ibid., pp. 231-232. 
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made laws, people who had visions. You've been a compe-

48 tent little man, but not quite competent enough.'" 

The Caliph's Islamic dream for Dunia represents a 

unitary vision of order based on Pelagian principles. 

This Pelagian vision of order manifests itself in a vari

ety of attractive and tempting forms in the Burgess novels. 

In One Hand Clapping, for example, the Pelagian unitary 

vision is represented by the welfare state which offers 

an existence that is comfortable and undemanding in ex

change for the soul. In The VJorm and the Ring, the Pela

gian chimera is goodness; in The Right to an Answer, it 

is stability; and in The Doctor is Sick, it is scholar

ship (the objective science of linguistics). Obesience 

to such Pelagian visions of order cancels out the imper

atives of contact, involvement, and, most important, sin. 

The choice-making will atrophies with the acceptance of 

what are, essentially, static visions of order. Goodness, 

stability, scholarship, the welfare state, either secular 

as in One Hand Clapping or religious, as in Devil of a 

State--these are all neutral entities, and for Burgess 

neutrality is the most heinous crime. It is death-in-life. 

The Manichean vision, however, involves the pull of 

opposites--God and not-God (the devil)--neither superior. 

^^Ibid., p. 232. 
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neither one possible without the other. The result is 

contradiction and tension v/hich energize the quest for 

salvation. Howarth's yearning for the great comfortable 

bed of the Middle Ages in The Worm and the Ring parallels 

Spindrift's longing for the Great Bed of VJare in The 

Doctor is Sick. Howarth imagines the bed of the Middle 

49 
Ages as being eschatological and scatological; ^ Spin
drift conceives of the Great Bed of VJare as v/riggling 

60 with life and energy.-^ The Pelagian bed, to continue 

the metaphor, is procrustean in its deterministic denial 

of individual choice. VJhen men are not free to fall, 

they have lost the incentive to be more than men. They 

become things. 

Throughout his v/ork Burgess is the devil's advocate. 

He sees the devil as absolutely necessary in making man's 

free will operational. The Pelagian denial of evil, in 

other words, constitutes a denial of free will, and the 

disavowel of free will is a repudiation of salvation as 

well as damnation. Once either salvation or damnation is 

ruled out, man's relationship via-a-vis the supernatural 

is altered in a very material v/ay: he becomes an exile 

The Worm and the Ring, p. 11. 

^^The Doctor is Sick, p. 259. 
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by virtue of his own goodness, his own intrinsic merit; 

in sacrificing the horrors of hell for the security of 

heaven on earth, he becomes a clockwork orange. Like 

Milton, Burgess believes that a cloistered virtue is un

productive and meaningless; it is sin which makes the 

whole man. 

It is necessary to point out, however, that despite 

his Manichean posturing in novel after novel, Burgess does 

not necessarily believe literally in the Manichean vision 

of order he promulgates. It is doubtful, I think, v/hether 

Burgess even believes in God, let alone the devil. VJhat 

he does believe in is myth. Myths, for the most part, are 

visions of order; they invest the cosmos with meaning and 

significance, and they establish, ideally at any rate, 

relationships betv/een the known and the unknown. A myth 

as a vision of order, then, may be either positive or neg

ative, productive or counterproductive, creative or destruc 

tive. Thus the Pelagian myth of original sinlessness and 

innocence is counter-productive in that its pov/er is 

largely negative and repressive; the Manichean myth, on 

the other hand, admits sin and the creative atonem.ent that 

grov/ out of the conviction of sin. 



CHAPTER IV 

MYTHOPOESIS 

Anthony Burgess is, as the French would say, an ex

tremely engage novelist whose creative energies, fueled 

by Manichean imperatives, are dedicated to exposing the 

protean forms of Pelagian error which today hold the world 
b 

in thrall. Despite a disclaimer that his fiction possesses 

"no moral aim, no solemnity," the fact is that Burgess, 

beneath the comic rendering of character, situation, and 

event in his novels, is a solemn moralist (endowed with a 

rare and cunning sense of humor) who is inspired by an 

intense missionary zeal: the salvation of the world 

through the restoration of humanizing myths and patterns. 

His artistic genius is essentially, therefore, mythopoeic. 

Muller, the deus ex machina of The Wonri and the Ring 

(1961), makes a claim v/hich v/ould seem to reflect Burgess's 

point of view rather closely: "Goodness and badness don't 

count, the way I see it. It's what you believe that 

matters." What Burgess is getting at here is that our 

beliefs, the myths that v/e live by, make us what we are; 

Burgess believes that the v/rong myths control and shape 

•̂ John Cullinan, "The Art of Fiction XLVIII: Anthony 
Burgess," The Paris Review. 14 (Spring 1973)» 150. 

Anthony Burgess, The Worm and the Ring (London; 
Heinemann, 196I), p. 17^7" 
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both our imagination and our destiny. If we exist in a 

state of suspended animation like Edv/in Spindrift in The 

Doctor is Sick (I96O), then it is because of what we be

lieve. VJhether a myth or a systematic mythology is true 

or false is irrelevant. The important thing is that myth, 

has the pov/er to make us fully human or to turn us into 

dehumanized robots (or "things," a favorite Burgess epithet) 

like little Alex is in A Clockwork Orange (I962), after 

undergoing the infamous Ludovico Technique. 

1^ Mythopoesis, Harry Slochower describes the myth

opoeic process as follov/s: 

Mytho-poesis (from, the Greek poiein, 
meaning to make, to create) re-cre-
ates the ancient stories. And, while 
mythology presents its stories as if 
they actually took place, mythopoesis 
transposed them to a symbolic meaning. 
Indeed, the mythopoeic v/orks . . . arose 
when the literal account of the legend 
could rio longer be accepted. They arose 
in periods of crisis, £f cultural tran
sition, v/hen faith in the authoritative 
structure v/as waning. It is at this 
juncture that our great prophets and 
artists would redeem the values of the 
past and present in their sym.bolic 
form, transposing their historic tran
sit criness into permanent promises.3 

In essence, mythopoesis involves the revitalization and 

regeneration of a cultural heritage in crisis. For Anthony 

-̂ Harry Slochower, Mythopoesis: Mythic Patterns in 
the Literary Classics (Detroit, Michigan: Wayne State 
University Press, 1970), p. I5. 
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Burgess mythopoesis is a three-dimensional process. Be

sides the redemption of "the values of the past and pre

sent in their symbolic /~mythic_7 form" v/hich Slochower 

refers to. Burgess is concerned with revitalizing the 

structures or patterns which subsume the cultural herit

age as well as with restoring the archetypical hero of 

myth engaged, typically, in a pilgrimage of self-discovery, 

Thus Burgess seeks to redeem myth, mythic structures, and 

the mythic hero. 

Commenting on the use of myth in fiction. Burgess 

has made the follov/ing observation: "I don't think I can 

invent my own myths, and I think there's a great deal of 

fictional revivication possible with regard to such myths 

as the Jason/Golden Fleece one . . . . Existing myths 

carry a useful depth, a profundity of meaning which saves 

4 

the novelist a lot of inventive trouble," Although Bur

gess has not yet explored the possibilities of the Jason 

story in his fiction, he has been obsessed with the myth

opoeic resonance of the Theseus-Minotaur-labyrinth legend 

since the very beginning of his career as a novelist. 

There are references to Theseus's famous exploit in Crete 

in just about every Burgess novel, but it is not until 

Inside Mr. Enderby (I963) that Burgess fully explores the 

^Cullinan, p. 158. 
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"profundity of meaning" of which the "fictional revivi

cation" of a particular myth is capable. 

