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CHAPTER I 

INTRODUCTION 

Purpose and Scope 

To state that John Fowles has produced fiction densely rich in ambiguity and 

paradox is almost a truism, and yet one feels that the statement must be made because the 

author himself is such a complex of conflicting, often irreconcilable, ideas. He refers to his 

own texts as "parables" and "heuristics," defines himself as a moralist obsessed with his 

themes, and considers one of the fundamental aims of the novel a didactic one. He insists, 

however, that his texts are not crossword puzzles with a predetermined set of clues to 

them, because the reader ultimately has enough freedom to interpret, utilize, and transform 

those texts. Fowles condemns writers' excessive preoccupation with technique and their 

search for a unique literary form, and yet this writer, who states that he aspires to write in 

all styles, "as Picasso has painted, and Stravinsky composed" ("I Write" 90), has 

developed a style as distinctly his own as his quintessential themes. Without fearing 

contradiction, Fowles can claim, in the course of the same interview, that he is a humanist, 

but that if he were given the choice, he would leave birds rather than people in the world. 

Not least among his highly problematic views are his professed allegiance to the feminist 

cause, along with his celebration of the "feminine principle," and his characterization of 

women in his novels, views on which this thesis will focus. 

In numerous interviews, articles, and essays, Fowles has shown concern about the 

role and treatment of women in patriarchal societies. In an article he wrote for a popular 

magazine in the late sixties, "The Trouble with Starlets," Fowles analyzes the 

contemporary institution of "starletry," which reduces women to the condition of "houris" 

and men to the role of "moguls," terms which he takes from the description of Moslem 

pictures of paradise: 
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The houris . . . were not simply prostitutes but indispensable creators of 
ambience--and shutters-out of reality. Naturally they offered glimpses of free 
sexual bliss; they suggested that it is not only the gates of heaven that open 
gratis to the brave; but their primary function was to constitute the visual-tactile 
decor in a best of all possible male worlds. ( 15) 

Fowles goes on to describe various types of modern "houris," such as the "bunny girls," 

expense-account secretaries, executive escorts, and models, as products of the reification 

of women in society. He then explores other related phenomena, such as rejuvenation

oriented cosmetics publicity; the worship of girlhood in fashion and general appearance 

among the most famous actresses of the day; and the cult of the "idiotic and ithyphallic 

James Bond," which Fowles reads as a notorious form of "nostalgia for a world where 

men controlled the girls" (17). He also decries the "girlification" of advertising techniques 

in the sixties, which caused older women, men, and even the family to disappear as selling 

Images. Fowles even provides a term for this mania of Western society: 

I am saying that Western, or at any rate Anglo-American, society has become 
girl-besotted, girl-drunk, girl-distorted. Our artificial world sprouts girls as the 
teeth Cadmus sowed sprouted armed warriors, and regardless of gender we all 
worship this plague; it has become a ubiquitous folly of our time. There is a 
word for this condition: nympholepsy. The dictionary calls it "a state of 
rapture inspired by nymphs, hence an ecstasy or frenzy caused by desire of the 
unattainable," and that is more or less what infects us today. (18) 

Fowles claims that the sixties were like a typical entre-deux-guerres period, one that 

is historically destined to be inclined to the frivolous, a propensity which, in the case of the 

sixties, was far from being diminished by the effects of the sexual revolution initiated by 

Freud and the post-war collapse of religious faith. Though the hedonism of the decade 

was inevitable, Fowles, nevertheless, regrets the disappearance of previous forms of man's 

adoration of woman, such as the worship of the mother or the virgin, and the substitution 

of "woman as a source of pleasure, as an instrument, as a substitute for masturbation" 

(19). 
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Although Fowles dismisses an interpretation of nympholepsy as revenge of men on 

women's liberation on the grounds that not only men but also women conspired to bring 

about the new situation, he ultimately attributes the objectification of young women to one 

of modern man's new needs, a need for protection against old age and the prospect of total 

extinction. Fowles argues that menopause has become a sexless process, feared by men 

as well as by women. The modern houris come to represent "a charm, an amulet, a proof 

of agelessness," offering a form of mythical sexual happiness and "the myth-youth to be 

derived from their unmaternal bodies," which is the only "protection against old age that 

modern man can understand." He knows that his total extinction cannot be prevented; 

therefore, "the only palliative of death, he is led like an ancient mogul to believe, is a life 

full of onanistic pleasure" (20). Fowles concludes his article by attacking nympholepsy for 

being an inhuman practice which ostracizes those who are not young or beautiful enough 

to give and receive pleasure. Above all, he expresses his sympathy toward the older 

woman, who is, more than the older man, the real victim of nympholepsy, torn as she is 

"between trying to keep up with the houris and wishing them all death and disfigurement" 

(20). 

If in this article Fowles seeks to dispose of various misconceptions about the role of 

"starlets" in a frivolous society, in his second major article on the subject of women, 

"Jacqueline Kennedy Onassis and Other First (and Last) Ladies," written in 1970, Fowles 

aims to dispel the myth that female physiology and psychology do not make women apt to 

govern. He strongly advocates more female participation in government and predicts a 

female President of the United States before the year 21 00. To antifeminists who argue 

that women have not shown evidence of their capacity to govern in the past, Fowles 

answers that given the male domination ofWestern civilization, the miracle is that women 

have accomplished as much as they have despite men's tyranny and exploitation. Stressing 

qualities such as women's contempt for violence, sympathy for the suffering and the 
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oppressed, tolerance for progress and change, capacity to reach right decisions 

instinctively, and hatred of autocracy, Fowles maintains that "No woman would have let 

her house and garden get into the filthy and poisonous state we now see in and around 

every major, and male-governed, city in the world today" ( 146). 

Fowles then directs his attention to the political abilities of Golda Meir and Indira 

Gandhi, arguing for the former, that no man could have faced the constant threat of 

repressed aggression in her country better, and for the latter, that only she could have 

prevented her poverty-stricken country from sinking into a major chaos. Fowles believes 

that the role played by many "titular" First Ladies (those who are First Ladies by virtue of 

their husband's position), such as Jacqueline Kennedy, seriously obstructs genuine 

achievements like Golda Meir's or Indira Gandhi's. The main reason why "titular" First 

Ladies do harm to their own sex is that they so easily acquiesce in the role of "flower in 

the buttonhole, an item in the husband's style" {147). Fowles also supplies a term for this: 

One might call it the Guinevere syndrome. Such a queen's pleasant duty is to 
look beautiful and to fascinate both the courtiers and the masses .... Since they 
have to function chiefly as ornaments, or status symbols, such Guinevere wives 
are generally sexually attractive--desirable to other men, like good ornaments of 
every other kind .... What they do not make, I'm afraid, is a good argument for 
female participation in government. ( 148-49) 

Fowles concludes his castigation of Jacqueline Kennedy by encouraging women in her 

position to attach more importance to genuine, personal political thinking than to the 

ability to become one of the ten best-dressed women in the world. Using her case also as 

a transition to his critique of men, Fowles condemns her detractors for regarding her 

second marriage as unpatriotic: "People who think that apparently believe in suttee: the 

old Hindu custom whereby a widow cremated herself on her husband's pyre, and a 

superbly vile illustration of pure Adamism" (147). 

Another manifestation of Adamism is men's perpetuation of the myth that 

physically attractive women can ostensibly work at a variety of jobs, but in reality are 
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scarcely more than sex objects. For this reason Fowles expresses his sympathy toward 

women who are not only pretty but also intelligent, because they have to overcome the 

almost insurmountable barrier of their sexual charm in their road to personal and 

professional success. The best argument to support the permissive society, Fowles 

contends, is that "it is taking the heat out of this very archaic male attitude to female 

sexuality" (149). But even in the permissive society, one important obstacle remains, 

which is male resistance to female authority, a direct result of male oversexuality: "In 

most men there is still a feeling of the natural order being turned upside down, of an 

almost metaphysical (after all, isn't God a man?) outrage" (149). Fowles's concluding 

thought is that it will unfortunately take man a long time to accept that being the 

physically stronger sex is no longer relevant to the modem way of life. 

Ever since Mary Wollstonecraft dismissed the Biblical account of the creation of the 

first man and woman as a convenient story to justify male subjugation of women, Genesis 

has been a favorite target of criticism among pro-feminists. Fowles also offers his own 

reading of the Biblical myth, an interpretation which he has articulated at length in his 

book of aphoristic fragments, The Aristos (1964, revised 1968 and 1970), a text whose 

arrogant rhetoric Fowles himself has often derided, but whose content he continues to 

endorse fully: 

I interpret the myth of the temptation of Adam in this way. Adam is hatred of 
change and futile nostalgia for the innocence of animals. The Serpent is 
imagination, the power to compare, self-consciousness. Eve is the assumption 
of human responsibility, of the need for progress and the need to control 
progress. The Garden of Eden is an impossible dream. The Fall is the essential 
processus of evolution. The God of Genesis is a personification of Adam's 
resentment. (165) 

Fowles adheres to the notion of biological male and female principles, the smooth 

interaction of which guarantees society's sanity. One of the factors causing the sickness of 

modem society is male resistance and tyranny in the face of women's emancipation and 
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progress. At all times Fowles identifies Eve with kinesis and progress, and equates Adam 

with stasis and regression. Furthermore, he uses the same paradigm to classify human 

societies into Adam societies, in which "the man and the father, male gods, exact strict 

obedience to established institutions and norms ofbehavior," and Eve societies, in which 

"the woman and the mother, female gods, encourage innovation and experiment, and fresh 

definitions, aims, modes offeeling" (166). The Victorian age is a typical example ofthe 

former; the Renaissance an example of the latter. The origin of antifeminism is the lost 

glory of man's once significant physical superiority and greater versatility in the struggle 

for survival: 

To the Adam in man, woman is no more than a rapable receptacle. This male 
association of femininity with rapability extends far beyond the female body. 
Progress and innovation are rapable; anything not based on brute power is 
rapable. All progressive philosophies are feminist. Adam is a princeling in a 
mountain castle; raids and fortifications, his own power and his own prestige, 
obsess him. (A 166) 

Fowles completes his recreation of the myth by adding that despite her avidity for 

progress, Eve is also tolerant enough to remember Adam and rescue him from his 

conservatism. He finds this tolerance, or "a general scepticism towards the Adam belief 

that might is right" the most socially useful aspect of the female principle (A 166). 

In the same text, Fowles also admires the institution of marriage as one of the 

noblest of relationships and fulminates against the modern cult of eternal youth, which 

threatens to undermine marital fidelity. He also discards the myth of female vanity by 

claiming that modernity sees man, rather than woman, in pursuit of the dream of eternal 

youth. Important evidence of this is the de facto existence of polygamy practiced by 

middle-aged husbands having relationships with young girls. Without necessarily 

advocating the practice, Fowles points out the unfairness of married women's situation: 

"This may be a normal, even finally a healthy, innovation in society. But it could be just 

only if middle-aged women were allowed to follow suit" (A 96). He finally sees Western 
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men's polygamous inclinations as "a last resentment of overthrown Adam against 

victorious Eve" (A 96). 

Elsewhere Fowles has established the same polarity in other terms and associated 

Adamism with absolutisms of various kinds. Commenting on the dynamics of male/female 

relationships in his own novels, he has stated: "I see man as a kind of artifice, and woman 

as a kind of reality. The one is cold idea, the other is warm fact. Daedalus faces Venus, 

and Venus must win" ("Notes" 172). By "artifice" Fowles means male dependence on 

abstract systems, blind reliance on reason, and tendency to bring all forms of reality under 

static control. "Artifice," he seems to believe, generates totalitarian political regimes and 

absolutist religions. To "artifice" he opposes "reality," by which he sometimes means not 

only a female natural ability to know life better but also a proclivity to resist the fixity of 

logical systems and promote constant flux. Fowles celebrates "the irrational" as the force 

that can overthrow tyrannies and bring about enlightenment by virtue of upsetting the false 

"balance" of "artifice." 

In his analysis of the 1982 war between England and Argentina, Fowles provides an 

example of the effects of male "artifice" in practice. Censuring both governments for 

manipulating public opinion and seeking a diversion that could increase their popularity, he 

attributes the war, among other causes, to "that lethal blend of machismo, braggadocio, 

and hypertrophic sense of honor that sullies South American society" and Britain's 

"Unquestioning reverence for kingship, for hereditary peers, for titles and ranks, for caste 

and class, for all artificial hierarchy" ("The Falklands" 721; 726). In both cases the result 

of blind adherence to abstractions and false logical categories is the same: "inability to 

think before words like honor, duty, pride, and the rest" ("The Falklands" 722). 

Machismo is not congenial to Fowles, who has often condemned it as a dominant theme in 

the literature of certain American writers, such as Ernest Hemingway, and in the whole of 

American society. Because he believes in the perfectibility of social conditions, Fowles 
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advocates a more balanced combination of male and female ways of looking at life as a 

safe road to social improvement. 

In Fowles's autobiographical essay about the impact of nature on his life, The Tree 

( 1979), the author reminisces about his early relationship with his father. Although they 

lived surrounded by farm orchards and in close contact with wild nature, his father needed 

the fruits of his own cultivation in the form of strictly pruned trees as "his platonic ideal of 

the strictly controlled and safe, his garden of Eden" (19). Fowles always identified his 

father's pruned trees with his father's love of the world of abstract ideas as well as his 

hatred of natural disorder. Pruning becomes for Fowles a botanical metaphor for the 

artificial obsession with congealing the chaos of reality into fixed shapes, a process he 

identifies with the masculine principle because it signifies a flight to anthropocentrism. 

When he declares, as in James Campbell's interview, that "the universe is female in some 

deep way" (465), he is almost providing a psychodramatic version of the history of 

civilization, with Eros and Civilization locked in a love-hate embrace. More than that, he 

is denouncing the repressive effect of Civilization, the masculine values of logic, 

abstraction, and systematization of reality, over Eros, the feminine qualities of the 

unkempt, the wild, the untamed. 

With these official credentials, Fowles can hardly be charged with misogyny. 

Furthermore, since he insists that "A novel is one person's view of life" ("I Write" 89), and 

that the writer's ambition should be not only to try to affect other people's lives but also to 

help society work towards its ideals, one would expect Fowles's texts to portray strong, 

independent women capable of achieving self-fulfillment and effecting profound 

transformations in other people's lives. To a large extent, the writer does depict female 

characters in consonance with his views on the feminine principle. Fowles's female 

characters are invariably associated, in various ways, with change, evolution, and growth. 

Miranda Grey, the protagonist of The Collector ( 1963 ), begins a process of maturation as 
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an individual and as an artist by virtue of an ordeal she undergoes in the hands of a 

psychopathic killer obsessed with her. Though her growth is thwarted by her death, 

Miranda succeeds in learning from her experience. Strange as it may seem, she realizes 

that, in one sense, her humiliating imprisonment in a cellar proved to be a positive, 

transforming experience. 

In The Magus ( 1965, revised 1977), an immature and existentially inauthentic young 

man has a most unusual journey of initiation. Led by a series of strong women to a "point 

of fulcrum" in his life, he is given the opportunity to attain self-awareness and learn about 

freedom as well as the responsibility of choice. Alison, the woman in love with the 

protagonist, is a wise, realistic, and tolerant woman generous enough to cooperate with 

the masque that has been mounted to enlighten and change the male protagonist. 