Burgess's handling of the Theseus story in Inside 

Mr. Enderby is an example of the mythopoeic process at 

work. The hero of Inside Mr. Enderby is an unsuccessful, 

dyspeptic poet whose magnum opus is a long narrative poem 

entitled "The Pet Beast." "The Pet Beast," as the follow

ing synopsis provided by Burgess in the novel indicates, 

is an imaginative re-creation of an old story which re

stores the original myth, posits the importance of a 

mythic structure (the labyrinth), and envisions the hero, 

Theseus, as the prototypical Pelagian superman. The over

all purpose v/hich Burgess appears to have in mind is the 

revivication of a myth, the myth of original sin, v/hich is, 

in Burgess's viev/, the central myth of the Christian 

experience: the synopsis of Enderby's "The Pet Beast" 

begins v/ith a description of Pasiphae's sinful lust for 

the v/inged bull of Poseidon and the personal and political 

consequences of her union v/ith the bull: 

It was an attem.pt at allegory, a n2.rrative 
poem in v/hich tv/o myths v/ere fused--the Cretan 
and the Christian. A winged bull ŝ vooped 
from heaven in a hov/ling v/ind. Wheeeeee. 
The lav/-giver's queen v/as ravished. Big 
with child, called whore by her husband, 
she v/ent incognita to a tiny village of 
the kingdom, there, in a cheap hotel, to 
give birth to the Minotaur. But the old 
gummy trot v/ho tended her v/ould keep no 
secret; she blazoned it about the village 
(and this spread beyond to the towns, to 

http://attem.pt
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the capital) that a god-man-beast had come 
down to rule the v/orld. Prrfrr. In hope, 
the anarchic party of the state was now 
ready to rise against the law-maker: 
tradition had spoken of the coming of a 
divine leader. Civil v/ar broke out, 
propaganda flashed in jagged lightnings 
from both sides. The beast was evil, said 
King Minos: capture it, kill it. The 
beast was God, cried the rebels. But 
nobody, except the queen-mother and the 
toothless midwife, had ever seen the 
beast. Brrrrbfrrr. The baby Minotaur 
was growing fast, bellowing lustily, hid
den away safely v/ith its dam in a lonely 
cottage. But, by treachery, the forces of 
Minos were given knowledge of its where
abouts. Manifestly, thought Minos, when 
it v/as brought to his palace, though tech
nically a monster it v/as no horror: its 
gentle eyes were twin worlds of love,5 

King Minos, having captured the monster, causes the lab

yrinth to be built v/hich is to contain Pasiphae's sin-

engendered offspring. The possession of the Minotaur con

solidates the political power of King Minos, and the lab

yrinth in which the monster is imprisoned functions as 

the structural basis for civilization: 

VJith the talisman and mascot of the rebels 
in his pov/er, Minos v/as able to call for 
surrender. He had a labyrinth built, vast 
and marbly splendid, v/ith the Minotaur hidden 
in its heart. It was a horror, unspeakable, 
reputedly fed on human flesh; it was the 
state's bogey, the state's guilt. But Minos 
v/as economical: the peripheral corridors of 
the labyrinth became a home of Cretan culture--
university, museum, library, art gallery; a 

^Joseph Kell /"Anthony Burgess_7, Inside Mr. Enderby 
(London: Heinemann, I963), p. 17. 
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treasury of human achievem.ent; beauty and 
knov/ledge built round a core of sin, the 
human condition.6 

Civilization flourishes until the day when the sinless 

Pelagian superman arrives to kill the Minotaur: 

But one day, from the west, there flew in 
the Pelagian liberator, the man who had never 
knov/n sin, the guilt-killer. Minos by 
now was long dead, along with shameless 
queen and, long, long before, the midwife. 
Nobody living had seen the monster and 
survived, so it v/as said. Greeted with 
cheers, flov/ers, and wine, the liberator 
v/ent to his heroic work. Blond, bronzed, 
muscular, sinless, he entered the labyrinth 
and, a day later, em.erged leading the 
monster on a string. Gentle as a pet, with 
hurt and forgiving eyes, it looked on hu
manity. Humanity seized it and reviled it 
and buffeted it. Finally it v/as nailed to 
a cross, v/here it died slov/ly. At the 
moment of giving up the ghost there v/as a 
sound of rending and crashing. The lab
yrinth collapsed; books were buried, 
statues ground to chalk-dust; civili
zation v/as at an end.7 

Burgess's version of the Theseus-Minotaur story in Inside 

Mr. Enderby represents the labyrinth as a civilizing struc

ture. The labyrinth, as he has elsewhere observed, is "a 
o 

house of life," and his retelling of the Minotaur's birth, 

incarceration, and destruction demonstrates what might be 

^Ibid., pp. 17-18. 

"̂ Ibid,, p. 18. 
o 

Anthony Burgess, Here Comes Everybody (London: Faber 
and Faber, 1965)» p. 18. 
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called a mythopoeic determinism by suggesting, in exemplum 

fashion, that the myths which govern our consciousness 

have the power to determine our destinies as either human 

beings or as "things." 

The labyrinth described in Enderby's "The Pet Beast" 

is an example of what might be called a mythopoeic struc

ture. Burgess has indicated his interest in this aspect 

or dimension of the mythopoeic process in Here Comes Every

body (1965), a study of James Joyce. Commenting on Joyce's 

Portrait of the Artist and Ulysses, Burgess notes the sac

erdotal function of the artist as well as the resemblance 

between the artist and God as authors of cosmological struc

tures that impose meaning and purpose on chaos: "Litera

ture is . . ./~a_J7 priestly vocation . , . since its func

tion is the transmutation of lowly accidents to godlike 

9 essence."'̂  He suggests that "The fundamental purpose of 

any work of art is to impose order on the chaos of life as 

it comes to us; in imparting a vision of order the artist 

is doing what the religious teacher also does (that is one 

of the senses in which truth and beauty are the same thing). 

But the religious teacher's revelation is less a creation 

than a discovery, whereas the artist feels that--God rather 

than God's servant—he is the author of order." Burgess 

then goes on to note the similarity betv/een the artist and 

"ibid., p. 5^* 
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God: " . . . the creation of a human community in fiction 

is the closest the novelist can get to the creation of a 

cosmos . a . ," 

A mythopoeic structure which plays an integral part 

in the architecture of Burgess's fictional world is the 

five-phase Mystic VJay discussed in Chapter Two. The dis

crete phases of the Mystic Way (Awakening, Purification, 

Illumination, the Dark Night of the Soul, and Union) con

stitute a mythopoeic structure for a series of experiences 

which transform the Burgess hero-sinner into a putative 

saint. Burgess's professed Manicheanism, an unorthodox 

doctrine necessary for the re-establishment or re-anima

tion of orthodoxy, is another such mythopoeic structure, 

binary in conception or formulation, v/hich serves to under

line a principle that is crucial to Burgess's metaphysic: 

opposition, conflict, the struggle with or between good 

and evil which results in contact and involvement. Al

though Burgess's subject is always the same--the transfor

mation of a sinner into a saint by a process of Augustinian 

ferment--the mythopoeic structures v/hich he conjures to 

provide a framework for this transfonnation are extremely 

varied. 

Generally, however, it is possible to classify the 

mythopoeic structures which Burgess uses into four rather 

^^Ibid., p. 87. 
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broad categories: metaphysical, literary, musical, and 

philosophical. The Mystic VJay as a mythopoeic structure 

belongs in the category "metaphysical" as would Burgess's 

professed ontological dualism. "Literary" mythopoeic 

structures include the epic, the sonnet, and the fairy 

tale, to name only three. "Musical" mythopoeic structures 

include such structural forms as the sonata, the symphony, 

and the opera. liythopoeic structures that are more strictly 

"philosophical" include Burgess's cyclic theory of history 

and the Hegelian dialectic, both of which are used to or

ganize particular novels. 

Burgess's use of mythopoeic structures in his novels 

reflects the binary principle of the Manichean Ultimate 

Reality which he posits. His novels are constructed on 

two levels so that one may discern a surface structure as 

v/ell as a deep structure. Thus, as we have seen in Chapter 

Two, the surface structure of a particular novel may be 

modeled on one mythopooic structure v/hile the deep struc

ture of the same novel may be constructed according to 

the design of a quite different mythopoeic structure. Very 

often the deep structure of a Burgess novel is a combina

tion of the Mystic VJay, a "metaphysical" structure, and 

the epic, a "literary" structure. In fact. Burgess com

monly fuses the Mystic Way and the epic in the deep struc

ture of his novels. Burgess tends to see the Mystic Way 
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in terms of the characteristics of the epic. 

The specific epic poem which Burgess finds congenial 

to his purpose is Virgil's Aeneid, which combines the 

Iliad and the Odyssey, arms and the man and the exile in 

search of a new home. Although the Aeneid acts as a myth

opoeic palimpsest for all of the Burgess novels. Burgess's 

mock-heroic treatment of the epic is inspired by Don 

Quixote. The Don Quixote of Cervantes, says Burgess, is 

the prototype of the novel as we know it: 

The first important European novel v/as of 
epic length and of mock-epic content. 
Cervantes produced in Don Quixote a man 
not sane but mad, not young and muscular 
but old and stringy, v/hose fantastic ad
ventures lead him home not to wine and 
triumph but to bed and death. The epic 
structure is there as well as the epic 
length; as in the Odyssey, a journey 
holds the book together. But those 
qualities of irony and humour v/hich, 
ever since Cervantes, we have expected 
to find in the greatest novelists, are 
derived from no true epic source. It 
is the tension between heroic form and 
unheroic content, betv/een deliberately 
inflated language ('Sing to me, 0 Muse') 
and man's pitiable deflatability that 
produces the unclassical tones of 
laughter and pathos.H 

The tension to which Burgess refers in the preceding 

remarks "between heroic form and unheroic content" is 

another manifestation of the Manichean duality; the mock-

•̂ -̂ Anthony Burgess, The Novel Now (London: Faber and 
Faber, I967), p. 15. 
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heroic treatment of the epic sets up the requisite oppo

sition and conflict essential to Burgess's mythopoeic 

imagination. 

Since the epic is the most important mythopoeic struc

ture in the Burgess canon after the metaphysical mytho

poeic structure of the Mystic Way, it seems natural and 

obvious to begin the discussion of mythopoeic structures 

based on literary models with an analysis of Burgess's 

use of the epic. In A Vision of Battlements (/~1949_7 

1965), Burgess uses the epic as a model for the surface 

architecture of the novel; the deep structure of A Vision 

is patterned according to the five-phase apotheosis of the 

Mystic Way. In The Long Day Wanes (1956-1959), Burgess's 

Malayan trilogy, the epic along with the Mystic VJay is 

the basis for the deep structure of the novel, v/hile the 

surface structure is patterned after a musical form, the 

syraphony. Although Burgess patterns the surface structure 

of" A Vision on the epic, in all the novels v/hich he has 

written since, the epic is used subliminally in the deep 

structure where it is most often, as in the case of Th_e 

Long-Day Wanes, fused with the Mystic VJay structure. 

Thus the transformation of the Burgess hero-sinner 

into a saint is conceived of in terms of an epic spiritual 

quest which ends in the enlightenment of Manichean Ultimate 

Reality. Burgess explains his use of the Aeneid in the 
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Introduction to A Vision of Battlements, his first novel, 

as follov/s: "The use of an epic framework, diminished and 

made comic, was not mere pedantic wantonness, nor was it 

solely a little tribute to James Joyce; it was a tyro's 

method of giving the story backbone; it was also a device--

failed, alas--for taming the Rock by enclosing it in myth, 
12 which is bigger than any chunk of strategic geology." 

Like Virgil's Aeneid, A Vision of Battlements is con

cerned with the founding of a city. The Aeneid describes 

the genesis of Rome as a secular city embodying certain 

ideals of justice, law, and government. In A Vision, 

Burgess does not allow his hero, Richard Ennis, a mock-

heroic Aeneas, to discover, once and for all, the city of 

his dreams--the image of an ideal order. Instead, a 

variety of "cities" is postulated. The Army is a city in 

the sense that it represents a structure for reality in 

v/hich men may seek soul-comforting guidelines for action, 

belief, and existence. The Church is another such city. 

Ennis as a renegade Catholic is continually reminded of 

this image of order which he has rejected. Music is yet 

another city; and, at one point in the novel, Ennis, who 

is a musician, speaks of building a city of sound. Major 

•̂ Ânthony Burgess, A Vision of Battlements (London: 
Sidgwick and Jackson, ̂ 1949_/ 19̂ 5)» P. 8. 
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Muir, the commander of the educational detachment to which 

Ennis is assigned, desires a city for the postwar world 

in which everyone will be educated in some menial craft or 

skill. Turner, athletic, virile, clean living, on the 

other hand, represents a city of the physical body; the 

athletic field and athletic competition constitute his 

vision of an ideal order. There is also romantic love; 

but Ennis, like all Burgess heroes, is not really very 

successful in love. The reason perhaps is that love is 

impossible in a fragmented v/orld, a world v.dthout any very 

clear conception of error. 

Burgess's indebtedness to the Aeneid cannot be over

estimated. Many of the characters in A Vision bear some 

relationship, either in name or in function, to the char

acters in Virgil's epic. Thus Ennis is obviously Aeneas, 

the exile; Agate, Ennis's faithful friend, is Achates; 

Turner, Ennis's rival and enemy, is Turnus; Lavinia, a 

VJREN, is Lavinia; Barasi, a cuckolded husband, is Tarbus; 

and Concepcion, a Spanish widow rather than a Carthegenian 

queen, is Dido. Burgess does not, however, follow the 

structure or sequence of events of the Aeneid as did 

Joyce, for example, in using Hom.er's Odyssey as a basis 

for his Ulysses. What Burgess has borrowed are certain 

conventions and motifs common to epic poetry. The theme 

of A Vision of Battlements parallels Virgil's theme. 
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The journey to hell is a motif which Burgess has borrowed 

from epic poetry, and it is a motif which he uses in most 

of his other novels. The purpose, of course, is Manichean: 

hell exists. The subject of epic poetry is arms and the 

man. The subject of A Vision is also arms and the man, 

specifically the Second World War which engaged almost the 

entire world in a battle of epic proportions for survival. 

VJar is also the subject of Burgess's later novels: the 

cold war in Honey for the Bears (I963) and Tremor of 

Intent (I966), the war between conflicting cultures and 

civilizations for hegemony in the Malayan trilogy, and 

always the Manichean war continually being waged between 

Satan and God. 

The setting of A Vision is small, the narrow confines 

of Gibraltar, a European outpost, which thrusts itself to

v/ard the dark continent of Africa. In the background, the 

real drama, the great action of VJorld VJar II, is being 

acted out like a Hindu shadow play. Nevertheless, despite 

the fact that the activities of Ennis may be ludicrous, 

absurd, and insignificant, the novel does suggest a certain 

largeness of setting and a certain importance of action 

which the foreground plot that Burgess has devised some

how belies. 

Ennis is certainly not an epic hero in the sense that 

Aeneas, Ulysses, and Achilles are epic heroes. The reason 
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appears to be that there is no place for such heroic fig

ures in the modern world. The possibilites for heroic 

action have been considerably reduced. Ennis and all the 

other Burgess heroes are thus nondescript, well-meaning 

sinners inspired, however, with an uncommon desire to rise 

above the comic absurdities of their situations in their 

quest for Ultimate Reality. Supernatural forces frequently 

intervene in this quest, and whether in the form of sibyls 

or fortune tellers, gods or goddesses, priests or shamans, 

they testify to a divine other world v/hich men in the twen

tieth century appear, for the most part, to have consigned 

to the dustbin of quaint but obsolete antiquities. 

A Vision of Battlements opens with a chapter describ

ing Ennis's troop ship sea voyage from England to Gibraltar. 

The novel closes with a similar voyage, this time in the 

other direction with the v/ar over and Ennis preparing to 

face the uncertainties of demobilization, A soldier aboard 

ship describes the journey to Gibraltar as paralleling the 

course of English history: 

"Now," said Lance-Corporal Cheney, the 
historian, "v/e approach, in effect, our 
home, the middle sea of Noah's flood and 
Deucalion's. Our voyage in itself is a 
symbol of the course that English history 
took, rejecting the dark world of the 
northern brine and the crude heavy gods. 
Here are wine, logic, the city-state, 
Aphrodite's frank smile, the Arabs 
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discussing Aristotle on the colonnade 
of an Iberian university, and, above 
all, the sun, our indulgent father."13 

Ennis, v/e learn, has previously participated in the Brit

ish debacle on Crete. Aeneas, too, landed on Crete, but 

continued his quest for the city of his destiny after 

learning that the gods had someplace else in mind. Ennis's 

passage to Gibraltar is beset by bad weather, and he meets 

a rather Wagnerian WREN named June (Juno) aboard ship. 

Aeneas experienced inclement v/eather upon his departure 

from Troy as well. The opening chapter of A Vision is 

prologue, and the latter half of the closing chapter describ

ing the return voyage may be considered epilogue. The two 

voyages thus provide a kind of frame for Burgess's story. 