Moreover, the masque is orchestrated by a wise, inscrutable, "polyhedral" magician, whom 

Fowles would have liked to have made a woman ("Notes" 172). 

Sarah Woodruff performs a similar curative function in The French Lieutenant's 

Woman ( 1969). A Victorian young man, trapped in convention and repression, is 

awakened into existential freedom and personal authenticity by an enigmatic woman who 

defies all possible categorizations, and who stubbornly remains on the margins of socially 

sanctioned standards ofbehavior, thereby asserting her own individuality. Among other 

realities, the male protagonist is made aware of the falsity of "the virtuous wife" versus 

"the fallen woman" dichotomy and thrown into an entirely new universe by the 

extraordinary, life-transforming Sarah. 

Daniel Martin ( 1977) has the greatest profusion of female characters. As the 

identity-seeking male protagonist goes through life facing a metaphorical garden of 

alternative possibilities--and alternative women, he rediscovers his own past and learns to 

valorize his urge to write a novel, privileging novel-writing over his less authentic 

profession of playwright. He not only rebuilds a number of broken relationships but also 
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acquires a more stable sense of self, firmly anchored in the love for and loyalty to one 

woman. Again, as in the other texts, Jane, the woman the protagonist chose not to marry 

in his youth but to whom he returns in his mid-life, is the redeeming figure that brings 

about the life-saving change. In this case, Jane is not only redeeming but also redeemed in 

the process, for she also has an epiphanic experience that brings her closer to happiness 

and authenticity. After exploring and dramatizing the contrast between Eros and Agape in 

this novel, Fowles celebrates Agapic values, such as disinterested love and charity. 

In Mantissa ( 1982), the novel Fowles wrote partly as a joke, an amnesic writer is 

involved in a test of wills with his shifting Muse. Erato is the most mercurial ofFowles's 

female characters, since she literally metamorphoses herself into a doctor, a nurse, a punk

rock guitarist, a nymph, and a Japanese geisha. As an independent-minded, twentieth

century woman, she engages the writer in a typical battle of the sexes. She reproaches the 

writer because she has no freedom to exist in her own terms, dependent as she is, on the 

writer's will to create and transform her as a character. At other times, she is 

condescending toward him because he is such an incompetent writer that she is moved to 

help him. Whether the Muse or the writer ultimately exerts more power, the novel shows 

that the writer cannot generate texts without the inspiring energy of his Muse. In her 

various healing roles, Erato joins previous heroines determined to rescue male 

protagonists, in this case a blocked writer, from their professional or existential 

immobility. 

Rebecca Hocknell-Lee, the protagonist of A Maggot (1985), undergoes the most 

dramatic and socially transcendental transformation of all Fowles's characters. She 

undergoes a typical F owlesian ordeal in eighteenth-century England at the end of which 

she emerges as a completely different person. Rebecca begins as a prostitute hired by a 

nobleman as an entertainer, but during the journey to the place where she supposedly has 

to play her role, she goes through a bizarre experience that remains impenetrable for the 
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reader and unexplained by the implied author. The protagonist, however, interprets it as a 

quasi-mystical experience: more than an anagnorisis, she has a revelation which moves 

her to change her life and embrace values such as simplicity and asceticism. Most 

importantly, she becomes a religious dissenter, and having been cured of her previous 

infertility, she is blessed with a daughter, who later becomes the founder of the United 

Society of Believers in Christ's Second Appearing (or the Shakers). 

The capacity to defeat stagnation is undoubtedly the principle associated with all 

these women. In general, however, most of them inspire and enact a necessary change in 

a male protagonist. Indeed, the choice of the passive voice in most of the synopsized 

descriptions of female characters' role has not been fortuitous, because their function is 

best described as agentive, or catalytic. Statistics alone would seem to disprove Fowles's 

feminist stance, since in six full-length novels, he has created only two female 

protagonists, one of whom dies before enjoying her painfully gained individuality. The 

obvious counter-argument is that because the male is sick and his sickness threatens to 

contaminate society, it is he who needs the therapy. Still, this bias in the choice of the 

protagonist evinces Fowles's preoccupation with the fate of his male characters and his 

neglect of women's legitimate problems. In other words, by portraying women as 

teachers, healers, and saviors of weak, immature, and selfish men, Fowles sometimes puts 

women in a position subservient to men. By describing heroines rather than female 

protagonists, Fowles often runs the risk of making women's existence more instrumental 

than essential. 

From the standpoint of the most recent manifestations of feminist theory, Fowles 

would be discredited as a feminist from the outset. His obsession with binary systems, 

above all, his insistence on the male and the female as totally opposed principles, seems to 

run counter to postfeminist efforts to deconstruct phallogocentric paradigms, in general, 

and to question the very principle of heterosexuality, in particular. In many interviews 
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Fowles has commented that certain aspects of women's liberation seem rather absurd to 

him; for example, he disapproves of the aggressive advocation of lesbianism. In 

conversation with Sarah Benton, he has declared that although he feels nothing against 

homosexuals, heterosexuality is for him "the better aesthetic choice" ( 18). In another 

interview, conducted by Devon McNamara, he was asked whether "the idea of being man

womanly and woman-manly" made sense to him, but he answered: 

I have not the least desire to get back (or forward) to some unisex utopia. 
Gender difference is a vital source of energy, and profoundly civilizing in 
evolutionary terms. Liberationists who think this polarity or tension is a mere 
result of historical male chauvinism are profoundly wrong. It has been vilely 
exploited by man, but that's not the same thing. ( 17 G) 

Although there is an apparent contradiction between Fowles's frequent attacks 

against rationalism and his adamant defense of the highly questioned notion of the intrinsic 

oppositeness of man and woman, in fact his position is not incongruent with his rejection 

of all absolutisms. In conversation with Carol M. Barnum, he has explained this idea: 

"This remains for me the problem of feminism--indeed of all revolution ... its unhappy 

habit of beginning for just the good reasons but ending as one more tyranny, not very 

different from the one it started by destroying" (196). Any critique ofFowles's feminism, 

then must address his moderate feminism, ifthe combination of"moderate" and "ism" is 
' 

not a contradiction in terms. 

Even considered as a moderate feminist, Fowles immediately poses problems. One 

of them is his tendency to put his male protagonist in confrontation with a choice between 

two women, often sisters or twins, who represent two opposite kinds of woman, or two 

opposite representations of woman as interpreted by various mythologies. For instance, in 

The Collector, Miranda ranges from being a prince sse lointaine to a shameless temptresss 

in the eyes of her captor. In The Magus, Nicholas Urfe faces a choice between "realistic" 

Alison and "romantic" Lily, and then between "pure" Lily and "stained" Rose. Charles 
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Smithson, the protagonist of The French Lieutenant's Woman, is equally torn between 

"pale" and "virtuous" Ernestina and "dark" and "sinful" Sarah, a dichotomy occasionally 

presented as (implied) Penelope versus Calypso. Daniel Martin most obviously contrasts 

Eros and Agape. Mantissa shows a male protagonist whose sexual fantasies about women 

vary from a sensual female doctor applying erotic therapies to him to a submissive, almost 

"rapable" Japanese geisha. The novel also shows him wrestling with Erato in the guise of 

an aggressive and almost androgynous punk, who refuses to be cast into stereotypical 

female representations by men. Rebecca, in A Maggot, is a prostitute who literally 

becomes a saintly figure. These dualities have been identified by many critics and 

expressed in different terms: as "the Jungian 'anima'--the figure of perfect femininity, 

eternal object of the masculine quest ... that takes forms ranging from seductress to 

virgin goddess" (Huffaker 64)~ as the separation of Artemis from Aphrodite as "masculine 

categories of psychological defense" (Raper 62)~ as the retrograde "madonna/whore 

complex" (Lever 90)~ and, far more elegantly, as "the Choice of Hercules ... undecided 

whether to take the path offered by Virtue or that offered by Vice" (Higdon, "Endgames" 

359). 

Whatever model is adopted, this rigid splitting of women falls into the pattern of 

harmful myths denounced by Simone de Beauvoir as perpetuators of woman's situation of 

alterity in society as well as in male-inscribed texts, where her Otherness is represented as 

man's hopes and fears: 

Delilah and Judith, Aspasia and Lucretia, Pandora and Athena--woman is at 
once Eve and the Virgin Mary. She is an idol, a servant, the source oflife, a 
power of darkness~ she is the elemental silence of truth, she is artifice, gossip, 
and falsehood~ she is healing presence and sorceress~ she is man's prey, his 
downfall, she is everything that he is not and that he longs for, his negation and 
his raison d'etre. (143) 

Most feminists have questioned this dualistic image of woman as an artificial construct 

that constitutes a form of psychological oppression of women and a preservation of male 
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supremacy. For Michele Barrett, the twin images of woman are "the means whereby men 

ensure both the sanctity and inheritance of their families and their extrafamilial sexual 

pleasure" ( 45). Sandra Gilbert and Susan Gubar, on the other hand, analyzing the 

problems of women writers, argue that women must struggle to transcend the extreme 

masks of "angel" and "monster" that male authors have imposed on them. Gilbert and 

Gubar quote Sherry Ortner's conclusions that "both the subversive feminine symbols" and 

"the feminine symbols of transcendence" show women standing both "under and over (but 

really simply outside of) the sphere of culture's hegemony" ( 19). The firmness with which 

these feminists of diverse theoretical orientations resist the dualistic image of woman 

indicates how offensive this motif is for feminism in general. 

It could certainly be argued that Fowles explores these male mythologies about 

women, and deconstructs them by presenting male characters who have to exorcise their 

myths as part of their process of maturation. Frederick Clegg should learn that Miranda is 

neither an ideal mother nor a photogenic body; Charles Smithson must learn that Sarah, 

"the fallen woman," is also a virgin; Nicholas Urfe must learn that Alison contains both 

sides--a "Lilyan" and a "Rosean" one--in her personality; Daniel Martin must learn that 

privileging Agape does not necessarily mean losing Eros. Writer Miles Green should 

concede that masculine representations of women in literature are largely falsifications, 

and Judge Henry Ayscough, to whom Rebecca renders her fantastic story, should believe 

that even a prostitute can be redeemed. The ambiguity of the texts often makes it unclear 

whether the men do in fact learn to separate myth from reality. Even if one assumes that 

they do, is not Fowles dispelling a myth only to preserve it in a different visage? In other 

words, the texts preach that it is misleading to divide women into pure virgins and sinful 

enchantresses, but the "real" woman is left for both protagonist and reader to imagine, 

because she is always outside the realm of the text. Moreover, the fact that a wise, 

protective, and inexplicably tolerant woman should open the eyes of a mean, confused, 
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and morally vacillating man circumscribes women to another category formulated in the 

same Manichaean vein: they are devoted "Mothers" rather than perfidious "Mistresses." 

The favorite topos of the double nature of woman is still latent; women are still 

constructed with the pattern that has helped to augment male power and propagate the 

legacy of patriarchy. 

Simone de Beauvoir has expressed this constant clear-cut Good and Evil opposition 

as one that results from perceiving woman as essentially Other: "There is a double 

demand of man which dooms woman to duplicity: he wants the woman to be his and to 

remain foreign to him; he fancies her as at once servant and enchantress" (189). Fowles is 

at once attacking masculinity's most tenacious and primitive of myths and instituting a 

realigned version of it by turning his female characters into dispensers of corrective forces 

and repositories of superior wisdom. Furthermore, establishing a dialectic in which women 

are teachers and men learners puts women in a weak position by implying that only by 

correcting men's vision can society be changed. Women must liberate men from their 

misconceptions so that they can liberate women in practice. It is a dialectic that gives men 

almost unlimited power and imprisons women in liberating rather than liberated roles. 

The idealization of woman as essentially (M)Other is an issue Fowles himself 

explores in his essay, "Hardy and the Hag" (1977). Expressing his agreement with Gilbert 

J. Rose, who applied Freudian theory to The French Lieutenant's Woman, Fowles 

interprets his own novels as journeys back to the early oneness with the mother. Applying 

the same approach to Thomas Hardy's artistic generation of The Well-Beloved, Fowles 

observes: 

We must also remember that the voyage undertaken is back to an indulged 
primal self and all its pleasures, and that the main source of those pleasures was 
that eternal other woman, the mother. The vanished young mother of infancy is 
quite elusive as the Well-Beloved--indeed, she is the Well-Beloved, although 
the adult writer transmogrifies her according to the pleasures and fancies that 
have in the older man superseded the nameless one of the child--most 
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commonly into a young female sexual ideal of some kind, to be attained or 
pursued (or denied) by himself hiding behind some male character .... The 
transmogrification can also, of course, be vindictive, as in so much of The Well
Beloved, or in any novel where woman is treated as betrayer of Adam. Both 
transmogrifications, into the idolised love-object or the unforgiven "whore," 
may very often be seen side-by-side in the same novel. ("Hardy" 33) 

Fowles explicitly interprets his own use of the Hardyesque tryst as "a scarcely concealed 

simulacrum of the primary relationship of the child with the vanished mother" ("Hardy" 

37). He goes on to argue that, because it is in the nature of pleasure to prolong itself, the 

writer will invent obstacles to his hunt of the Well-Beloved and will create unhappy 

endings that do not necessarily guarantee the marriage between hero-author and heroine-

mother. This pattern ensures that the writer can re-enact the hunt ad infinitum. For 

Fowles then, every female character is important as a substitute for the original lost 

woman and as a potential Ariadne who will guide the writer with his thread "in the 

labyrinth of his other worlds" ("Hardy" 40). The notion that loss and denial are a form of 

life while consummation a form of death also underlies Fowles's admiration of the code of 

courtly love, the central principle of which he defines as the idea that "truly noble love is 

never consummated" (A 221). Fowles's Freudian interpretation and his chivalric leanings 

are significant in that they seem to confirm that, at least in the author's conception, women 

serve a doubly symbolic function: they are the male protagonist's needed cure, and the 

writer's necessary therapy. This doubly symbolic function, moreover, often eclipses a 

realistic characterization of women in all their plurality. 

Another unsettling aspect of Fowles's characterization of women is his emphasis on 

their "mysterious" quality. Sarah has an impenetrable psyche and is sometimes described 

as a "Sphinx"; other women, such as Alison, Lily, Rose, and Jane play the role of the 

Deus absconditus, women with godlike qualities who mysteriously disappear from center

stage but keep orchestrating situations behind the scenes, to allow the male protagonist to 

learn in freedom. The feminine "mystery," however, is another myth denounced by many 
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feminists as one offering men many advantages, such as the easy excuse not to understand 

a woman or a safeguard to the ego: "in the company of a living enigma man remains 

alone--alone with his dreams, his hopes, his fears, his love, his vanity. This subjective 

game, which can go all the way from vice to mystical ecstasy, is for many a more 

attractive experience than an authentic relation with a human being" (Beauvoir 256). By 

failing to dispose of this most archaic of myths, Fowles relegates many of his female 

characters to the role of faraway princesses. Silencing or erasing them is one way of 

repeating the exclusion of women inflicted by arbitrary patriarchal hegemony. 