The first section of the novel consists of six chapters 

which recount Ennis's love affair v/ith the golden-skinned 

widow Concepcion (Dido). Ennis is married, but like Aeneas 

he is separated from his v/ife by the war. Ennis does not 

accept this separation philosophically: " . . . he cursed, 

screamed, shook childish impoxent fists at his enemies. 

He cursed the whole pantheon in a foul strcâ i of obscenity 

that frightened e\̂ en the steel-helmetod special constable 

who came to see what the trouble was, Ennis, in his ec

stasy of execration, could not tell who the enemies were, 

^^Ibid., p. 17. 
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but a number of faces had coalesced into a single image--

the destroyer, the anti-builder, a Proteus capable of being 

14 

time, the sea, the state, war, or all at once," Al

though in the novel Ennis's wife does not die, she does 

end by running off with an American to find a new home, a 

new life in the West. 

Ennis has been hired by Concepcion's father to give 

his daughter guitar lessons, but the guitar lessons soon 

give way to sexual tristes more than satisfying to both 

partners, Ennis is a sergeant in the Army Vocational 

and Cultural Corps, and his job is to lecture to the troops 

on various subjects, Ennis billets with a man named Bay-

ley, Bayley talks constantly of his wife Doris, and he 

perform.s certain rites of love when the lights go out to 

honor his uxoriousness. Bayley and Ennis live in filth. 

The room they share is a disaster; their clothes are un

washed. This section of the novel ends with Concepcion's 

announcement that she is pregnant and that she plans to 

marry Barasi, a middle-aged suitor of considerable girth 

and wealth. In despair, Ennis undertakes a drunken jour

ney across the border to Spain to cap the festivities in 

celebration of V-E Day. He falls off the launch (like 

Palinurus in the Aeneid) and is forced to return to his 

^^Ibid., p. 16. 



107 

billet. As a result of this series of climactic events, 

Ennis decides to change his life: "He v/as finished v/ith 

the old life, finished with the dead. He v/as going to 

reform." ^ He moves in with Julian Agate (Achates), a 

cultured faggot much given to cleanliness, needlework, 

and reminiscences of his days with the ballet. 

The second section of the novel, consisting of twelve 

chapters, concerns Ennis's new life with Julian Agate: 

"The v/orld of women v/as far; the cool flutes of the epicene 

voices v/ere soothing him to a strange peace. Badinage, 

discussion about the arts, homo anecdote--these were 

better than moaning over lost Concepcion up in the dirty 

billet, antiphonal Doris-lorn groans f.rom dirty Bayley." 

Having received several importunate letters from his wife 

back in England, who v/ould like to live abroad after the 

war, Ennis attempts to set himself up v/ith some kind of 

position in postv/ar Gibraltar. He becomes involved in stag

ing an elaborate concert on the Rock for which he v/rites a 

symphony. The concert is a disaster because Major Muir, 

Ennis's commanding officer, intervenes to punish Ennis for 

neglecting his classroom duties. At this point Lavinia, 

a WREN would-be poet, appears on the scene along with 

^^Ibid., p. 90. 

16 Ibid. , p. 9^. 
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Turner, an athletic warrant officer whose idee fixe is 

physical culture. Ennis has an abortive sexual encounter 

with Lavinia. Like a good many other Burgess heroes, he 

suffers the humiliation of impotence. A quarrel with 

Turner leads to the death of the latter, for which Ennis 

is indirectly responsible. 

The third section of the novel comprises two and one 

half chapters and describes Ennis's visit to the sibyl 

who foretells his future with a deck of Tarot cards and 

hints at a priestly vocation: 

"Tilings have not been going v/ell," said 
Mrs Carrav/ay. "Things v/ill not go any 
better. That's what the cards say. I 
see birth, but I also see death, I see 
failure to run a love affair properly. 
That's in the past. There's a double 
meaning here in the six. The destruc
tion of love, or widov.hood. That's 
in the future. Now look at the middle 
cards. Sacrifice, ruined hopes, hidden 
enemies. Somebody's death, not yours, 
but you're involved in it, perhaps even 
responsible." She shook her head. 
"It's one of the worst I've ever seen. 
I am so sorry."17 

Turning to her crystal ball, Mrs. Carraway at first sees 

nothing: 

"VJait," she said. "Wait, it's coming. 
Yes, Yes." The v/ind fluted, fingering 
many stops. "A man. He's wearing a 
sort of robe. A long robe. It's a 

"̂̂ Ibid. , p. 232. 
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minister. It's a priest. In his hands he 
bears a chalice." 

"Chalices again," said Ennis. "Always 
chalices." • ^ 

"He dips his hand into the chalice and 
takes out a small round white thing. 
Communion." 

"The Eucharist." 
"He holds it out. I can't see. Yes. 

Now. His hand is empty."18 

Ennis then makes his journey to hell, mainland Spain, in 

search of Concepcion. In lieu of a golden bough, he 

carries a guitar. While in hell, Ennis partakes of broiled 

bull meat served on "tables" of unleavened bread. He 

learns that Concepcion has died in childbirth and that the 

baby is also dead. 

1^ The Long Day VJanes (1956-1959), the epic is used 

subliminally as part of the deep structure of the trilogy. 

The great action v/hich The Long Day Wanes describes takes 

place on tv/o levels. There is, first of all, the his

torical drama of Malaya as the British v/ithdraw and inde

pendence is achieved. The departure of the British leaves 

the Malays with no single vision of order. Various groups, 

religious, political, and racial, seek to impose their 

particular dream upon the whole, but as the novel closes 

there is no consensus. On another level, however, the 

movement is in the opposite direction. Victor Crabbe comes 

to Malaya fragmented, atomised, torn by inner conflict; 

^^Ibid., p. 233. 
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but as the novel progresses, he is stripped of various 

illusions and the result is reintegration, absorption, 

unity. Crabbe emerges victor ludorum, the v/inner of the 

19 
games. The implication is unmistakably epic, since the 

Latin word lude may refer to spectacles held in honor of 

the gods. Crabbe performs superhuman deeds; for example, 

in Tlie Enemy ija the Blanket, he is credited v/ith the cap

ture of thirty-odd communist terrorists. The fact that he 

really had nothing to do with this turn of events is not 

important. Other people believe that he did. A recurrent 

motif in the novel, and in many other Burgess novels, is 

the Hindu Shadov/ play, "the age-old heroic drama. "^^ 

Significantly, this drama enacted by puppets made of ox

hide projected on a screen depicts "the age-long struggle 

21 between gods and demons . . . ," There is, for Burgess, 

no better mythopoeic image of the Manichean struggle be

tween good and evil. 

In characters and subject matter, as well as in form 

and technique, A Vision of Battlem.ents and The Long Day 

VJanes establish the pattern of Anthony Burgess's future 

^Anthony Burgess, Beds in the East (London: Heine
mann, 1959), P- 163. 

2°Ibid. 

"^•"•rbid. , p . l6^•. 
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work. His subject, like that of the epic, is arms and the 

man, but his vision of battlements is metaphysical; the 

Augustinian City of God. 

Anthony Burgess's use of the sonnet as a mythopoeic 

structure is perhaps best demonstrated by Nothing Like the 

22 

Sun (1964), a novel based on the life of William Shake

speare. The surface architecture of Nothing Like the Sun 

is designed in accordance with the dictates of the sonnet 

form; the deep structure of the novel, however, is inspired 

by the fused mythopoeic forms of the Mystic Way and the 

epic. Burgess suggests in this novel that Shakespeare's 

greatness, his poetic genius, is the result of a spirit

ual pilgrimage, epic in scope and dimension, which allov/s 

the Bard to experience the Manichean Ultimate Reality of 

the godhead. 