On the other hand, this inscrutability Fowles attributes to most of his heroines can be 

read in an entirely different way. His enigmatic women are inaccessible to either a first

person narrator/protagonist or an ambiguous narrator who filters perceptions through the 

male protagonist's mind. Fowlesian heros are afflicted with a reductive mind that leads 

them to objectify and categorize reality so as to eliminate its unpredictability. From this 

point of view, what Conradi calls the "narratological virginity" (93) of Fowles's women 

characters, that is, their unavailability for focalization, may be viewed as a form of 

"narratological emancipation," in the sense that their psyches remain unfathomable 

because they cannot indeed be accessed through the methods employed by the male. A 

case could be made that they are elusive, and intractable precisely because they refuse to 

be intellectualized by the typically male mentality which Fowles sets out to dismantle in the 

first place. By rejecting a conception of themselves and of reality as definite, structured, 

and loaded with unequivocal meaning, these characters are performing an anti

phallocentric act. And if this intrinsic mysteriousness places women in peripheral positions 

in the narrative, that very marginalized existence, together with a male character in 

obvious need of correction and the frequent use of paratexts stressing the issue of 

emancipation, may in fact be a political denunciation of women's historical subjugation. 
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Still another problem is Fowles's celebration of woman's intuitive powers, the ability 

to be always right, which, unfortunately, does not improve the fate of his female 

characters. Their intuition is put to the service of men. Men act, and women guide; men 

err, and women judge; men create and women inspire. Again, another pernicious dialectic 

is instituted where man is the creator, and woman his Muse. A Muse creates nothing for 

herself: her passivity is that of a wise Sibyl, a source of energy for others to expend. As 

in the other cases, the qualities that Fowles praises in women are the very qualities that 

have perpetuated male power. The feminine principle he admires is the product of the 

stereotypical romanticization of women in patriarchal orthodoxy. What makes Fowles's 

laudatory remarks about this "female" trait problematic is the fact that he actually defends 

it as a form of knowledge frequently superior to "male" analytical thinking. There is a 

sense in which these female characters' intuition gives them power in the narrative, since 

their knowledge of the male protagonist is at least equal to, if it does not indeed surpass 

that of the implied (male) author. 

Since Fowles has produced non-fiction and made oral statements of a clearly feminist 

orientation, and even a cursory exploration of his treatment of female characters reveals 

apparent inconsistencies, one strategy employed in this thesis will consist in bringing 

Fowles's non-fictional texts and two of his key novels into a fluent dialogue. The purpose 

underlying this strategy will be to inquire into the ways in which the two kinds of text 

inform, confirm, or contradict each other. Favoring The Collector and A Maggot for this 

kind of analysis rests on the assumption that these two novels center around truly evolving 

female protagonists, thus increasing their own chances of being considered really feminist 

texts. An added advantage is the fact that such a comparative study offers the possibility 

of a diachronic evaluation of Fowles's progress in relation to the issue of feminism, since 

the texts are separated by a period of more than twenty years in publication. 
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In her useful taxonomy, Elaine Showalter distinguishes between two main modes of 

feminist criticism. The first one, which she calls "feminist reading" or "the feminist 

critique," is concerned with the feminist as reader, and it focuses on "the images and 

stereotypes of women in literature, the omissions and misconceptions about women in 

criticism, and woman-as-sign in semiotic systems" ( 12). As proposed by Adrienne Rich, 

the feminist critique "would take the work first of all as a clue to how we live, how we 

have been living, how we have been led to imagine ourselves, how our language has 

trapped as well as liberated us, how the very act of naming has been till now a male 

prerogative, and how we can begin to see and name--and therefore live--afresh" 

(Showalter 12). Showalter distinguishes this kind of critical attitude from "gynocritics," or 

the study ofwomen writers, which focuses on "the history, styles, themes, genres, and 

structures of writing by women; the psychodynamics of female creativity; the trajectory of 

the individual or collective female career; and the evolution and laws of a female literary 

tradition" ( 14-5). Because feminists subscribing to this brand of feminism do not believe 

that feminist criticism can find a valid model in the androcentric critical tradition, they are 

concerned with learning from women's studies and defining the unique difference of 

women's writing. 

Obviously, this thesis will use the feminist critique as its main framework of analysis, 

not only because it is an approach logically required for exploration of male-authored texts 

but also because I follow Adrienne Munich in believing that the male-authored works of 

the literary canon should continue to be as much the proper subject of feminist criticism as 

women's writing. Munich, who disapproves of Showalter's privileging of women's writing 

and women's language, has argued very convincingly in favor of continuing to uncover, 

deconstruct, and interrogate instances of gender politics inscribed in the patriarchal 

tradition. Polarizing literary criticism into androcentric and gynocentric, Munich argues, is 

one way of replicating the social categories of gender. Limiting oneself to the exclusive 
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province of female-authored texts is also another way of reproducing women's traditional 

position in society, where they have been marginalized, confined, and excluded, while 

male-inscribed texts' authority is left unquestioned. Finally, a woman writing about a 

male-authored text produces criticism which is itself a form of woman's writing and 

woman's language; therefore, excluding the analysis of male authors is an unincisive 

approach which limits women's scope of expression (Greene 240-44). 

Within the general framework of the feminist critique, I will combine several specific 

approaches to probe into Fowles's feminism. Following the tradition of "Images of 

Women" criticism, inaugurated by Mary Ellmann and Kate Millett, and continued by such 

feminists as Katharine M. Rogers and Dolores Barracano Schmidt, I will first benefit from 

various theoretical interpretations to explore Fowles's use of the Choice ofHercules motif 

Then I will employ Cheri Register's "Prescriptive Criticism" paradigm for an analysis of 

the potential of Fowles's texts to become instrumental in the process of feminist 

consciousness-raising. Finally various theoretical views on the theory of the feminization 

of society and the cult of androgyny, formulated by such feminists as Barbara 

Charlesworth Gelpi, Cynthia Secor, and Daniel A Harris, among others, will be of 

particular relevance to a discussion of Fowles's program of social change. 

The rationale behind this eclectic method seems to be dictated by the central 

contention guiding this thesis, which is the proposition that Fowles's feminism is of an 

essentially tensional nature, with the presence of feminist features at "surface levels" of his 

texts, which betray a nonfeminist dialectic in his male/female relationships at "deeper 

levels" of the narrative. This dialectic runs counter to the superficial feminist impulse, 

ultimately neutralizing it completely. In order to prove this contention, I will also 

occasionally make use of comments, observations, and theoretical formulations, which 

even when they come from feminists of various extractions, can illuminate on particular 

areas of Fowles's texts. In particular, Annette Kolodny suggests a very attractive strategy: 
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All the feminist is asserting, then, is her own equivalent right to liberate new 
(and perhaps different) significances from these same texts [the canonical ones]; 
and, at the same time, her right to choose which features of a text she takes as 
relevant because she is, after all, asking new and different questions of it. ( 19, 
emphasis added) 

The practice promoted by Kolodny can be used sensibly, as Adrienne Munich suggests, to 

identify "signs of real female power, untapped because unexplicated" (Greene 252). A 

feminist reading of this kind will reveal unexpected features in Fowles's texts. 

Incidentally, the practice has the extra advantage of providing a means of exercising the 

reader's authority and privileging it over the author's by implying that the locus of 

significant feminist features is found not in areas that the author has emphasized by giving 

them centrality in the narrative, but rather, in peripheral, unsuspected positionings. 

In the final analysis, the task of disproving Fowles's feminism is not animated simply 

by an impulse to condemn or discredit him by proving that his novels are texts of phallic 

reinforcement, rather than antipatriarchal texts reflecting his feminist sympathies. It is 

debatable in the first place whether a writer who betrays his own prejudices, reflects 

dominant social attitudes or trends, or falls prey to unconscious, and consenquently 

uncontrollable expressions of traumas, should automatically be disqualified and considered 

guilty for not using his fictional texts to advance the cause of human rights. In the case of 

Fowles, however, the writer has expressed on several occasions, as during Raman K. 

Singh's interview, that he feels great sympathy for women because "They've had such a 

lousy deal for the last three thousand years" (190). A minimum degree of contribution of 

his novels to the movement from theory to praxis, which could improve that deal for 

women, is not an unreasonable expectation for the feminist reader to entertain. 
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CHAPTER II 

THE COLLECTOR AND A MAGGOT: 

THE TOPOS OF WOMAN'S DOUBLE NATURE 

Summary of the Novels 

In a number of ways, The Collector and A Maggot constitute exceptions to the basic 

Fowlesian formula for the author's delineation of male and female characters. 

Significantly, the existential godgame, an initiatory ordeal that results in authenticity, is 

reserved to women. Utilizing male figures as instruments of the protagonists' 

transformation, both texts portray female protagonists capable of self-confrontation and 

growth. These female protagonists become aware of, and then try to defeat the "nemo," 

the state of inauthenticity and emptiness in which the male characters seem trapped 

beyond redemption. The texts are also similar in presenting the two most grotesque male 

characters in Fowles's fiction. Frederick Clegg--with his butterfly collection, his 

chloroform pad, and his social and psychological inadequacies--and Henry Ayscough-

with his Latin and legal terminology, his blind rationalistic methods, and his social 

prejudices--are very illustrative of the "collector mentality," Fowles's metaphor for the life

denying qualities he associates with the masculine principle. 

The Collector has an essentially dialogic structure, in which Frederick Clegg's 

pseudo-confessional monologue and Miranda Grey's diary reconstruct the events of 

kidnapper Clegg's imprisonment of Miranda in a damp double cellar in a secluded Sussex 

house. The novel uses the domaine motif in reverse: rather than placing the protagonist 

in an open, wild place that reproduces the vastness and randomness of existence, the 

author isolates Miranda in enclosures within enclosures of confinement. The stage where 

the godgame takes place not only symbolizes the claustrophobic nature of Miranda's 

existential search but it also foreshadows the dead end of her heuristic ordeal. 
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From Clegg's first section, the reader learns that Frederick Clegg used to be a Civil 

Servant working at the Town Hall Annexe in London, just opposite Doctor Grey's house. 

He used to observe Miranda coming and going with her sister, and he soon began to have 

fantasies about her, which took the shape of daydreams idealizing Miranda and their life 

together. A collector of rare specimens since childhood, Clegg associates the beautiful 

Miranda with an "elusive," "sporadic," and "very refined" rarity, going as far as to mark 

his observations of her--first as "X" and then as "M"--in his entomological observations 

diary. The reader also learns that soon after Clegg's father died when he was two, his 

mother abandoned him; consequently, he was raised by his Uncle Dick and his Aunt 

Annie. From details about his childhood, upbringing, and, above all, language, Clegg 

appears to be a socially deprived individual concerned with class as well as a mentally 

unbalanced man afflicted with sexual taboos and a grotesque obsession with possessing 

Miranda, neither sexually nor spiritually, but simply as one more collector's item. When 

Clegg wins the football pools one day, he acquires a new sense of power that originates 

the events culminating in his abduction of Miranda. Using his collector's methods, he 

captures Miranda with a pad soaked in chloroform and takes her to the inner cellar of his 

isolated cottage in the hope that he will make Miranda love him. 

When Miranda wakes up, she tries to discover Clegg's motives and arouse guilt 

feelings in him so that he will set her free. She also recognizes him as a winner of the 

football pools from a newspaper photograph. When Miranda finds out about Clegg's 

obsession, she tries to dissuade him from keeping her confined by telling him she will 

never be able to love him. Occasionally, Miranda is moved to talk to Clegg in a mature, 

understanding way so as to educate him out of his various misconceptions about life. 

Miranda explains that collecting is like killing life, that scientists who classify and put 

labels on real creatures then forget about the creatures themselves, and that 

photographing--another of Clegg's pastimes--is also like killing, while drawing--her 
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profession--is a life-giving activity In keeping with his own warped values, Clegg lavishes 

gifts on Miranda, failing to understand that Miranda could never respect a man who did 

things just to please her and not out of genuine conviction. As differences in social, 

aesthetic, and human values between them become more and more apparent, Miranda 

reflects on the name "Ferdinand" that Clegg likes to apply to himself and decides to call 

him "Caliban" instead. 

As time progresses, Miranda begins to be affected by her imprisonment and tries to 

escape, but all her strategies fail. Occasionally, Clegg lets her walk about in the house and 

allows her to take baths. One time, Clegg takes her out into the vegetable garden for her 

to breathe the pleasant night air. As Miranda realizes that Clegg wants to kiss her, she 

thanks him for being decent during her imprisonment but confesses she is afraid one day 

he will do something mean to her. Miranda does not understand that Clegg contents 

himself with photographing her and staring at her from a distance. He even resists the 

temptation of stroking her hair, which he indulges in touching only when he gags her. 

Clegg never changes his routine or his mind. He is always rigid, insensitive to Miranda's 

changing moods, her need for freedom, and her right to control her life. She keeps him 

busy asking him to buy her exotic goods in London in order to have enough time to dig a 

tunnel or seek other means of escape. Clegg keeps driving around London as a parodic 

combination of grotesque knightly lover and gloating Bluebeard, while the entropic 

narrative keeps winding down to Miranda's death in a story without reconciliation, 

solution, or escape. 

Then comes the day that Clegg calls "fatal," when Miranda, thinking that Clegg will 

release her the following day as promised, asks to have a celebration dinner. Clegg gives 

Miranda some expensive jewelry and asks her to marry him. When Miranda insists that 

she could never love him, that she does no belong to him, and that he does not belong to 

her either because she will not accept him, Clegg confesses he will not release her. In 
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desperation Miranda tries to escape, they wrestle, and Clegg finally chloroforms her. 

Clegg takes offMiranda's dress and stockings and takes pictures of her. In protest 

Miranda refuses to eat or speak to him for some time, but then she changes her strategy 

deciding to be kind to Clegg again. After taking her bath one day, Miranda resorts to 

violence once again: she attacks Clegg with an axe but fails to kill him. The following 

day Miranda shows greater gentleness, offering to disinfect his wound. After a few days, 

Miranda makes her last attempt at changing the conditions of her life, after becoming fully 

aware that Clegg's intention is to keep her prisoner for ever. She tries to seduce Clegg, 

but unable to respond, Clegg feels humiliated. From his obsession with romanticizing 

Miranda, he now falls into the opposite extreme of despising her as a shameless temptress. 

Clegg confesses that what Miranda does determines the subsequent events. Miranda falls 

ill, Clegg first mistrusts her, then hesitates to seek help, and eventually lets Miranda get 

into a hopeless condition. 

The next section consists of Miranda's entries in her diary, which begins on October 

14, approximately a week after her abduction. The beginning of the diary reveals 

Miranda's inability to comprehend what has happened, her strong impulse for life, and her 

attempts to understand Clegg. She analyzes his character, explaining her theory that 

Clegg sees in her the mother he never had. She also expresses her contempt for 

collectors, whom she considers anti-art people. As the diary progresses, it becomes clear 

that the diary has a double function: it narrates the same events from a different 

perspective, and it provides glimpses into Miranda's past life In particular the diary 

introduces the reader to her family, her friends, and the artist George Paston--G. P.--, with 

whom Miranda is in love and from whom she derives many of her ideas about life and art. 