Burgess has commented extensively (and mischievously) 

on the writing of Nothing Like the Sun in "Genesis and 

Headache," an essay published in Afterwords; Novelists 

and Thei.r Novels. ^ In this essay Burgess explains that 

he had thought about a novel dealing with the life of 

Anthony Burgess, Nothing Like the Sun (London; 
Heinemann, 1964),, 

-̂̂ Anthony Burgess, "Genesis and Headache," Afi5?HVrH\4̂ *' 
Novelists and Their Novels, ed. Thomas McCormack (New York: 
Harper & Row, I969). 
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Shakespeare for a long time but that the project appeared 

too formidable to undertake despite the many years de

voted to research and preparation: 

In January, I963, however, I saw that 
the ghastly but fascinating task couldn't 
be delayed any longer. The quarter-cen
tenary of Shakespeare's birth v/ould be 
celebrated on April 23rd, I964, and I 
would never find a more appropriate 
publishing date. Moreover^, there was 
a duty that only a novelist could ful-
fill--that of qualifying the quasi-relig
ious attitudes of the impending festival 
and shov/ing v/hat the man, not the bard, 
may have been like. I had had my title 
ready a long time. Nothing Like the 
Sun--a phrase from one of his sonnets--
m.eant prim.arily that the hui.oan reality 
of the artist bore no resenblance to 
the shining golden image that time 
had made.24 

Burgess's fictional rendering of Shakespeare's life derives 

from the narrative ambiguities of the Sonnets. The dark 

lady whose eyes, according to Sonnet I30, are "nothing 

like the sun" is the catalyst for Burgess's attempted re

creation of the Bard of Avon, v/ho, as he has indicated 

above, as a man v/as "nothing like the sun" of his his

torical reputation. 

The design of Nothing Like the Sun is the result of 

careful deliberation. Since the Sonnets provide the basis 

for the novel, it is logical that Burgess should have 

^^Ibid., p. 29. 
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decided to model his book on the structure of the sonnet. 

"Nobody," he writes, "regards the sonnet-form as too artifi

cial to express passion, and it v/as the shape of a poem--

monstrously enlarged--that I v/anted for my novel. A lot 

of contemporary fiction," he adds, "v/ould be better for 

the constrictions of a mould, however artificial: there's 

too much reliance placed on publisher's editors, v/hose' 

job is mainly to stem the Thomas VJolfean flow." ^ 

Burgess explains his plan for Nothing Like the Sun and 

the degree with v/hich he v/as able to follov/ this plan as 

follov/s; 

I planned Nothing Like the Sun as a binary 
movement v/ith a brief epilo:;':ue. Part I v/as 
to deal v/ith Shakespeare's puberty and end 
v/ith his departure for London, Part II, 
the more complex and the longer, v/ould be 
about the mature, but not senescent, Shake
speare and end v/ith the shock of syphilis 
(in other v/ords, it v/ould deal only v/ith 
the "sv/eet Master Shakespeare" who v/as 
the darling of the Inns of Court and 
merely, in a single paragraph perhaps, 
foreshadov/ the bitter and misanthropic 
tragedian). Rather arbitrarily, I 
decided that Fart I and Part II should 
each have ten chapters, and that a chap
ter of Part II should be about tv/icê the 
length of the corresponding chapter in 
Part I. This has been, I think, pretty 
accurately fulfilled. I look now and 
find that" I,i goes from page 3 to page 
10, v/hile II.i takes from page 79 to 
page 94 (the proportion is 7:14=1.2). 
1.7 is from 46 to 53;-II-7 from 160 
to 175 (7:15--near enough). And so on. 

^^Ibdd. , p. 32. 
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The epilogue v/as also to have ten chapters, 
very brief, each of them half the length of 
the corresponding chapter in Part I. This 
didn't v/ork out. It made the epilogue too ~ 
contrived.26 

All of this is rather impressive, but v/hen the reader 

actually looks at the novel in the light of these comments, 

he is likely to experience some confusion. A binary move

ment is suggestive of the Petrarchan sonnet rather than 

the English sonnet. In the Petrarchan sonnet the first 

movement or part is longer by two lines than the second 

movement. As for the Epilogue, v/hat is one supposed to 

do v/ith that? The Petrarchan sonnet form, in any case, 

hardly seems appropriate for the design of a novel deal

ing v/ith Shakespeare, the master of the English sonnet 

form. Is Burgess then follov/ing the English sonnet form 

to structure his novel? That Burgess has the English 

sonnet form in mind seems more logical and fitting; but 

his analysis of the structure of Nothing Like the Sun 

quoted above hardly bears this out unless one considers 

Part II, which is tv/ice as long as Part I, as constituting 

the second and third quatrains of the English sonnet form. 

The Epilogue, then, works very neatly as the concluding 

couplet. Burgess, hov/ever, omits in his comments on the 

structure of Nothing Like the Sun any reference to the 

^^Ibid., pp. 31-32. 
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Prologue which introduces the novel with considerable 

effectiveness. 

If the Prologue is considered as an important struc

tural unit overlooked in Burgess's quoted comments, then 

it might be possible to see Nothing Like the Sun as sonnet

like in structure but "monstrously enlarged. "̂ "̂  The Pro

logue might be considered the opening quatrain of the Eng

lish sonnet since it establishes an important theme in the 

novel. It makes, in other v/ords, a statement which is to 

be developed and explored in the narrative to follov/. 

Part I, then, Shakespeare's youth, might stand as the 

amplification. Part II, the mature Shakespeare, contains 

the climax of the novel, and the Epilogue provides the 

resolution characteristic of the concluding couplet of 

the English sonnet form. Perhaps Mr. Burgess has succeeded 

in fooling himself and deceiving us into the bargain. 

The Epilogue of the novel is written in first person, 

with the narrator-lecturer, Mr. Burgess, by now quite 

overcome with samsu, engaging in a bit of melodramatic 

ventriloquism as he soliloquizes in the fused personas of 

lecturer and VJS, in the fading light of late afternoon, 

on the Dark Night of the Soul and the Union v/ith the god

head. Both Mr. Burgess and VJS are returning home, Mr. 

"̂̂ Ibid. , p. 32. 
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Burgess to England and VJS to his East. The opening sen

tence of the Epilogue indicates the skill with which Bur

gess blends the voices of lecturer and poet. "I am near 

the end of the v/ine," "̂  intones the lecturer; and the 

sense of this statement operates two ways. The narrator-

lecturer has almost consumed the three bottles of samsu 

presented to him as a gift by his favorite students; oh 

another level, the statement is the voice of VJS foreseeing 

his imminent death. For VJS death comes as a welcome re

spite. He feels no regrets, and the temptation to resist 

the inevitable, to delay by strength of v/ill the final 

darkness, is a.bsent. For him, death represents the logical 

end of the journey; "If you plunge into that dark there 

you will emerge at length into a raging sun and all the 

fabled islands of my East, And that is what I shall be 

29 doing tonight, off like a bird." ^ Mr. Burgess is bidding 

farev/ell to his students; WS is bidding farewell to his 

attendant physician, his son-in-law John Hall. 

Although the epic and the sonnet are the most impor

tant mythopoeic structures based on literary models in 

Anthony Burgess's work, he does not confine himself to 

these two structures in planning the organization or 

28 Nothing Like the Sun, p. 224. 

^^Ibid. 
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architecture of his novels. In Honey for the Bears (I963), 

for example, the surface structure of the novel is modeled 

after the fairy tale. In Tremor of Intent (I966), the 

surface structure is inspired by the thriller, and in The 

Wanting Seed (I962), Burgess uses the anti-utopian novel 

as a mythopoeic form to organize his narrative. The use 

of the fairy tale in Honey for the Bears, hov/ever, is • 

typical of the v/ay in v/hich Burgess employs such literary 

structures to give his v/ork a mythopoeic resonance by 

the use of a familiar structural pattern. 

As a fairy tale. Honey for the Bears (1963)-̂  con

forms to Alexander H. PCrappe' s definition of the genre 

in The Science of Folklore: 

/~A_7. . . fairy tale . . ./~is_7 a 
continued narrative generally of a 
certain length, practically alv/ays in 
prose, serious on the v/hole, though 
humour is by no means excluded, cen
tring in one hero or heroine, usually 
poor and destitute at the start, v/ho. 
after a series of adventures in which 
the supernatural element plays a con
spicuous part, attains his goal and 
lives happy ever after.31 

Although the hero of Burgess's updated fairy tale is not 

destitute, his background is definitely lower class and 

his antique business provides only a modest living. In 

-̂ Ânthony Burgess, Honey for the Bears (London: Heine
m.ann, 1963). 

"̂''Alexander H. Kranne, The Science of Folklore (New 
York: W. W, Norton, /~"i929l7"l964), p. 1. 
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addition to the general characteristics of the genre 

outlined by Krappe, the hero of a fairy tale is usually 

burdened with some task which must be fulfilled, and suc

cess almost alv/ays involves the intercession of a super

natural power on the hero's behalf. Paul Hussey's task 

is to sell the twenty dozen drilon dresses on the black 

market. His motives are unselfish. He undertakes the' 

task in order to benefit the v/idow of his best friend, 

victim of a sudden and unexpected heart attack, v/ho made 

an annual trip to the Soviet Union to black market con

sumer goods--honey for the Russian bears. As a secondary 

benefit for assuming this responsibility, Paul and 

Belinda Hussey hope to combine business v/ith pleasure. 

After all, Leningrad holds considerable interest for 

foreign tourists. 

Paul's attempts to sell the drilon dresses are not 

successful; he ends in jail as an enemy of the Russian 

people and the Soviet v/ay of life. Burgess, however, 

provides him with another task, Manichean in result, 

which he is able to perform successfully with the help of 

a mysterious personage called Dr. Tiresias, an appropri

ately androgynous figure representing the supernatural. 

This second task involves the escape from Soviet Russia 

of a young man v/hom Paul believes to be the son of a 

famous Soviet musician in trouble v/ith the authorities. 
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Paul discovers, however, that the young man is really a 

vicious, hardened criminal. VJhat Paul has done, of course, 

is to re-introduce evil into the Western World; in so doing, 

he makes himself into a prototype of the Manichean hero. 

Describing Honey for the Bears as a fairy tale is appro- • 

priate in another sense, since both Paul and Belinda 

Hussey discover that their sexual orientation is more 

homosexual than heterosexual. 

Although mythopoeic structures based on literary 

forms play an important and not unexpected part in the 

organization of Burgess's fiction. Burgess's musical 

background has been of considerable use to him in suggest

ing non-literary structures derived from musical forms on 

v/hich to build or to articulate the action of a novel. 

In spite of the difficulties involved in translating aural 

abstractions into verbal concreteness. Burgess makes the 

attempt, and such musical structures as he employs to or

ganize his novels comprise the third category of mytho

poeic forms or patterns to be found in his work. Al

though Burgess uses the sonata and the symphony as mytho

poeic structures in the design of particular novels, he 

has the most success v/ith the opera. 

The surface structure of A Vision of Battlements 

(/"1949__7 1965), for example, is tripartite, framed by 

an introduction and a conclusion or epilogue. A number 



120 

of Burgess's novels are organized in this way; it is pos

sible, therefore, to view the structure of A Vision as 

sonata-like, consisting of exposition, development, and 

recapitulation. The structure of The Long Day Wanes, 

Burgess's Malayan trilogy, is, by extension, symphonic: 

the sonata with considerably more elaboration, complexity, 

and orchestration. Thus Burgess's training in classical 

musical forms appears to have influenced him in the writ

ing of novels, and it is possible to see such musical 

forms as the sonata and the symphony as being vaguely 

mythopoeic structures shaping the design of particular 

novels. But turning the abstractions of music into the 

concreteness of literature, except in the vaguest terms 

of general organization, is a supremely difficult if not 

impossible task. Burgess makes the best of his musical 

training in using a very literary musical form, the opera, 

as a mythopoeic structure for The Worm and the Ring (I96I). 

The VJorm and the Ring is a mock-heroic adaptation of 

Richard VJagner's Per Ring der Nibelungen. The relation

ship between novel and opera, however, is more tenuous 

than concrete. Burgess does not attempt the kind of 

parallel rev/orking of opera into novel that characterized 

his use of the Aeneid in A Vision of Battlements. The 

title of the novel suggests association v/ith Der Ring, but 

the title alone is not very conclusive evidence that 
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Burgess had the Wagner opera in mind v/hen he wrote The 

•̂orm and the Ring. The names which Burgess gives his 

characters, hov/ever, indicate that per Ring and the 

Nibelungen saga played a part in the conception of the 

novel. Structurally, The Worm and the Ring is divided 

into four parts v/ith a brief summary epilogue. The four 

parts of the novel correspond, often very vaguely, to the 

four individual operas which make up the Ring cycle. The 

theme of VJagner's Ring is the dissolution of the old order 

of the gods and the emergence of a nev/ order of men. The 

theme of The VJorm and the Ring is much the same. The old 

order represented by Hellenism and the Augustinian com

promise is superseded by a nev/ order, the Pelagian wel

fare state of goodness and democratic mediocrity. The 

Valhalla of the gods, the old grammar school, v/hile not 

destroyed, is to be replaced by a modern school building, 

the nev/ Valhalla. 

Rather than attempt to translate the labyrinthine 

plot of Der Ring into a modern equivalent (which would 

mean a huge novel). Burgess selects either an important 

motif or a dramatic situation from each of the four operas 

of the Ring cycle as the basis for each of the four sec

tions of his novel. In choosing the dramatic situation 

or motif, however, he does not--and this needs to be em

phasized—seek to mirror it slavishly; instead, he merely 
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uses it as an idea for developing his material. Thus in 

Part One (Das Rheingold). for example, Albert Rich (the 

Nibelungen dwarf Alberich) steals a diary (the Rhinegold) 

from Linda v/hile Linda's companions (the Rhine-maidens) 

look on helplessly. The possession of the diary gives 

Albert Rich unexpected power in the small v/orld of the 

grammar school (Valhalla) since the diary contains mate

rial prejudicial to the authority of the headmaster Wool-

ton (Woton, king of the gods). 

In Part Tv/o (Die Walkure), Burgess reduces the quar

rel between Siegmund and Hunding over the possession of 

Kunding's v/ife (Sieglinde) by Siegmund to less than epic 

proportions. In fact, the quarrel becomes a rather 

tawdry middle-class romantic imbroglio v/ith Christopher 

Hov/arth, Veronica, and Hilda Connor (Brunnhilda) acting 

the major roles. Fricka, VJoton's v/ife, urges her husband 

to support Hunding's claim in Die Walkure. Frederica, 

VJoolton's v/ife, like her namesake, is also concerned with 

the sanctity of marriage vov/s. 

In Part Three (Siegfried), the hero of the title, 

journeys in search of the magic sv/ord Not hung and of the 

sleeping Valkyrie Brunnhilda. The journey motif is 

echoed in this section of the novel as Howarth and Hilda 

Connor make their trip to Paris as chaperones and culture 

guides for a motley band of schoolchildren. Hov/arth 



123 

manages to consummate his relationship with Hilda Connor 

while in Paris and, imitating Siegfried, who kills the 

treacherous dwarf Mime, Howarth is responsible, indirectly, 

for the injury suffered by Mimms in a Paris traffic acci

dent. 

Part Four (Gotterdammerung) describes the twilight 

of the gods as the old grammar school is abandoned and' 

the new school is opened with appropriate ceremonial 

hoopla. The gods suffer defeat as both Howarth and Wool-

ton are displaced by Gardner, who will preside over the 

new Valhalla of thingness. 

VJhat Burgess has done is to make trivial the gran

diose events and drama of Der Ring. This is, after all, 

no age of heroes. Even God is dead. Howarth and VJoolton 

are comic bumblers, and Festival of Britain year or no, 

the world of giants and magic swords and helmets is gone. 

Burgess does not even introduce either sword or the hel

met into his novel. He uses Der Ring as ironic comm.entary 

on an age in v/hich great drama, great deeds, great music 

have been reduced to pedestrian pov/er struggles (office 

politics) in a provincial grammar school, love has be

come the stuff of soap opera, and musical genius is ex

emplified by the Beatles. The heroic world of Der Ring 

has become, in other words, the bourgeois v/orld of the 

The Worm and the Ring. Christopher Howarth, the central 
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character, presents something of a puzzle since neither 

his name nor his character has any exact referent in the 

Ring cycle. At times he seems to combine tlie roles of 

Siegmund and Siegfied; actually, he is neither. He is, 

quite simply, the wayfaring sinner in search of salvation 

in a world which denies the divine necessity of heroic 

struggle against evil. 

The fourth category of mythopoeic structures to be 

considered in this discussion concerns structures which 

derive from philosophical or historiographical models. 

Occasionally Burgess organizes his novels according to a 

cyclic theory of history based on the struggle between 

Augustinianism and Pelagianism for political and intellec

tual hegemony, and occasionally he organizes his novels 

accorcHlng to a philosophical dialectic based on the Hege

lian process of thesis, antithesis, and synthesis. The 

surface structure of The VJ anting Seed (I962) is an ex

ample of the first mythopoeic pattern, and A Clockv/ork 

Orange (I962) is an example of the second m.ythopoeic 

pattern. 