Gradually the diary becomes not only Miranda's only way of defeating her utter loneliness 

but also a record of her journey of self-discovery, which helps her to shed many of her 

hypocrisies and progress toward authenticity. 

25 



The diary cleverly juxtaposes situations and conversations to which Clegg refers only 

indirectly, largely because he is either not interested in Miranda's social and intellectual 

pursuits, or he simply does not understand her language. In Miranda's diary, issues such 

as art and violence receive more attention. In Clegg's section, Miranda's words are placed 

between inverted commas while Clegg's words are plain, a typographic feature that 

epitomizes Clegg's self-contempt. In contrast, Miranda often reproduces entire 

conversations in the form of mini-dramas, including even parenthetical stage descriptions. 

In these dialogues, Miranda imitates and parodies Clegg's fragmented, cliche-ridden 

speech and exaggerates her own eloquence, confessing at times that she yields to the 

temptation of cheating in what she narrates. Her "embellishments" of the story--if this is 

what her mini-plays are--also serve the purpose of establishing one of the main 

dichotomies in the novel: while Clegg is "frozen," unable to grow out of his existential 

stasis, and intent on fixing reality, Miranda emblematizes all dynamism and creativity. Her 

plays within the novel show her at once exercising her freedom to create and being the 

victim of a pre-ordained script she never escapes. 

When Miranda falls ill, she continues to write until the very end, her agony being 

reflected in the progressively disjointed, delirious sentences of the last part of her diary. 

After the last entry, Clegg takes over his narration, describing the moments previous to 

Miranda's death from pneumonia. When Clegg eventually decides to seek assistance, he is 

stopped by a police officer; as a result, Clegg has to escape. Failing to see a doctor, Clegg 

returns to his house only to see Miranda die. After her death, Clegg thinks of killing 

himself and imagines a Romeo and Juliet ending. In the novel's final twist, Clegg comes to 

a different decision. After finding her diary and discovering that Miranda had thoughts of 

other men, he confirms his notion that the problem was that he simply made the wrong 

choice. The last few pages see Clegg making preparations for capturing his next rarity, a 

girl working at Woolworth's 
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A Maggot is as atypical as The Collector in the staging of the godgame, which takes 

place in the wilderness of Southwest England in the eighteenth century. Although the 

mysterious setting better evokes the characteristics of the Fowlesian domaine than 

Miranda's basement crypt, the female protagonist is involved in a series of bizarre episodes 

whose nature is never fully disclosed to the reader. The narrative opens with a very 

unusual present-tense description of a sombre, silent cavalcade of five people travelling 

through the bleak countryside on an April afternoon. The unusual narrator describes the 

members of the caravan: the leader, who is a man in his late twenties, an older man 

reading a small volume, another man supporting a young woman, and another figure, a 

man who joins the rear of the procession. They are all mute and inscrutable, rather like 

"beings from fable." 

The narrator the adopts a twentieth-century distancing perspective and describes the 

historical moment as a "strange doldrum of time, place, and spirit," in fact "one of those 

periods when Clio seems to stop and scratch her tousled head, and wonder where the devil 

to go next from here" (M 10). The strange suspended atmosphere of the narration then 

becomes explicable in terms of the narrator's description of the stasis of an age that 

follows the excesses and revolutions of a previous era, but which is already seething with 

future upheavals. After an assessment of eighteenth-century England in a quasi-historian's 

tone, the narrator follows the five peculiar figures as they stop in a small town to rest. 

The relationship between the older and the younger man is apparently that of uncle and 

nephew, but a dialogue taking place inside an inn shows that the older man--referred to as 

Lacy--is an actor working for the younger man-- Bartholomew. The landlord, Mr. 

Puddicombe, however, continues to call Lacy Mr. Brown. The young woman is revealed 

to be a servant working for Bartholomew. After her duties the woman retires to a garret 

beneath the roof, where she proceeds to wash herself in the presence of the manservant 

who rode with her--Dick. After making up her face and applying belladonna to her eyes, 
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she lets the man caress her, but unable to stand her sight any longer, the man kneels down 

apparently in supplication and apology for his obvious erection. 

The fifth man--so far called Sergeant Farthing--reveals, in conversation with several 

people in the inn's kitchen, that the uncle and nephew are going to visit the uncle's sister, a 

rich lady who lives in Bideford and to whom they are taking a London maid. A 

conversation between Bartholomew and Lacy reveals that also Farthing has a false name-

his real name being Jones--and begins to cast doubt over the true purpose of the journey, 

which Bartholomew describes as a "wild goose chase." After a strange holocaust in which 

Bartholomew instructs the deaf-and-mute servant to burn sheafs of written paper as well 

as some arcane demifolios and quartos, Bartholomew humiliates the woman--earlier called 

Louise but now called Fanny--by forcing her to kneel down and repeat a perverse litany 

where she admits her condition of public whore. Bartholomew rebukes the woman for 

expressing her affection for Dick instead of fulfilling the duty for which she has been hired, 

copulating with Dick in Bartholomew's presence. 

The first in a succession of extracts from the Historical Chronicle for the month of 

April, 1736, interrupts the narrative and is followed by a report from The Western 

Gazette, June 17, 1736, telling about the discovery ofDick's dead body as well as the 

disappearance ofBartholomew and his companions. Dick is suspected of having killed his 

master and hanged himself From this point onwards, the novel takes the form of a 

succession of legal depositions conducted by Henry Ayscough, who has been hired by 

Bartholomew's father to unravel the mystery behind his disappearance. The depositions 

are interspersed with occasional letters to and from Henry Ayscough as well as the 

paratextual Historical Chronicle extracts, which make no allusion whatsoever to the 

episodes narrated. Far from clarifying the mystery, however, the sequence oflegal 

depositions throw the logical-minded Ayscough into a confusing hall of mirrors, where 
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each sworn testimony destabilizes the official version of the events that Ayscough never 

succeeds in reconstructing. 

In the first deposition, Thomas Puddicombe, landlord of the Black Hart Inn, repeats 

the story he heard from Farthing--whom the landlord assumes to have been a liar--about 

the nature of the trip. He also declares that Farthing spoke ill of Dick and Louise, who 

allegedly came from London but had a Bristol accent. When asked about Bartholomew 

and his "uncle," he says that the nephew, rather than the uncle, gave the orders. Though 

Mr. Brown was described as a London merchant, Puddicombe thinks he looked rather like 

a doctor. The second deposition is from Puddicombe's maid, who contradicts her master 

by claiming that the older gentleman was the one who gave the orders. She adds 

confusion to the mystery by describing Bartholomew's papers, which had no letters but 

numbers, signs, and symbols, as well as other esoteric belongings. She reports a 

conversation the narrator has not mentioned before, and declares she never heard or saw 

anyone enter or leave Louise's room. 

Sampson Beckford, the parish curate who visited the travellers at the inn, is the next 

deponent. His testimony is conflicting, too, because he declares that Mr. Brown alluded 

to his nephew's foolish neglect of certain expectations of inheritance from his Bideford 

aunt who had no descent of her own. Beckford explains that Mr. Brown seemed to be a 

guardian who had led an honorable Christian life and who was genuinely concerned about 

the fate of his nephew's dissipated life. He also comments that he has heard rumors that 

the two servants were conspirators who murdered their masters to rob them. They then 

had a quarrel over the booty and the maid, with the result that the victor murdered his 

rival and ran away with the woman. 

Henry Ayscough next interrogates actor Francis Lacy, who recounts the way in 

which Bartholomew tried to persuade him to play a part for him for several days. At first 

Lacy thought his master intended to gratify his family or friends with some entertainment, 
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but Bartholomew later confessed that he needed someone to accompany him on a journey 

under false identity, because there were those who wanted to prevent him, and his life 

depended on that journey. Bartholomew told Lacy that his father had arranged a marriage 

of convenience for him. As Bartholomew was in love with another lady, kept in Cornwall 

by her guardian, he was planning to elope with her. Lacy also explains that he hired the 

Welshman Jones, whom he knew as an occasional actor of minor parts. The strange thing 

about Jones is that he ran away without colleting the money he had earned. Lacy also 

comments on Bartholomew's interest in the mystery of Stonehenge, numerology, and 

various existential problems. Lacy narrates a series of events occurring at Amesbury, near 

Stonehenge, as recounted to him by Jones. According to Jones, just before midnight the 

night they stayed at Amesbury, he saw Dick, the master, and the maid get up and leave. 

Though Jones tried to watch them, he fell asleep, and when he woke up, Dick had 

returned. From the episode, Jones had concluded that they were all unknowingly assisting 

an elopement "post facto," the maid being the real lady. Pressed by Jones, the maid 

afterwards denied leaving the inn during the night. All Lacy can do is retell the story as 

Jones told it to him. He finishes his deposition by insisting that everything is a mystery. In 

a second deposition, however, he impeaches his own first version by revealing that 

Bartholomew later admitted having deceived him. The true purpose of the journey was to 

meet someone, not exactly his mistress, but a kind of Muse, who would foretell the future. 

Hannah Claiborne, the keeper of the St. James's house where Louise was hired as a 

prostitute, changes the maid's identity once again. Called Fanny in the house, her real 

name is Rebecca Hocknell. Hannah Claiborne describes Rebecca as having a devilish 

nature and pretending innocence with her clients. She explains that Bartholomew came to 

the house very often just to see Rebecca. On one occasion he told Hannah Claiborne that 

he had a party of pleasure in Oxfordshire, where a prize would be given to the person who 
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brought the finest prostitute. Bartholomew hired Rebecca for a couple of weeks, but 

Hannah Claiborne says she never saw her again. 

After Lacy's second deposition, Ayscough interviews David Jones, who tells what he 

saw after Lacy parted from Bartholomew, Dick, and Louise, when Jones followed the 

three into a secluded place in the woods. Bartholomew, the maid and the manservant 

seemed to perform mysterious rituals and meet a woman strangely dressed in silver. Jones 

then saw all of them enter into a black-mouthed cavern, from which Dick emerged at the 

end of the day visibly terrified. While Bartholomew never came out, the maid did so much 

later. Jones undermines the reliability of his own narrative by conceding that he dozed 

from time to time, and casts doubt over the reliability of the narration he elicited from the 

maid by observing that she looked as if she had drunk some potion. Pressed by Jones, the 

maid confessed her true name and her newly awakened feeling that Christ had returned to 

her life. Among other confessions, she told Jones that his Lordship--Bartholomew-

suffered from impotence and had hired her to help him find a cure. The night when Jones 

saw them go out into the night, his Lordship had asked her to go to a mysterious place 

where, according to a superstition, a woman taken by the Devil could help a man regain 

his manly vigor. She then went on to relate the episodes in the cavern where they met 

three witches, one of whom his Lordship married in Satan's presence. After witnessing 

numerous abominations, Rebecca felt sure Bartholomew and Satan were one and the same 

person. She made it clear to him that one of the witches had forced her to drink a bitter 

potion and that she saw the devilish practices as if in a scene from a dream. 

Henry Ayscough then finds Rebecca married to a blacksmith named John Lee in 

Manchester. He is the member of a religious faction defecting from the Quakers. 

Rebecca has been converted to a life devoted to God and has been cured of her previous 

infertility. By claiming that she saw Hannah after the Devonshire mystery, she overturns 

Hannah's testimony. By claiming that she deliberately lied to Jones because he would not 
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have understood her truth, she nullifies Jones's story. By arguing that she and Dick slept 

together the whole of the first night, she alters the narrator's rendering of the first 

voyeuristic episode. Rebecca explains that in the cave she saw a large maggot-shaped 

machine, into which she was taken by a grey-haired woman who had previously been three 

women and three ages. In the jewel-encrusted interior of the maggot, she had a vision of 

"June Eternal," a peaceful city, with white buildings and streets paved with gold, Edenic 

gardens and orchards, and people moving like angels and living in perfect communes. 

Rebecca explains that she overflew the city in an experience that seemed brought about by 

magic or a dream. Then she recognized two men who had also witnessed her having 

intercourse with Dick during the Stonehenge episode. The two men she interprets to be 

God the Father and the Son, and the three women a female trinity of Christ's daughter, 

widow, and mother all merged into "Holy Mother Wisdom." Rebecca also reports having 

drunk something that looked like wine but tasted like the juice of exotic fruits. After 

experiencing eternal life and perfect happiness, Rebecca had an apocalyptic vision of man's 

cruelty to man on earth. Seeing his Lordship and an image of the Redeemer merge into 

one, Rebecca fell a strong urge to be redeemed and fell into deep sleep. 

Rebecca's long-awaited testimony adds one more layer of mystery to the Devonshire 

enigma, complicated by the proliferation of falsehood, the dispersal of the truth, the 

unreliability of the witnesses, the intractable references to supernatural and possibly 

extraterrestrial events, and the strong indications of distorted sensorial perceptions. 

Neither the reader, nor the narrator, nor--least of all--Henry Ayscough ever succeeds in 

finding "truth incontestable." Ayscough writes a convenient letter to "Your Grace," 

Bartholomew's father, in which he accommodates the unfathomable reality with which he 

has been confronted to his rationalistic expectations, and creates the impression that he has 

put together the pieces of a puzzle that keeps shifting until the very end. His explanation 

is that Bartholomew, involved in some Faustian pursuit, decided to kill himself after failing 
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to penetrate some dark secret of existence. Motivated by his noble and faithful feelings, 

the servant followed suit. The narration concludes in Manchester, where Rebecca gives 

birth to Ann Lee, who, the author later explains, became the founder of a group of 

religious dissenters--the Shakers. 

Analysis of the Choice of Hercules Motif 

The so-called "Images of Women" criticism was the first to expose and challenge the 

complex of ideas and mythologies about women embodied in literature. In particular 

critics subscribing to this brand of feminism were concerned with dismantling those male

inscribed taxonomies which use binary categories to classify women "as sensuous roses or 

virginal lilies, pedestalled goddesses or downtrodden slaves, Eves or Marys, Madonnas or 

Magdalenes, damned whores or God's police" (Ruthven72). The negative side of this 

polarization, with categories such as the femme fatale, the beautiful bitch, the fallen 

woman, and so on, is a clearly misogynistic expression, but the positive pole is no less 

antifeminist. While negative stereotyping has a harmful effect on female identity and 

consciousness, by disparaging women on the charges that they tempt, seduce, torment, 

and enslave men, the idealization of women obscures their actual social condition and 

offers them the consolation of myth. Both types of stereotyping eclipse the real woman by 

reducing her to the condition of a symbol or underscoring her alterity. 

Indeed, overt hostility is not the only way of revealing misogynistic feelings. In an 

early critique of pernicious idealization of women, Virginia Woolf pointed out that women 

"have burnt like beacons" of inspiration in literature since the earliest times. She cites the 

examples of such characters as Clytemnestra, Antigone, Rosalind, Emma Bovary, and 

Anna Karenina, adding that if woman had no existence other than the literature written by 

men, one would imagine her a person of the greatest importance: 
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But this is woman in fiction .... Imaginatively she is of the highest importance; 
practically she is completely insignificant. She pervades poetry from cover to 
cover; she is all but absent from history. She dominates the lives of kings and 
conquerors in fiction; in fact she was the slave of any boy whose parents forced 
a ring upon her finger. Some of the most inspired words, some of the most 
profound thoughts in literature fall from her lips; in real life she could hardly 
read, could scarcely spell, and was the property of her husband. ( 45-6) 

The fair-haired, blue-eyed Maiden, the epitome of feminine purity and beauty, who 

proliferated especially in the Renaissance and romantic literature, despite her misleading 

idealization, was a mythical being not only used as a muse by male writers, but also a 

creature that served the purpose of concealing the actual social condition of women_ 

Various feminist critics have traced the origin of this topos in literature. Cynthia 

Griffin Wolff argues that the origin, first explained by Freud, lies in man's difficulty in 

accommodating his affection for his mother and his more explicitly sexual attachment to 

her. These two forms of love sometimes become pathologically separate, in which case 

the man projects his broken emotions on to other women: "There are 'good' women--for 

whom he feels fondness and respect; and there are 'bad' women who arouse him sexually; 

in literature these projections of the man's feelings become the stereotypes of the virtuous 

woman (who reflects his inhibitory tendencies--his 'super-ego') and the sensuous woman 

(who reflects his libidinal or 'id' tendencies)" (Wolff208). Griffin Wolff adds that this split 

representation of women has been reinforced by the Christian literary tradition, with its 

figures of Mary Magdalen and Mary the Mother of Christ, and the tradition of courtly 

love. For this feminist, the twin images of women have been invariably used as a 

convenient source of relief--the stereotypes relieve men from the task ofuniting the two 

forms of love that have become differentiated in their experience--and as a solution to 

masculine dilemmas, a charge that can safely be brought against John Fowles's use of this 

topos in those texts where the male protagonist is on a quest for self-discovery. 
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One example of the exploitation of this topos in literature, Griffin Wolff observes, 

are early Saints' lives treating the conversion of prostitutes who are then worshipped for 

their purity and piety. The real focus in these narratives is the male narrator, who 

describes the effects of the women's transformation on him (208). This process is akin to 

the one that takes place in Elizabethan sonnets where "the declared subject is the lady," 

but the real and important one is "the poet who has been inspired by her" (208). Kate 

Millett has noted that the polarization of women was exacerbated in the Victorian age as a 

result of the activation of men's defense mechanism in response to the sexual revolution of 

the age (127-8}, a notion that seems to support "Images ofWomen" critics' assertion that 

the dualistic representation of women in contemporary literature "is a symbolic fulfillment 

of the writers' needs. Women stereotyped in this way are in fact "mythical beings invented 

to give solace in an otherwise terrifying situation," that situation being, predictably, the 

rise of feminist consciousness and its threat to male supremacy (Schmidt 900). 

With variations, these images of women have survived into the present age, and 

when perpetrated by contemporary male authors, they become an expression of 

reactionary male chauvinism. As Katharine M. Rogers has observed, "It is gratifying to a 

person's ego to stereotype the other group as inferior" (276-77). Offering demeaning or 

strictly bifurcated images of the feminine character is one way of mutilating woman as a 

reaction caused by fear, contempt, and the need to keep women subordinate. The danger 

to which Griffin Wolff alerts is that "When a society gives its sanction, even its praise, to 

stereotyped images of womanhood, the women who live in that society form their own 

self-images accordingly," and consequently, "A stereotype may become, by a sort of 

perversity, an image of reality that even women seek to perpetuate" (207). The dual 

image of woman is one of the main ingredients in John Fowles's basic formula. An 

analysis of this issue in The Collector and A Maggot should detect the presence of the 

myth, evaluate whether the author perpetuates or contravenes it, and finally determine 
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whether there is, on the one hand, any healthy departure from the pattern used in the other 

novels, and on the other hand, any evolution from the first to the latest published text. If 

the presence of the dualistic image of woman is so overriding that it compromises the 

texts' ability to capture feminine experience while it simultaneously reinforces fantasized 

solutions to men's dilemmas, then the texts must be regarded as antifeminist. 

In The Collector, Fowles makes use of this topos by presenting Miranda as a male 

construct existing in Frederick Clegg's mind and in George Paston's mind. These two men 

differ from each other in radical ways: Clegg is a photographer, whereas G. P. is a 

painter; Clegg is afflicted with a collector-mentality, while G. P. has an artistic mind; 

unlike Clegg, who captures Miranda, G. P. tries to liberate her. Yet they are remarkably 

similar in their perception of Miranda as a woman. This curious fact leads to the 

interpretation that Fowles is in fact dealing with a typically male way of seeing and 

constructing women. 

Clegg's descriptions of Miranda indicate the extent to which he romanticizes her. 

Before seeing Miranda, Clegg had never thought about women. The moment he first sees 

her, he knows she is different from all other girls he has seen. The fact that she merits 

inclusion in his entomological observations diary signifies that Miranda qualifies as a 

rarity, standing on a par with a "Pale Clouded Yellow," an "elusive," "sporadic," and 

"refined" specimen (C 7). Clegg idealizes Miranda in his dreams: 

I used to have daydreams about her, I used to think of stories where I met her, 
did things she admired, married her and all that. 
... She drew pictures and I looked after my collection (in my dreams). It was 
always she loving me and my collection, drawing and colouring them; working 
together in a beautiful modern house in a big room with one of those huge glass 

windows ... (C 8) 

When Clegg abducts Miranda and imprisons her in his cellar, he explains that he is not 

after her for "the obvious," that he really loves and respects her. He even blushes when 

Miranda asks him if he is a homosexual or if he wants to kiss her. In fact, Clegg's 
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idealization of Miranda is so extreme that he refuses to touch her, contenting himself with 

contemplating her for hours or taking photographs of her in various poses. In Clegg's 

distorted hierarchy of values, voyeurism and masturbation curiously become 

manifestations of respect for Miranda. If his love and idealization are to be justified, 

Miranda must remain an inaccessible prince sse lointaine. 

Meanwhile, Clegg can see nothing imperfect about Miranda. He finds her beauty so 

overwhelming that he is paralyzed by wonder and finds her simplest movements and 

gestures poetic: 

Everything she did was delicate like that. Just turning a page. Standing up or 
sitting down, drinking, smoking, anything. Even when she did things 
considered ugly, like yawning or stretching, she made it seem pretty. The truth 
was she couldn't do ugly things. She was too beautiful 

She was always so clean, too. She never smelt anything but sweet and fresh, 
unlike some women I could mention. (C 61) 

Because Miranda exists in Clegg's mind as an idealized projection, he is blind to anything 

ugly that Miranda does, such as filling her "buckets" every day or sweating in the midst of 

her disease, and he cannot conceive of her doing anything unpleasant to him. While 

Miranda's imprisonment is a tormenting experience, Clegg fantasizes that everything is 

calm and peaceful between them. Although Clegg compares himself to a stalking secret 

agent or detective and admits reading Secrets of the Gestapo to learn strategies to break 

down prisoners, he insists on calling Miranda his "guest." Whereas Miranda associates 

ugliness with him and describes him in despicable terms, Clegg deludes himself into 

believing that Miranda's portrait of him makes him look more dignified and handsome. 

There is another dimension to Clegg's idealization of Miranda. Before he decides to 

capture her, Clegg recounts a self-indulging dream in which he imagines her being 

attacked by a man and himself being the valiant knight that comes to her rescue and saves 

her by taking her to a remote house. When Miranda later carries out the strategy of 

sending Clegg to London to buy exotic goods for her so as to keep him busy while she 
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tries to escape, Clegg plays the role of a grotesque knight errant thinking of ways in which 

he can please his lady. This grotesque juxtaposition of some of the conventions of amour 

courtois with the contemporary setting and Clegg's psycopathic nature has been observed 

by David L. Higdon, who explains the implications of the novel's epigraph. Taken from a 

thirteenth-century romance, the line that becomes Fowles's epigraph, according to Higdon, 

alludes to the convention of secrecy between courtly lovers and therefore further suggests 

that Clegg is "a committed idealist whose love for Miranda partakes, in small, of the spirit 

of thirteenth-century courtly love" ("Epigraph" 570-1). When Miranda tries to escape this 

role by wearing provocative clothes and pretending to be a seducer, Clegg reacts violently 

and takes revenge by stripping Miranda of some of her clothes and photographing her in 

bikini. His "rape" of her with his camera is another indication of the extent to which he 

cherishes his idealized vision of her. Clegg admits his idealization when he says: "I dream 

about it [sexual consummation with Miranda], I said. It can't ever be real" (C 96). His 

use of the "raping" camera is his revenge for what he sees as the real "violation," i.e., 

Miranda's breaking the spell of his illusion. In true courtly love fashion, Clegg must 

remain Tantalus, as Miranda points out, denied any possibility of consummation but 

nevertheless with the permanent possibility of titillation. 

Mistaken in her belief that if she does something shocking, such as giving herself to 

Clegg, he will have to release her because being in his power will make her imprisonment 

pointless, Miranda tries to seduce him. Because Clegg finds sex repellent, he is shocked 

by her provoking attitude. More revealingly, his reaction shows that if Miranda does not 

fall into the category of princesse lointaine, she must then be a prostitute, a woman like all 

other women, with "a one-track mind" (C 98). From that night on, Clegg begins to feel 

more and more disappointed: "she had killed all the romance, she had made herself like 

any other woman, I didn't respect her any more, there was nothing left to respect" (C 99). 

Clegg's pathological polarization results from his having idealized Miranda as a mother 
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figure--he is himself an orphan--, an image that cannot coexist with the more "real" 

Miranda making sexual advances. 

Undoubtedly, Clegg represents a grossly exaggerated version of a man who has 

probably been arrested in the development of an autonomous ego and is consequently 

condemned to regressing to an original mother image. If Clegg's case is pathological, the 

reader can have no doubt that George Paston is a more adequate and realistic male 

character. Surprisingly, he differs little from Clegg in his perception of women. G. P.'s 

ambivalence about women leads him to seek them compulsively and then declare that they 

are destructive: 

He said, all my life I've had to have women. They've mostly brought me 
unhappiness. The most has been brought by the relationships that were 
supposed to be pure and noble. There--he pointed at a photo of his two sons-
that's the fine fruit of a noble relationship. (C 163) 

G.P. sees women only as sex partners but, at the same time, there is a hint of regret in his 

attitude that women will not be the ideal he still retains in his mind. In a crucial passage, 

G. P. betrays his fantasy-projections, his demand that women be sex-objects, and his 

idealization of womanhood and femininity through his allusion to Anadyomene: 

I like bed, I like the female body, I like the way even the shallowest of women 
become beautiful when their clothes are off and they think they're taking a 
profound and wicked step. They always do, the first time. Do you know what 
is almost extinct in your sex? ... Innocence. The one time you see it is when a 
woman takes her clothes off and cannot look you in the eyes . . . Just that first 
Boticelli moment of the first time of her taking her clothes off Soon shrivels. 
The old Eve takes over. The strumpet. Exit Anadyomene. (C 163-64) 

Despite insisting on originality, individuality, and authenticity in other areas of life, G. P. 

remains conventional in his perception of women as reflections of the male psyche's 

representations. G. P. , for reasons that the text does not fully explain, is probably 

uncomfortable about sexuality, and thus casts its despicable aspects upon women, in the 

form of the age-old myth of "feminine evil." Despite being diametrically opposed in most 
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other aspects of their lives, Clegg and G. P. share the tendency to dispose of their own 

sexual inadequacies, fears, or traumas by taking recourse to the myth of feminine evil. 

Realizing that Miranda is an anima type of woman, capable of arousing male 

fantasies, G. P. asks her if she has read Jung, and he prophetically dedicates the picture he 

has drawn of her to "une prince sse lointaine." He thus anticipates the story of Clegg and 

Miranda. When G.P. tells her that Jung has given Miranda's species of the sex a name, he 

adds that the term is a name for a disease. When Miranda fails in all her attempts to cure 

Clegg, she admits that she could never cure Clegg because she is his disease. Miranda 

then exists as a construct in both these men's minds. For all this internalization of the 

problem that G. P. articulates, he remains dominated by a masculinist conception that 

leads him to see Miranda only for her potential to activate male fantasies. For that reason, 

G. P. dismisses Miranda as a potential artist: "You don't really stand a dog's chance 

anyhow. You're too pretty. The art oflove's your line: not the love of art" (C 149). The 

only thing that distinguishes G. P. from Clegg is G. P 's degree of self-consciousness of the 

myth and his awareness of Miranda's potential for activating men's idealized fantasies, 

which eventually lead him to liberate Miranda. 

Miranda perceives the tyranny of male constructs of women when she angrily 

complains after failing to seduce Clegg. Discerning the tenacity with which Clegg clings 

to his own image of her, Miranda equates Clegg's "love" with narcissism and selfishness. 

As Miranda states: "what you love is your own love. It's not love, it's selfishness. It's not 

me you think of, but what you feel about me" (C 222). She then expresses her frustrating 

inability to understand the male mind: 

It's him. And it's this weird male thing. Now I'm no longer nice. They sulk if 
you don't give, and hate you when you do. Intelligent men must despise 
themselves for being like that. Their illogicality. (C 223) 

All of Miranda's hesitations about sex and questions about virginity and promiscuity are 

nothing but a reflection of her unconscious impulse to satisfy men's double expectations, 
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especially G. P.'s. She despises the "Vestal Virgin talk about 'saving yourselfup' for the 

right man," and yet, she continues to shun sex. She is torn between living up to G.P.'s 

ideal expectations and failing to seduce and please him as other women do. She has been 

involuntarily conditioned to accept both roles for herself, that of the restrained, 

unattainable virgin, and that of the fallen woman ready to satisfy men's sexual whims. 

Miranda's sexual dilemma is molded on men's dualistic conception of women, represented 

in the text by Clegg's and G P's attitudes. Even when she rebels against men's 

"illogicality," she does it in terms that indicate she is unconsciously trying to accommodate 

herself to masculinist expectations. Her vacillations are a reflection of and a response to 

men's split image of women. 

If the dual conception of woman is present in this text, the next question that must 

be asked is whether the novel endorses the male characters' attitude by indulging and 

perpetuating this falsifying image. Very evidently, the text condemns Clegg by casting him 

into a series of grotesque roles. Clegg derives his notion that Miranda must be completely 

cut off from the world outside from his book The Secrets of the Gestapo. Hence he is 

directly associated with a Nazi officer wielding the power of physical superiority alone. 