Burgess's theory of history as developed in The 

V/anting Seed is based on the Manichean dialectical po

larities represented by Pelagianism and Augustinianism. 

According to Burgess, the law of historical development 

is that societies shift back and forth in their allegiance 
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to one or the other of these two perspectives. Using his 

hero Tristram Foxe, a fifth-form history teacher, as a 

mouthpiece, Burgess expounds at length on his cyclic 

theory of history in the form of lectures delivered by 

Tristram to his fifth-form students. The lectures, ex

tensively recorded in the novel, provide an explanation 

of the theme and structure of The Wanting Seed: 

/~Tristram_7 went to the blueboard and 
yellow-chalked a large clumsy ring. 
'Now,' he said, sv/ivelling his head to 
look at his pupils, 'here is how the 
cycle works.' He marked off three arcs. 
'We have a Pelagian phase. Then we have 
an intermediate phase.' His chalk thick
ened one arc, then another. 'This leads 
into an Augustinian phase.' More thick
ening, and the chalk was back v/here it 
had started. 'Pelphase, Interphase, 
Gusphase, Pelphase, Interphase", Gus-
phase, and so on, for ever and ever. 
A sort of perpetual waltz.'32 

Tristram then describes the Pelagian phase in the cycle 

as an attempt to realize human perfection: 

'A government functioning in its 
Pelagian phase commits itself to the 
belief that man is perfectible, that 
perfection can be achieved by his 
ov/n efforts, and that the journey to
v/ards perfection is along a straight 
road. Man v/ants to be perfect. He 
wants to be good. The citizens of a 
community v/ant to co-operate with 
their rulers, and so there is no real 
need to have devices of coercion. 

^ Anthony Burgess, The VJ anting Seed (London: Heine-
marji, I962), p. I7. 
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sanctions, which v/ill force them to co
operate. Lav/s are necessary, of course, 
for no single individual, however good 
and co-operative, can have precise know
ledge of the total needs of the community. 
Lav/s point the v/ay to an emergent pattern 
of social perfection--they are guides. 
But, because of the fundamental thesis 
that the citizen's desire is to behave 
like a good social animal, not like a 
selfish beast of the waste wood, it is 
assumed that the lav/s will be obeyed. 
Thus, the Pelagian state does not think 
it necessary to erect an elaborate pu
nitive apparatus. Disobey the law and 
you v/ill be told not to do it again or 
fined a couple of crov/ns. Your failure 
to obey does not spring from Original 
Sin, it's not an essential part of the 
human fabric. It's a mere flav/, some
thing that v/ill be shed somev/here along 
the road to final human perfection.' 

' , . , in the Pelagian phase or Pel-
phase, the great liberal dream seems 
capable of fulfilment. The sinful ac
quisitive urge is lacking, brute desires 
are kept under rational control. The 
private capitalist, for instance, a 
figure of top-hatted greed, has no 
place in a Pelagian society. Hence 
the State controls the means of produc
tion, the State is the only boss. But 
the v/ill of the State is the will of the 
citizen, hence the citizen is working for 
himself. No happier form of existence 
can be envisaged.'33 

Human perfection, however, is not so easily achieved; 

reason proves inadequate in the struggle for sweetness 

and light; force becomes necessary, and force ushers in 

a new phase in the cycle: 

33 Ibid., pp. 17-18. 
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•Remember, however,' said Tristram, in 
a thrilling near-v/hisper, 'remember that 
the aspiration is always some way ahead 
of the reality. What destroys the dream? 
VJhat destroys it, eh?' He suddenly big-
drummed the desk, shouting in crescendo, 
•Disappointment. Disannointment. DIS
APPOINTMENT.' He beamed. 'The governors,' 
he said, in a reasonable tone, 'become dis
appointed when they find that men are not 
as good as they thought they v/ere. Lapped 
in their dream of perfection, they are 
horrified when the seal is broken and 
they see people as they really are. It 
becomes necessary to try and force the 
citizens into goodness. The laws are 
reasserted, a system of enforcement of 
those lav/s is crudely and hastily knocked 
together. Disappointment opens a vista of 
chaos. There is irrationality, there is 
panic. VJhen the reason goes, the brute 
steps in. Brutality!' cried Tristram. 
The class v/as at last interested. 
•Beatings-up. Secret police. Torture 
in brightly lighted cellars. Condem
nation v/ithout trial. Fingernails pulled 
out with pincers. The rack. The cold-
water treatment. The gouging-out of eyes. 
The firing-squad in the cold dawn. And all 
this because of disappointment. The Inter
phase. '3^ 

VJarming up to his subject, Tristram describes the social 

and political breakdov/n v/hich results in the Augustinian

ism: 

'But . . , the Interphase cannot, of 
course, last for ever.' He contorted 
his face to a mask of shock. 'Shock,' 
he said. 'The governors become shocked 
at their own excesses. They find that 
they have been thinking in heretical 

3^ Ibid., pp. 18-19. 
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terms--the sinfulness of man rather than 
his inherent goodness. They relax their 
sanctions and the result is complete chaos. 
But, by this time, disappointment cannot 
sink any deeper. Disappointment can no 
longer shock the state into repressive 
action, and a kind of philosophical pes
simism supervenes. In other v/ords, we 
drift into the Augustinian phase, the 
Gusphase. The orthodox view presents 
man as a sinful creature from v/hom no 
good at all may be expected. A dif
ferent dream, gentlemen, a dream v/hich, 
again, outstrips the reality. It even
tually appears that human social behaviour 
is rather better than any Augustinian pes
simist has a right to expect, and so a sort 
of optimism begins to emerge. And so Pela
gianism is reinstated. We are back in the 
Pelphase again. The wheel has come full 
circle.'35 

The VJ anting Seed is Burgess's defense of the Augustinian 

vision of order. VJithout sin there can be no civilization 

v/orthy of the name. Sin in the v/orld of The VJ ant ing Seed 

is reproduction. VJhen the state interferes v/ith human 

reproduction, all reproduction in nature ceases. The 

v/orld becomes a v/asteland that can be re-animated only 

by atavistic paternity lust. 

The structure of The VJanting Seed is based upon this 

cyclic theory of history. The five parts plus epilogue 

parallel a political order that moves from Pelphase 

(Parts 1 and 2) through Interphase (Parts 3 and 4) to 

Gusphase (Parts 5 and Epilogaie) and the beginnings of a 

^^Ibid., p. 23. 
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return to Pelagianism as witnessed by the Ministry of 

Fertility's slogan: "All life is one."^^ 

The surface structure of A Clockwork Orange^*^ follov/s 

the mythopoeic pattern of the Hegelian dialectic of thesis, 

antithesis, and synthesis in chronicling the coming of age 

of an adolescent gang leader named Alex. Alex describes 

his life between the ages of fifteen and eighteen. He 

addresses hie sto.ry to his "brothers" and refers to him

self, v/ith mock humility, as "your humble narrator,"^ 

The three sections of the novel describe three different 

Alexes, a "bad" Alex, a "good" Alex, and, finally, a 

"human" Alex. In Part One, Alex is a hoodlum v/ho revels 

in acts of "ultraviolence," In Part Tv/o, Alex is a pris

oner, sentenced to a fourteen-year term for a murder com

mitted at tjie end of Part One, VJhile a prisoner he par

ticipates in the brutal beating of a homosexual cell-m.ate. 

VJhen the cell-mate dies, Alex is selected by the prison 

authorities to undergo a reclamation process called the 

Ludovico Technique which, transforms him from a violent 

•criminal to a docile good citizen. In Part Three, Alex 

is returned to the v/orld; unfortunately, he is unequipped 

•^^rbid., p. 165. 

-^'Anthony Burgess, A Clockv.̂ ork Orange (London: Heine
mann, 1962). 

^^Ibid., p. 1, p. 185. 
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for survival since any form of violence results in debili

tating nausea, a consequence of the Ludovico Technique. 

He becomes a political pav/n for anti-government liberal 

dissenters led by F, Alexander, the author of a book en

titled A Clockwork Orange. An unsuccessful suicide 

attempt by defenestration restores Alex's original violent 

character, and he briefly resumes his career as an anti

social delinquent. The return to the Alex of Part One is, 

however, short-lived. At the end of the novel Alex 

decides to begin a new life as husband and father. He 

chooses goodness because goodness is the only way to 

survive. 

In conclusion, it may be v/ise to refer to Slochower's 

definition of mythopoesis cited earlier in the chapter. 