His butterfly collection, his photographs, and his stale and broken language are the central 

metaphors that exaggerate the mechanistic, life-denying side of his personality. He is also 

called Caliban after the Shakespearean half-human creature who lives on Prospera's 

island. His burial of Miranda under an apple tree is an allusion to the grotesque and 

perverse Garden of Eden that Clegg has created, where, as befits a static Adam, he takes 

revenge on Eve for her "betrayal." If Clegg has the last word in the novel, it is only 

because the text requires this circularity to show Clegg captive in his own disease, failing 

to attain the one goal he yearns for: "having" Miranda. In one of the most pathetic 

images of Clegg, Miranda describes his grotesque lifelessness: 
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I feel the sadness of his life, too, terribly. And of those of his miserable aunt 
and his cousin and their relatives in Australia. The great dull hopeless weight of 
it. Like those Henry Moore drawings of the people in the Tubes during the 
blitz. People who would never see, feel, dance, draw, cry at music, feel the 
world, the west wind. Never be in any real sense. (C 175) 

G. P. , in contrast, is not really condemned; instead, he is presented as a catalyst that 

precipitates Miranda's incipient transformation. He provides Miranda with insight into 

men's nature and her effect on them, which Miranda uses afterwards to rationalize her 

ordeal. Though not overtly censured in the text, G. P. is far from being happy or finding 

real satisfaction in his multiple affairs. Through their totally antagonic attitudes toward 

sexuality--Clegg's sex neurosis and G.P 's promiscuity--, both men show they are unable to 

engage in normal, balanced, satisfying relationships. 

Perhaps the best indication that, at surface levels, the text deconstructs the myth of 

woman's double nature rather than indulging it is the fact that, however muffled and stifled 

by Clegg's encroaching narratives and G. P. 's overwhelming influence on Miranda's 

character, her voice is still heard, and Miranda herself escapes both Clegg and G. P. The 

reader sees an image of Miranda that conflicts with the one perceived by the male 

characters. Beneath the conditioning that has affected Miranda, and despite her attempts 

to accommodate herself to a male-constructed image of woman, Miranda is seen in the 

process of casting aside these constraints and growing into individuality. Admittedly, her 

voice is still weak and insecure, and her protestations still bear traces of the male figures 

who have shaped her, but Miranda's newly acquired independence and self-awareness is 

something that neither G. P. nor Clegg witnesses. The Miranda that the reader knows is 

neither a prostitute nor a paragon of virtues, but rather a maturing girl who confesses she 

does not understand men fully. The Miranda that the reader knows is neither a prince sse 

nor lointaine. She is a flesh-and-blood character full of potentialities and defects, and the 

reader has access to her psyche and witnesses her gradual transformation. When Miranda 
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looks at herself in the mirror, she discovers a new person, with eyes that look 

paradoxically older and younger: 

I looked in the mirror today and I could see it in my eyes. They look much 
older and younger. It sounds impossible in words. But that's exactly it. I am 
older and younger. I am older because I have learnt, I am younger because a lot 
of me consisted of things older people had taught me. All the mud of their stale 
ideas on the shoe of me. (C 226) 

When she looks at herself in the mirror, neither G. P. nor Clegg is there; only the reader is 

granted that privilege. Consequently, rather than endorsing the myth of woman's double 

nature, The Collector utilizes and discards it in favor of the issue of authenticity. The 

myth is present to exemplify the dangers of unrealistic mental constructs of women. Men 

run the risk of being left with a dead "imago," as Clegg illustrates both literally and 

metaphorically. By responding to male-created falsifying images, women in turn risk 

losing their authenticity and concede their inferiority by defining themselves as men's 

"helpmates," in Katharine Rogers's sense of the word. The Collector, then, is an expose of 

male mythologies that have served to maintain women in degrading dependence. 

A Maggot centers around the transformation of a prostitute into a religious convert. 

At the heart of the novel lies the dichotomy that Fowles seems unable to discard in his 

fiction. During the first part of the journey, (Louise-Fanny-)Rebecca is mistreated and 

humiliated as a prostitute. One of the first scenes, which serves as an introduction to her 

is a voyeuristic scene where she undresses in her "humble" room in front of Dick: 

She begins to undress. First the apron is removed, and hung on one of a row of 
primitive wooden pegs beside the window. Next the yellow-lined green gown, 
which reveals a quilted calamanco petticoat (a skirt, in modern terms, the lower 
part of the dress opens upon it). It is of a plum colour, and strangely glazed, for 
satin is woven in its worsted cloth. She unties that at the waist, and hangs it on 
another hook; then her stays. Beneath them there remains only a smicket, or 
small white under-bodice, that one might have expected left on for modesty's 
sake. Yet this too is pulled over her close-drawn hair and hung beside the rest. 
She is naked now, above her swanskin and linen under-petticoats. (M 25) 
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In the subsequent description of Rebecca washing herself, the narrator refers to the 

"sinister" and "spiderlike" shadows projected on the rafters by the woman involved in the 

domestic ritual. The image is doubly sinister because from the reflected shadows, it 

becomes obvious that the woman is left-handed, as if that were an indication of her evil 

nature. Once the ritual is over, the woman uses perfume, ceruse, a cosmetic of her age 

"more properly seen as a lethal poison," and a "safflower pomatum" on her lips (M 26). 

Having finished, she applies belladonna to her eyes. With dilating eyes and the unnatural 

scarlet of her mouth and cheeks, the narrator makes it clear that "this is no maid" (M 27). 

After bearing Dick's scrutiny for a while, she must console the servant, who has fallen on 

his knees in a suppliant gesture, while the narrator notes that she seems hardly shocked by 

the obscenity of his tom breeches and embarrassing erection. 

This early association of Rebecca with sexuality and evil anticipates a later scene 

where Bartholomew summons her to his presence and humiliates her for her sins. He 

examines her as if she were an animal with coldness, indifference, and a "sadism before 

Sade" (M 43). He uses cruel words to ask her questions: "Modesty sits on thee like silk 

on dung. How many different men have cleft thee this last six month?" (M 42). He then 

tells her that she will bum in Hell because although the men who seek her favors are sinful 

too, God makes distinctions between Adam's weakness and Eve's wickedness. Although 

Bartholomew reproaches her for her prostitution, he is angry because she is not fulfilling 

the duty for which she was hired; he wants to indulge his voyeurism by watching Rebecca 

and Dick copulate, but does not want her to show any real affection for Dick. Then while 

she is kneeling down, Bartholomew asks her to repeat a series of self-flagellating 

statements: "I am a public whore," "Hired for your use," "To please you in all," "I am 

issued ofEve, with all her sins," "And guilty of insolence" (M 43). Next she undresses 

and says she is ready to please him, but he rejects her "shamelessness" and her "wanton 

nature" (M 45; 46). 
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When Henry Ayscough interrogates Hannah Claiborne, the woman reveals more 

facts about Rebecca's nature and the way in which she knew how to interpret and conform 

to men's conception about the double nature of woman. As Hannah comments, Rebecca 

was much sought after because she "knew how to tame men to her fancy" (M 154). She 

made men believe that she was as "pure as Hampstead water" playing innocent roles such 

as "Prude, modest sister, Miss Fresh-from the-country, Miss Timid Don't-tempt-me, Miss 

Simple," and so on (M 154). Of course, with masochistic clients, she could be "disdainful 

as an infanta and cruel as a tartar" if they required whipping and thrashing, in which she 

also delighted. In brief, Rebecca's skills show that she was scarcely more than an object 

ready to provide men with gratification and to conform to their double and contradictory 

desire that woman be at once fallen and virginal. 

During the interrogatory conducted by Ayscough, Rebecca shows herself aware of 

male tyranny in the eighteenth century when she reminds him that women are brought up 

to do men's will in the world: "I know men will say 'tis Eve who tempts them into the 

stews. But 'tis Adam who keeps them there" (M 312). Despite this form of slavery, 

however, Rebecca recognizes another, still stronger form of slavery in sin. Rebecca 

explains that even before she met his Lordship, she knew she was on the path to Hell out 

of her own obstinacy in sin. She was consumed by her paradoxical compulsion to sin and 

a profound hatred of the sin itself At the same time, she was profoundly aware that her 

soul, though "harder than flint," was not dead, because her conscience told her that she 

was sinning (M 311). When she heard ofBartholomew's intention to hire her, her hopes 

were renewed because she saw the chance to escape from Hannah's house and from the 

snare of sin. The events in Devonshire, her vision of June Eternal, her vision of 

apocalypse, the revelation of a female Trinity, and her identification of Bartholomew with 

the Redeemer are all expressions of her deep urge to reform her life. Thus Rebecca 

harbors a schizophrenic split in her personality, with a strong inclination to sin and gratify 
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men's basest instincts as well as a natural tendency towards goodness and innocence. As a 

prostitute, she is also a split personality, alternately playing the roles of coy mistress and 

sadistic seductress. 

On the one hand, then, Rebecca seems to be merely another manifestation of the 

eternal dichotomy. On the other hand, however, from the strong emphasis that Fowles 

places on Rebecca's transformation by dramatizing a spectacular godgame for her, it is 

possible to conclude that the dichotomy that really matters is not the categorization of 

women into harlots or saints, but the dichotomy between the spirit and the flesh as ways of 

life. For the first time in Fowles's work, a male figure is used as a catalyst in the radical 

transformation of a woman's life. For the first time also, Fowles employs male twin 

images. His Lordship, split into two--Bartholomew, representing the spirit, and Dick, 

representing the flesh--brings about Rebecca's needed cure and conversion. There is a lot 

of evidence in the text to suggest that Bartholomew and Dick are two in one. Francis 

Lacy, in his early deposition, explains that Bartholomew once told him that he and Dick 

were foster-brothers, and had one mind, one will, and one appetite. Bartholomew 

compared the animalistic Dick to a root or a stone that needed Bartholomew's animating 

principle. Rebecca believes that his Lordship spoke for Christ, and that Bartholomew and 

Dick were an outward manifestation of all human beings' double component of body and 

soul: 

And now do I see they were as one in truth, Dick of the carnal and imperfect 
body, his Lordship of the spirit; such twin natures as we all must hold, in them 
made outward and a seeming two. And as Jesus Christ's body must die upon 
the Cross, so must this latter-day earthly self, poor unregenerate Dick, die so 
the other halfbe saved. (M 426) 

Rebecca adds that what she saw as his Lordship's cruelty was in fact his kindness and his 

wish to save her from the darkness of Antichrist reigning upon the earth. When 
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Bartholomew forced her to have sex with Dick, he was doing it so that she would see the 

road to Hell. 

Rebecca's reading of the mystery that enshrouds his Lordship seems to contradict the 

earlier scene of humiliation when Bartholomew also questions Rebecca whether she sees 

the Redeemer sitting on His throne beside His father, and Rebecca says she only sees the 

darkness of the night and the twinkling stars. Bartholomew responds that the stars twinkle 

in scorn of her: 

They have mocked you since your day of birth. They will mock you to your 
day of death. You are but a painted shadow to them, and all your world. It 
matters not to them whether you have faith in Christ or not. Are sinner or saint, 
drab or duchess. Man or woman, young or old, it is all one. Whether Hell or 
Heaven awaits you, good fortune or bad, pain or bliss, to them it is equal. . . . 
They care not one whit what may become of you, no more for the courses of 
your miserable existence than those on a high hill who watch a battle in the plain 
below, indifferent to all but its spectacle. (M 51) 

Bartholomew quizzes Rebecca about the kind of justice that would determine that she be 

"whipped and clapped in the stocks without fair cause" (M 51), and she responds that 

would not be justice. Rebecca is then momentarily befuddled when Bartholomew 

continues: 

"Now say the justice who gives you such justice is no man, but you yourself, 
and the stocks you sit in made not of iron and wood, but of your blindness for 
the one part and your folly for the other? What then?" (M 51) 

In other words, Bartholomew is an anachronistic existentialist trying to make Rebecca 

aware of the contingency of existence and the need to seek authenticity. Rebecca never 

fully penetrates his mystery; she just thinks she has found the truth. But in thinking she 

has found the truth she discovers herself Her vision is all hers, what her intuition and 

visionary mind lead her to see. Rebecca then uses the spirit/flesh dichotomy embodied by 

Bartholomew and Dick to her own advantage: the choice of an existential path that will 

lead her toward authenticity. As presented in this text, the dichotomy, which originally 

begins as a typical stereotype, metamorphoses itself, in the fluid world of this text, into a 
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pattern that constitutes an instance of the Choice ofHercules motif in reverse. Even 

better, the motif is not employed in the typical manner ofthe '"two suitor' convention in 

fiction . . . which obliges the heroine to choose between two men--one of whom may be 

an exciting Mr. Wrong, and the other a staid Mr. Right" (Ruthven 76). Rebecca 

appropriates the motif, as it were, to put her life in perspective and come to a decision 

about her future lifestyle. 

When Rebecca later encounters Ayscough, he will try to put her back into 

misogynistic stereotypical categories. Because she challenges most of his notions, because 

she refuses to be controlled by his rationalistic mind, which accepts only a logical 

explanation of the events, because she threatens his male chauvinism by "blaspheming" 

that Christ can come as a woman, Ayscough retaliates. He does it in the only way 

possible for him, by trying to offend Rebecca as if she were still a prostitute. When she 

talks about the "great boil or sore place within my conscience," Ayscough asks her if she 

told his Lordship "ofthis great boil upon thy ever-open thighs" (M 313). Ayscough 

represents weak men's preference for dependent, malleable, "feminine" women. 

Confronted with a strong and independent woman, his fear surfaces in his impulse to call 

her a liar and see her as dangerous and castrating. Suspicious of the renewed Rebecca, 

who challenges most of his assumptions about the world, Ayscough malignantly tries to 

denigrate her back into her former role of prostitute, a lower creature he associates with 

animality and irrationality. Ayscough's misogyny is most apparent in one of his letters to 

"Your Grace": 

Y r Grace will observe she shows little and often no reason nor logick in her 
beliefs, and he may censure me that I pressed not more hard to expose such 
patent muddled foolishness (well might I write maggotry) .... She was never, 
as is the commonalty of her sex, brought to know God's wisdom in decreeing 
for them their natural place as help-meet to man, in house and home alone .... 
'Tis plain this [Rebecca's story] borders upon, nay is, the rankest blasphemy; yet 
to her it counts (tho' she did not, like a veritable madwoman, claim full 
certainty) as not without plausible expectation. (M 446-47) 
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Thus Rebecca confronts, once again, the typically male stereotyping that associates her 

with "the feminine evil" when she becomes a threat to masculine values. But again, as 

with Frederick Clegg, the text condemns this vacuous stereotyping by punishing 

Ayscough, who represents this side of masculinity. Ayscough is punished for his 

misogyny and prejudices by being denied access to the truth, which in his rigid, controlled, 

preordained world, must be the most prized possession. 

In conclusion, the topos of woman's double nature is present in both texts. The way 

in which Fowles has handled it, however, represents a critique of the typically male way of 

conceiving of women as instruments of gratification of their schizophrenic needs. What 

makes these two texts unique in Fowles's writings is that the reader, if not the male 

characters, can see through the stereotype because the female protagonists are not merely 

enigmatic, diffuse presences in the text with evidently symbolic functions. There is in each 

text a real woman mocking a falsifying stereotype of her. Clegg, who longs to "have" 

Miranda, ends up having a corpse, which is hardly a triumph, while Ayscough's sentence 

"You shall not escape me, mistress" (M 333) becomes one of the most ironic in the text. 