The reader may recall that in identifying the genesis of 

the mythopoeic imagination, Slochower noted that mytho

poesis is a phenomenon v/hi.ch characteristically occurs 

in ". . . periods of crisis, of cultural breakdown, when 

faith in the authority structure /"is_7 waning. "•-̂'̂  

Burgess's use of what I term "mythopoeic structures" is, 

I think, an attempt on his part to restore faith in 

39 Slochov/er, p . 15 . 
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"authority structure," specifically the authority struc

ture represented by Catholic Christianity. Burgess's 

mythopoeic structures are, as a consequence, variations 

on the labyrinth motif developed in Enderby's poem "The 

Pet Beast" in Enderby Outside. The purpose or function 

of these structures is tv/ofold; they serve to circum

scribe the monster of original sin, on the one hand, and, 

on the other hand, they serve to provide an essential and 

necessary architectural artifice for the spiritual regen

eration of the Burgess sinner-hero, a modern everyman. 

Original sin, in other v/ords, is the "dynamo" for all 

meaningful human consciousness, and the mythopoeic struc

tures essential to the regenerative process. 

The reader should also keep in mind Burgess's comment 

on the use of the Aeneid in A Vision of Battlem.ents. The 

only v/ay to "tame" the chaos of human experience, v/rites 

Burgess in the Introduction to that novel, is "to enclose 

it in myth." Therefore mythopoeic structures--v/hether 

metaphysical, literary, musical, or philosophical in in-

spiration--serve this end: they impose or attempt to im

pose an authority structure on v/hat otherv/ise, to use 

DenhaFi's descriptive epithet for post-v/ar England, is a 

"mess." The reanimation or revivification of such struc-

A Vision of Battlements, p. 8. 
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tures brings order to the "mess" of the post-war v/orld, 

v/hich, under the aegis of Pelagian supermen, has become 

a sinless v/asteland. In the v/asteland of the post-war 

v/orld the individual man is a "thing" because the dynamo 

of original sin no longer is allov/ed to activate his spir

itual consciousness. The important idea, then, from Bur

gess's point of viev/, is to recreate the monster of orig

inal sin and to re-create the labyrinth v/hich contains 

the monster. Therein lies the raison d'etre of Anthony 

Burgess's mythopoeic imagination. 



CHAPTER V 

CONCLUSION 

On the basis of the foregoing chapters, it would be 

valid to draw certain conclusions about the course which 

Anthony Burgess's career as a novelist has followed so 

far. Burgess is essentially a thesis novelist; and the 

thesis, really a philosophical notion, that informs his 

work, structurally and thematically, from A Vision of 

Battlements in 1949 to Enderby Outside in I968 is a Mani

chean vision of order which sees good and evil as being 

co-equal entities. Burgess's Manicheanism dictates the 

mode in which he vrrites as well as the recurrent motifs 

which are present in all of his v/ork as a novelist. Bur

gesses vision of order is a response to a significant cul

tural and intellectual phenomenon: a unitary vision of 

order which, he believes, established itself throughout 

the Western world at about the time of the Renaissance 

and which, based on the Pelagian belief that man is es

sentially good and which, by implication at least, denies 

the power and authority of evil. Despair and alienation, 

the Zeitgeist of the twentieth century, are, according to 

Burgess, the inevitable result of this unitary vision 

which fails to give the devil his due. The Middle Ages 

is, for Burgess, the' last historical period in which evil 

was truly recognized. 

133 
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Burgess has written that "the rarest and most de

sirable of all human experiences is the mystical one--

the sense of direct contact with God, or the Ground of 

All Being or whatever we wish to call Ultimate Reality."^ 

To Burgess the ideal subject for the novel, therefore, is 

"the process which turns a sinner into a saint—not by a 

sudden Pauline conversion...but by the working of some 

slower Augustinian ferment." Burgess treats this theme 

and subject--the mystical av/areness of the godhead and 

the transformation of a sinner into a putative saint--in 

mythopoeic terms in his fiction. Inspired by an intense 

missionary zeal. Burgess believes that the wrong myths 

control and shape both our imagination and our destiny. 

He is convinced that myths make us v'hat we are, either 

human beings or "things." Burgess's mythopoeic imagi

nation is concerned v/ith the revitalization and regener

ation of a cultural heritage in crisis. The reason for 

the crisis is that the nature of Ultimate Reality has 

been misconceived as a unity which denies the principle 

of evil. 

The Ultimate Reality which the typical Burgess sinner-

hero discovers after experiencing a five-stage mystical 

^Anthony Burgess, "The Manicheans," Times Literary 
Supplement, 3 March 1966, p. 153. 

^Ibid., p. 15^. 
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apotheosis (Awakening, Purgation, Illumination, Dark Night 

of the Soul, and Union) is a Hianichean dualism of co-equal 

good and evil. Manicheanism is a heretical doctrine which 

Burgess justifies as necessary for the salvation of the 

world in thrall to an equally heretical doctrine which he 

identifies as Pelagianism. Pelagianism makes men into 

"things," clockwork oranges, by proposing an essential 

human goodness and self-sufficiency before God. It is 

Burgess's conviction that the Augustinian mythology of 

original sin and of spiritual regeneration through divine 

grace needs to be- reanimated and reaffirmed. Thus the 

Burgess sinner-hero, a Manichean "ambassador of light,"-^ 

having undergone the enlightenment of the Mystic V/ay, is 

charged v/ith the task of assisting in the return of the 

eschatological age: death, judgment, heaven, and hell. 

A prerequisite for the return of the so-called escha

tological age is the recognition that the present universe 

and its inhabitants are a mixture of good and evil, god 

and not-god, light and darkness. 

The seventeen versions of the transform.ation of a 

sinner into a putative saint v/hich Burgess produced be

tween I956-I968 are conceived of in terms of mythopoeic 

-̂ J. Ries, "Manicheanism," New Catholic Encyclopedia, 
IX (New York: McGraw-Hill Book Co., I967), 155-
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structures. These so-called mythopoeic structures may 

be classified as follows: (1) mythopoeic structures based 

on metaphysical forms (e.g., the Mystic V.̂ ay, Manicheanism); 

(2) mythopoeic structures based on literary forms (e.g., 

epic, sonnet, fairy tale); (3) mythopoeic structures based 

on musical forms (e.g., sonata, symphony, opera); and (4) 

mythopoeic structures based on philosophical forms or pat

terns (e.g., a cyclic theory of history, the Hegelian dia

lectic) . 

Burgess's use of mythopoeic structures in his novels 

reflects the binary principle of the Manichean Ultimate 

Reality v/hich he posits. His novels are constructed on 

two levels so that one may discern a surface structure as 

v/ell as a deep structure. Thus, the surface structure of 

a particular novel may, for example, be modeled on one 

mythopoeic structure v/hile the deep structure of the same 

novel may be constructed according to the design of a quite 

different mythopoeic structure. Very often the deep struc

ture of a Burgess novel is a combination of the Mystic 

VJay, a "metaphysical" structure, and the epic, a "literary" 

structure. In fact. Burgess commonly fuses the Mystic VJay 

and the epic in the deep structure of his novels. Burgess 

tends to see the Mystic VJay in terms of the characteristics 

of the epic. The specific epic poem v/hich Burgess finds 

congenial to his purposes is Virgil's Aeneid, which com-
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bines the Iliad and the Odyssey, arms and the man and the 

exile in search of a new home, VJhile the Aeneid acts as 

a mythopoeic palimpsest for all of the Burgess novels. 

Burgess's mock-heroic treatment of the epic is inspired 

by Don Quixote. 

In essence, mythopoesis involves the revitalization 

and regeneration of a cultural heritage in crisis. For 

Anthony Burgess mythopoesis is a three-dimensional proc

ess. Besides the redemption of "the values of the past 

and present in their ŝ /mbolic /~mythic_7 form," Burgess 

is concerned with revitalizing the structures or patterns 

v/hich subsume the cultural heritage as v/ell as with re

storing the archetypical hero of myth engaged, typically, 

in a pilgrimage of self-discovery. Thus Burgess seeks to 

redeem myth, mythic structures, and the mythic hero. 

^Harry Slochower, Mythonoesis; Mythic Patterns 
in the Literary Classics (Detroit, Michigan: IJayne State 
University Press, 1970), p. 15' 
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