It is true that the texts show how false dichotomies about women are instrumental in 

solving male dilemmas: the male characters in these two texts see the female protagonists 

through distorting lenses, trying to accommodate them to their ideals of what they wish 

women to be, or projecting their vacillations, traumas, and prejudices on to them by means 

of a convenient association between femininity and evil. It is also true that there remains 

the unsettling question in both texts of why Fowles should take recourse to the very 

images of women--the anima-like figure and the "prostitute with a heart of gold"--to 

interrogate the myths for which he blames his male characters. The question of how the 

dichotomy serves to solve a male dilemma in the author himself is object of discussion in 

the fourth chapter of this thesis. At the level of the relationships between male and female 

characters, however, both novels to a large extent challenge the validity of the myth. 
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Furthermore, A Maggot introduces a variation of the motif by employing male twin 

images. Although this innovation is still a male-inscribed dichotomy expressed in the same 

terms used to categorize and stereotype women, Rebecca puts it to work effectively for 

the cure she craves. The male is used here as a transformation agent, playing a nursing, 

healing role that Fowles has often attributed to his female characters: his Lordship seems 

to be Rebecca's Muse-like inspiring figure. The male is also used in both texts as a 

shadow-like reflection against which each female protagonist's individuality and 

authenticity are enhanced. 

Through Fowles's innovations in his use of this topos, the author succeeds in 

breaking his pattern of mysterious, impenetrable women who, however wise and 

praiseworthy, are unrealistic characters he employs as emblems of renewal and catalysts of 

a man's peripeteia. While Fowles's treatment of his motif indicates a willingness to depart 

from his basic formula, this is not enough for these novels to qualify as feminist texts. 

Having passed their first test, the novels should be examined in terms of their potential to 

become feminist consciousness-raising tools. Beyond the latent stereotypes in the two 

texts, both Miranda and Rebecca are seen partly as woman is seen in "neo-feminism," a 

form of consciousness-raising that follows the exposure of stereotypes and myths, defined 

by Ellen Morgan in these terms: 

Woman as neo-feminism conceives of her is a creature in the process of 
becoming, struggling to throw off her conditioning, the psychology of 
oppression. She is pitting herself against her patriarchal culture and its 
institutions. She is teaching herself how to play the game of sexual politics on 
her own terms, and the stakes are her personhood and humanity. (183) 

Since the texts show a potential to go beyond the stereotypes, it seems pertinent to 

increase our demands from these novels. One way of pressing these demands should 

entail testing Fowles's feminism and his texts' potential to contribute to women's 
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awareness of the task of continuing the struggle for emancipation and reintegrating 

themselves after years of subjugation. 

51 



CHAPTER III 

THE POTENTIAL FOR FEMINIST 

CONSCIOUSNESS-RAISING 

The "Images ofWomen" approach used so far has been useful in determining not 

only the effect of one of the most deleterious traditional images of women, repeatedly 

used in Fowles's fiction, but also the important variations to the motif which he introduces 

in the two texts under analysis. The discussion in the previous section has shown that, at 

least in these two texts, Fowles can be credited with capturing part of the essence of the 

human condition, as he understands it, without at the same time disparaging or 

stereotyping women, but on the contrary, depicting women who partake of the 

illuminating experiences with which he lavishly rewards his male characters in his other 

novels. While the absence of pernicious stereotyping partially contributes to dismantling 

the androcentric assumptions about women in society, abstaining from stereotyping 

women negatively is not enough for a theory that values literature as a tool for liberation. 

The promotion of feminist consciousness continues to be necessary to reflect on individual 

women's experience and on the consequences of asymmetrical power. The usefulness of a 

feminist theory that centers around feminist consciousness is that it "draws attention to the 

pervasive patterns of subordination, limitation, and confinement that have hampered and 

crippled the development of the female half of humankind as far back as the species can 

remember" (Keohane x). By invoking self-understanding, feminist consciousness 

promotes what Nannerl 0. Keohane and Barbara C. Gelpi call "experiential thinking and 

linking," the use of literary texts to explore the injustices, disadvantages, and multiple 

barriers to development experienced by women, followed by their necessary association 

with the individual reader's experiences, an association that should result in a commitment 

to work for redress. 
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Drawing on the writings of Elaine Showalter, Susan Koppelman Cornillon, Lillian 

Robinson, and Shulamith Firestone among others, Cheri Register set out to define the 

standards of "Prescriptive Feminist Criticism," an attempt to go beyond the main two 

brands of American feminism existing around 1975-- the analysis of women's images and 

stereotypes in male-authored texts and the examination of criticism of female authors. 

Though Register is usually associated with "Images of Women," she saw the need to go 

beyond the denunciation of demeaning representations of women and sexism. 

Simultaneously she attempted to formulate standards for a new kind of literature which 

could serve the women's movement by means of consciousness-raising, a process defined 

by Juliet Mitchell as "the process of transforming the hidden, individual fears of women 

into a shared awareness of the meaning of them as social problems, the release of anger, 

anxiety, the struggle of proclaiming the painful and transforming it into the political" (61). 

While Prescriptive Feminist criticism was mainly directed at female writers, its 

purpose was to define what was acceptable from a feminist point of view, and no male 

author should be excluded from participating in the venture of writing according to its 

standards. Although Prescriptive Criticism is often dismissed on the grounds that it is too 

normative, monolithic, and essentialist, it has provided models for the examination of texts 

in terms of whether they can contribute to the cause of liberation or not, and it has the 

obvious advantage of empowering the female or the feminist reader by making the 

ultimate test of a text's feminism partly dependent on the reader's subjectivity and the 

authority of her personal experience. Cheri Register's model can be used successfully to 

examine Fowles's texts, not simply as a rigid paragon to welcome or disqualify those texts 

according to whether they strictly fulfill Register's requirements or not but to probe the 

limits of Fowles's feminism and explore how far he is ready to accommodate his fiction to 

his non-fictional rhetoric. Cheri Register defines the ideal feminist work as one that fulfills 

five important functions in equilibrium. To win feminist approval, literature must: "(1) 
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serve as a forum for women; (2) help to achieve cultural androgyny; (3) provide role

models; (4) promote sisterhood; and (5) augment consciousness-raising" (19). 

In order to be valuable as a forum, feminist texts must try to deal with the female 

experience authentically, rather than in a way that suggests it has been filtered through a 

male perspective. A feminist text helps to achieve cultural androgyny when it assists "in 

humanizing and equilibrating the culture's value system, which has historically served 

predominantly male interests" (19). When Register propounds the provision of role

models, she expects a feminist text to "instill a positive sense of feminine identity by 

portraying women who are 'self-actualizing, whose identities are not dependent on men"' 

(20). A feeling of sisterhood can be achieved by "testing new ... female-male 

relationships" (22) or by portraying satisfying woman-to-woman relationships and a new 

sense of community among women "in order to overcome group self-hatred, the animosity 

that many women feel for others of their sex as a result of isolation, competition for male 

attention, and belief in female inferiority" (21 ). In order to promote consciousness-raising, 

Register proposes giving "realistic insights into female personality development, self

perception, interpersonal relationships, and other 'private' or 'internal' consequences of 

sexism" (22-3). Finally, the heroines of new feminist fiction will be different from past 

heroines in a significant way: "Rather than being driven to mental breakdown or suicide 

or immobility, ... [they] will somehow manage to resist destruction, perhaps with the 

support and confidence of other women" (24). The application of this model to The 

Collector and A Maggot shows, once again, that the latter text approximates these 

feminist standards more closely than the former, an indication that Fowles has made 

progress in adjusting his characterization of women to his views on the issue of feminism. 

The different parts of Register's model will be applied to both texts, though the order will 

be slightly altered for the sake of effectiveness in the argument. 
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In The Collector there is ample evidence of authenticity in Miranda's 

characterization, which lies mainly in the credibility of feelings and reactions that Miranda 

displays during her confinement. In confrontation with the unknown, Miranda naturally 

falls prey to confusion and ambivalence, which show most potently in her attitude to 

Clegg. Miranda realistically displays both the inevitable contempt and disgust of a victim 

submitted to a despicable creature such as Clegg, and the gentle nature and sensibility of 

an emerging artist and socially responsible human being. Miranda calls Clegg "Caliban," 

"a dirty little masturbating worm" ( C 1 04 ), and the personification of ugliness ( C 122 ), 

which is the negative bottom in her hierarchy of values. She is filled with loathing and 

hatred of his "beastly Calibanity" ( C 191) and is very often moved to offend him, treat him 

condescendingly, and even attack him physically. At other times, however, feeling closer 

to him, Miranda is so intensely urged to understand him, to find out what is wrong with 

him, that she even has to fight her own impulse to pity him: 

I felt sorry for Caliban this evening. He will suffer when I am gone. There will 
be nothing left. He'll be alone with all his sex neurosis and his class neurosis 
and his uselessness and his emptiness. He's asked for it. I'm not really sorry. 
But I'm not absolutely unsorry. (C 182) 

Miranda's ambivalence about Clegg recurs with an almost rhythmical circularity in the text, 

with Miranda complaining that her pity wins even when she knows she ought to and 

wishes she could hate Clegg. This internal struggle becomes a very credible reaction in 

someone who is put at the mercy of an extremely unusual captor, but who cannot suppress 

her gentle and compassionate nature. 

Miranda's confusion sometimes manifests itself in her hesitations about God. 

Identifying herself with Anne Frank and millions who suffered in wars, Miranda begins to 

question the existence of God. She now conceives of an improvident, random universe 

which is indifferent to the individual. In other words, she reaches the existentialist 

awareness that the human being is en passage: 
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What I feel I know now is that God doesn't intervene. He lets us suffer. If you 
pray for liberty then you may get relief just because you pray, or because things 
happen anyhow which bring you liberty. But God can't hear. There's nothing 
human like hearing or seeing or pitying or helping about him. I mean perhaps 
God has created the world and the fundamental laws of matter and evolution. 
But he can't care about the individuals. (C 204) 

Miranda concludes that the only possible God is a deus absconditus that has no 

intervention in a random universe, but she cannot avoid speaking to God and asking him 

to help her as if He existed. Her diary records her last words: "God do not let me die. 

Do not let me die" (C 234). Her ambivalent attitude in the midst of a most disconcerting 

ordeal, accompanied by occasional despair, adds credibility to her characterization. 

Miranda's growing loneliness and anxiety to escape are also conveyed without 

idealization or melodrama but rather with intense realism. She becomes aware that she 

has lost contact with the world and that she has begun to lose her bearings in the growing 

claustrophobia of her imprisonment. Not only does she lose orientation in relation to the 

outside world; she is also beset by ontological uncertainties. Disconcerted by the 

metamorphosis that the godgame induces, Miranda ambiguously feels that she is losing 

herself and at the same time discovering herself: 

Something I have been doing a lot these days. Staring at myself in the mirror. 
Sometimes I don't seem real to myself, it suddenly seems that it isn't my 
reflection only a foot or two away. I have to look aside. I look all over my 
face, at my eyes, I try to see what my eyes say. What I am. Why I'm here. 

(C 206) 

Miranda becomes very real to herself at such moments when she falls into a spell and sits 

with herself in absolute silence. Very definitely, the image ofMiranda staring at herself in 

the mirror is itself a mise-en-abyme structure mirroring the entire novel and the purpose of 

the godgame, which is to bring a character to a point of self-confrontation. At the same 

time, though, her loneliness and "narcissism" function as elements of realism at the literal 

level of the narrative. 
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One final important element that renders Miranda's experience authentic is her 

attitude to sexuality. Because Miranda is young and inexperienced and because living in a 

patriarchal society has conditioned her in a number of ways, she tends to idealize 

heterosexual relationships. In many ways, G.P. is an idealized figure whom she admires 

for his independence and authenticity, but she is reluctant to imagine a life together with 

him because he does not fit into her idealized picture of marriage: "a sort of young 

adventure, two people of the same age setting out together, discovering together, growing 

together" (C 201 ). In a strange way, Miranda is similar to Clegg, especially in her 

idealized daydreams, where Miranda imagines she and G.P. are living together in 

closeness of spirit and in romantic surroundings. Miranda realistically exemplifies idealistic 

girls' ambivalence toward sex and virginity. As she matures in the novel, and a bitter sense 

of lost opportunity overcomes her, Miranda begins to entertain the idea that preserving her 

virginity for the right man is rather foolish. While she has always avoided sexual relations, 

she feels intrigued by G.P.'s relations with other women and feels a kind of inferiority 

complex, a very natural (but patriarchally conditioned) fear of disappointing G. P. because 

she is not sexually experienced. Torn during the best part of the ordeal between having 

sex or withholding it--but in either way, unconsciously trying to please men--, she begins 

to grow out of this pattern toward the end of her experience when she valorizes G.P.'s 

promiscuity as something vital and creative, if not morally irreprehensible at least 

aesthetically more pleasant than the "frozen lifeless utter lack-love" between her and Clegg 

(C 225). In other words, toward the end of her ordeal she loses her fear of openly 

expressed sexuality as she learns that her worth as a human being does not reside either in 

her ability to pass a sexually experienced man's test or in her ability to reward a long

awaited Prince Charming with her treasured virginity. Miranda is far from being an 

emancipated woman when she says "Sex doesn't matter. Love does" (C 219) as she 

explains she would be ready to "risk" having sex with G. P. to show him that she loves 
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him. She is still thinking of sexuality in terms of a sacrifice she must perform and a prize 

with which she can reward G.P. Despite this expression of immasculation, Miranda's 

qualms about sex constitute one authentic female experience. 

The Collector, therefore, shows a female character authentically portrayed in a 

number of ways, breaking the pattern of the typically enigmatic and inscrutable F owlesian 

woman. Miranda's actions and reactions, however, provide an adequate forum for women 

not simply because they are realistic and credible. Just as the image of the lonely Miranda 

looking at herself in the mirror is a mise-en-abyme of the godgame's moment of 

introspection and existential awareness, Miranda's complex of confusion and ambivalence, 

terror at improvidence and indifference, sense of alienation and oppression, and the 

bifurcated sexual attitudes to which she responds as a result of that asphyxiation is also a 

mise-en-abyme construction that replicates the destabilizing anxiety produced by women's 

process of awakening to the reality of patriarchal control. Read as a miniature 

metaphorical and collective bildungsroman, Miranda's experience signifies a period of 

apprenticeship most women undergo when they come to grips with the existence of 

patriarchal domination. By a process of estrangement, Miranda is brought into the cellar 

of an isolated house, where she first realizes that she is gagged, bound, and confined. 

Immobilized by shuttered windows and locked doors, walled in by her dark cellar, 

Miranda is like a synecdoche for all women in their historical process of awakening to 

their position in patriarchy, and her experience mirrors the process of awakening of each 

individual woman. The text thus creates a very interesting hall-of-mirrors pattern which 

radiates reflections from Miranda's individual and concrete plight to a dramatization of 

women's collective plight in civilization, and back to the receptacle of a responsive reader 

who can identify herself with the character or awaken to the need to work for both self

affirmation as well as the removal of injustice and inequality in the distribution of power. 
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The Collector also fulfills the feminist requirement that the text augment 

consciousness-raising, by providing insight into Miranda's personality development and 

self-perception. In many ways, her initiatory experience is humanizing because it helps 

Miranda to recognize many weaknesses such as her vanity, her selfishness, and her 

hypocrisies. She glimpses a sinister collector-mentality in her when she thinks about her 

past relationships with men and her false sense of security in the feeling that she could 

control the world. She admits to a vague need for possessiveness and control of the 

mystery and hazard of existence, both of which remind her of Clegg's tendency towards 

stasis: 

All this business, it's bound up with my bossy attitude to life. I've always known 
where I'm going, how I want things to happen. And they have happened as I 
have wanted, and I have taken it for granted that they have because 1 know 
where I'm going. But I have been lucky in all sorts of things. 

I've always tried to happen to life; but it's time I let life happen to me. 
(C 219-20) 

Miranda acquires the notion that her selfishness and vanity are useless before the 

uncertainties of life. Learning about life leads her to self-understanding because, by 

learning to "unlearn" her false premises about life, she begins to discover her real self She 

sees her own past folly of believing she was cleverer than men and other girls, that she 

"knew more, felt more, understood more," when in actual fact, she does not know enough 

even to deal with Clegg (C 226). Reflecting on the changes she has undergone since her 

early days when she used categorizing labels even for herself, as she was either a "nice 

little middle-class doctor's daughter" or a "Ladymont girl," she now admits the 

inauthenticity out of which she is growing: 

It's like the day you realize dolls are dolls. I pick up my own self and I see it's 
silly. A toy I've played with too often. It's a little sad, like an old golliwog at 
the bottom of the cupboard. 

Innocent and used-up and proud and silly. (C 226) 
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Miranda's own analogy is very apt because it emphasizes the process by which Miranda 

begins to examine herself and discard the lifeless aspects of her personality in favor of a 

search for truth. Extending the image in directions Miranda does not seem to be aware of 
' 

one might want to argue she is expressing a wish to become and be recognized as a real 

person and as a real woman, evolving out of male-imposed expectations of doll-like 

behavior and admitting as the only possible form of objectification, her own right to an 

exploration of her consciousness, rather than, for example, Clegg's pornographic 

"portraits" of her. 

Another instance of her collector-mentality which she learns to discard is her strict 

separation of people by social class and her rigid categorizing of people into the Many, or 

the New People--i.e., the uneducated, the ignorant, the new rich, people plagued by 

vulgarities and a blind imitation of the bourgeoisie--and the Few--doctors, teachers, and 

artists who have to carry the "great dead-weight of pettiness and selfishness and 

meanness" of the Many (C 190). In the past Miranda had not been interested in the people 

that fell into the category of the Many. As she admits, she must have passed them in the 

Tube, oblivious to the fact that they were reaL She just used her vague, abstract 

categories as a convenient device to protect her own vanity, pride, and social priggishness. 

Moreover, at the beginning of her ordeal she still clings to her way of classifying people, 

but she changes profoundly in at least two ways. Meeting Clegg, she first of all becomes 

aware that these people exist Then she learns that while it is true that she belongs to the 

Few, her privilege is not based on having attended a certain school, living in a certain area 

of London, or belonging to a certain social class. She learns that she belongs to a moral, 

rather than social elite when she becomes aware that her superiority is a state of 

responsibility. Miranda awakens to her sense of responsibility, mixed with pity and 

sympathy, when she decides to educate Clegg. It must be conceded that her first attempts 

to teach Clegg are vitiated with her pedantic impulse to show off her borrowed ideas and 
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her unrestrained scorn for Clegg's ignorance and lack of artistic sensibility. But there can 

be little doubt that a genuine and profound sense of mission to instruct Clegg is arising in 

Miranda. After the episode in which she attacks Clegg with an axe, Miranda repudiates 

the use of violence and recognizes the need to struggle with the weapons of pacifism, 

sympathy and humanity: 

I've given up too soon with Caliban. I've got to take up a new attitude with 
him. . . . I'll treat him as someone who needs all my sympathy and 
understanding. I'll go on trying to teach him things about art. Other things .... 
I am a moral person. I am not ashamed of being moral. I will not let Cali ban 
make me immoral; even though he deserves all my hatred and bitterness and an 
axe in his head. (C 209) 

Though Miranda persists in her strong divisions, visualizing a beseiged city where the 

Many are the enemy of the Few, her conduct begins to undercut her rigid categories when 

she shows interest in the Few as people, rather that an abstraction, and wonders, for 

instance, why they are not interested in the arts. There is a growth in her personality that 

indicates she is ready to deserve the label of one of the Few, but for the right reasons, for 

her willingness to destroy artificial social divisions by helping the Many. 

As a woman, she also grows in her realization of what she wants to be in life. She 

does not necessarily view marriage as the crowning experience of self-fulfillment. She still 

wants to marry and have children, but mainly because she wants to prove that not all 

marriages need fail like her parents'. Although she continues to dream of Prince Charming 

in a certain way, she also wants to use her feelings about life in a fully satisfying way: 

I don't want to use my skill vainly, for its own sake. But I want to make beauty. 
And marriage and being a mother terrifies me for that reason. Getting sucked 
down into the house and house things and the baby-world and the child-world 
and the cooking-world and the shopping-world. I have a feeling a lazy-cow me 
would welcome it, would forget what I once wanted to do, and I would just 
become a Great Female Cabbage. Or I would have to do miserable work like 
illustrating, or even commercial stuff, to keep the home going. Or tum into a 
bitchy ginny misery like M (no, I couldn't be like her). (C 133) 
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Miranda shows awareness of the possibilities open to her and the dangers of trying to fit 

her newly gained sense of independence and her artistic profession into a conventional 

married life. Though one could quarrel with Miranda and argue that there exist many 

ways to avoid becoming a Great Female Cabbage, so that in a sense she is presenting a 

fallacious "either/or" option, her aspirations to fulfill herself as an artist signify that she is 

trying to break free from one of the commonest patriarchal assumptions, the one that ties 

women to a heterosexual marriage as both their inevitable destiny and their supreme 

source of self-fulfillment. 

Miranda then develops as a character, as a woman, and as an artist (a point discussed 

in the analysis of her relationship with G.P. below) in the course of her confinement. 

Though timid and occasional, Miranda's new voice is audible in her protest against the 

language she has been forced to use. Her new sense of individuality and freedom as a 

woman reflect themselves in her need to escape the worn language of patriarchy. She 

sometimes feels that she simply cannot find the words she needs to describe what she is 

living, that screaming would tell her story better than speaking or writing. At other times, 

her need to find a new language expresses itself in her impulse to draw. The gaps and 

inadequacies she finds in language are so accute that she compares the act of describing 

her experience through language to drawing with a broken lead: 

When you use words. The gaps. The way Caliban sits, a certain bowed-and
upright posture--why? Embarrassment? To spring at me if I run for it? I can 
draw it. I can draw his face and his expressions, but words are all so used, 
they've been used about so many other things and people. I write "he smiled." 
What does that mean? ... Yet if I draw the smile ... 

Words are so crude, so terribly primitive compared to drawing, painting, 
sculpture. "I sat on my bed and he sat by the door and we talked and I tried to 
persuade him to use his money to educate himself and he said he would but I 
didn't feel convinced." Like a messy daub. (C 140) 

As a trope for her need to break free from male dominance, Miranda's attempt to find 

other ways of expression such as screaming, crying, remaining mute, drawing, and 
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dreaming show her at times almost as if she were aware of modern linguistic theories of 

women's language and the feminist charge that men have exercised a monopoly over 

language which has left no voice for women. Miranda's difficulty in finding a suitable 

discourse emblematizes women's history of displacement and exclusion by male 

domination. As Elaine Showalter comments on the problem of women's access to 

language, "The problem is not that language is insufficient to express women's 

consciousness but that women have been denied the full resources of language and have 

been forced into silence, euphemism, or circumlocution" (23). Miranda's attempts to 

express herself through painting and drawing signify her awakening as a woman, with a 

need for a distinct and authentic voice. 

Her attempts, however feeble and sporadic, can be instrumental in raising women's 

consciousness about the extent of our marginalization in male-constructed systems. 

Gagged for a great part of the time, in a symbolic gesture of patriarchal silencing and 

domination, Miranda strives to find a new voice. The text is not advocating the various 

circurnlocutory ways of expression that Miranda tries; it simply provides a metaphor for 

what Showalter calls "the feminist problem of a women's language and the recurring 

'language issue' in the general history of decolonization" (22). After a revolution that 

overthrows a regime or state, the new emerging state must decide which will be the 

official language (Showalter 22). In a comparable manner, Miranda finds difficulty using 

the same language as her oppressor. But her captivity has simply foregrounded and 

exacerbated a state of more subtle subjugation existing in society. That is why Miranda 

declares in one of the last and most revealing of her journal entries that in a strange way 

she would not want her ordeal not to have happened. She has found that it is better to 

awaken from a long dream and discover that she is gagged, chloroformed, and half-mute, 

but with the potential to recover her voice, which she does through her diary, than never 
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to wake up at all. Thus the text has great potential for consciousness-raising because it 

foregrounds the need for women to recover their voice. 

A further achievement of the text with respect to the issue of language is that it 

supplies Miranda with an opportunity to subvert the oppressor-oppressed dynamics of 

Clegg and Miranda's relationship. In contrast to Clegg, who cannot master his own 

discourse, Miranda not only uses her discourse to struggle against the power exercised by 

the two masculine texts that surround and encroach upon her in the physical realm of the 

book itself but also exercises her creativity through it. Indeed, Clegg's discourse sounds 

as a confessional in which he almost apologetically explains, sometimes justifies, and 

sometimes distorts the events. But Clegg is not confessing or making a legal statement 

since the reader knows by the end of the novel that he is still free, planning a second 

abduction. Catharsis through language does not seem desirable for Clegg, who neither 

feels the need to purge his sins nor shows any compunction about his next victim. His 

discourse, therefore, is purposeless, since it seems to perform no useful function for 

Clegg. The sole purpose of his discourse, then, is to construct Clegg for the reader. 

Clegg's language ironically describes his limitations, inadequacies, prejudices, and 

monomaniacal obsession. Unable to use his discourse for his own advantage, Clegg is 

totally transparent to and constructed by his own discourse. Unlike him, Miranda employs 

language with creativity, and she creates as much as is created by language. Although 

Clegg's discourse literally wraps up her discourse, and Clegg has the key that can open up 

the window into her diary, Miranda possesses an Escheresque talent to construct and 

circumscribe Clegg within her story. Through her fable of the beast and the princess, she 

writes Clegg as an ugly monster in her own text. Through her mini-plays, she casts Clegg 

into various roles according to her script, which does not always coincide with the story 

itself because as Miranda says several times, she takes the liberty of "embellishing" her 
' 

account of events. While Clegg is being constructed as a socially and psychologically 
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crippled individual by his rambling, uncreative, and powerless discourse, Miranda 

imaginatively writes her own texts. Consequently, despite her occasional roundabout 

escapes through non-linguistic modes of expression, Miranda seizes the power oflanguage 

and temporarily subverts her position in the oppressed-oppressor dynamics. 

The most powerful element in this text's potential to encourage feminist 

consciousness raising, however, rests on Miranda's maturity and growth into a woman 

who can claim toward the end of her ordeal that she would not fear having sex with G.P. 

in the future, because even if he betrayed her, he would still be unable to touch her 

"woman-me he can never touch" (C 226). Because she begins to discover herself, and 

especially her "woman self," this novel can bring about awareness about the possibilities of 

starting the struggle for emancipation from the basis of self-discovery and the protection 

and nourishment of one's inviolate core of self 

As regards the promotion of sisterhood among women, The Collector begins to fail 

drastically as a feminist text. The most positive aspect of the text is Miranda's increasing 

sympathy toward her mother. Having hated her mother and felt ashamed of her, Miranda 

now regrets not having been at least as tolerant and considerate as she is with Clegg. She 

accepts and understands her mother for fighting against her ambition to be an artist rather 

than a doctor. Because she won the battle, she says she must forgive. Of course, the 

doubt remains whether Miranda would offer her forgiveness so readily if she had not 

succeeded in asserting herself Other than her guilt feelings about her mother, Miranda 

does not have strong feelings for other women. Minny, the sister she loves so much and 

whom she addresses in her diary, does not have a real presence in the text. She is in 

Miranda's mind offering herself as a convenient addressee because Miranda "can't write in 

a vacuum like this" (C 117). Miranda's diary, though, does not reflect any concrete 

description of Minny's qualities, any specific influence on Miranda's character, or any deep 

bond between them other than their strong affection born, according to how Miranda puts 
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it, out of the forced and almost accidental union between them resulting from their parents' 

unstable marriage. 

Miranda is also seen involved in competitive relationships with other girls and 

women, including Minny. Miranda revels in the recollection of G.P calling her a rather 

special person, "different" from other people. Indulging her vanity she remembers that she 

never lets other girls see that she knows she is pretty so as to take advantage from her 

beauty without sounding vain. When her aunt Caroline introduces her to G.P., Miranda 

feels automatically jealous and competitive in order to win his attention. She enjoys her 

aunt being treated coolly by G. P. and without much evidence concludes that he obviously 

did not like her. Later when she meets G.P. again, and he seems indifferent, she tries to 

make comments that will disassociate her from Caroline because she does not want to be 

"lumped" with her. During that first meeting with G.P., Caroline makes comments about 

the Rembrandt self-portrait G.P. admires, as a result ofwhich G.P. leaves in anger. 

Miranda disparages Caroline's "woman-of-advanced-ideas way" (C 141) and feels 

ashamed of her aunt: 

Between them Caroline and M have every quality I hate in other women. I had 
a sort of despair for days afterwards, thinking how much of their rotten, 
pretentious blood I must have in me. Of course there are times when I like 
Caroline. Her briskness. Her enthusiasm. Her kindness. And even all the 
pretentiousness that's so horrid next to the real thing--well, it's better than 
nothing. I used to think the world of her when she came to stay. I used to love 
staying with her. She backed me up when there was the great family war about 
my future. All that till I lived with her and saw through her. Grew up. (I'm 
being a Hard Young Woman.) (C 142) 

Miranda feels close to Caroline when she finds a convenient ally in her aunt, but she 

readily discards Caroline when she embarrasses her in front ofG.P., especially when 

Miranda is trying to impress him. 
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When Miranda meets middle-aged women, such as the Nielsen woman, she also 

adopts a defensive attitude. As soon as she meets her, Miranda categorizes her, as she 

habitually does with other women: 

She had on that special queasy-bright look women like her put on for girls of 
my age. What Minny calls welcome-to-the-tribe-of-women. It means they're 
going to treat you like a grown-up, but they don't really think you are and 
anyhow they're jealous of you. (C 178). 

Miranda then complains about middle-aged women like Mrs. Nielsen, who try to imitate 

young girls' clothes, language, and interests. Inventing a war between middle-aged and 

young women, Miranda boasts that the young do not need or respect the middle-aged. 

She also reveals strong anti-lesbian feelings when she describes the woman. Miranda finds 

the woman's way of speaking and looking disgusting because they remind her of a lesbian. 

Her jealousy, competitiveness, dismissal, and categorization of women into groups reveal 

a certain streak of misogyny in Miranda's character, who privileges man-woman 

relationships over a sense of community and friendship with other women. 

The most serious objection that can be levelled against The Collector's aspirations to 

be a feminist text is the fact that although Miranda initiates her search for authenticity and 

to a large extent, she succeeds in discovering herself, her search is first of all thwarted by 

her death, and secondly, she remains under G.P's overpowering influence. Miranda 

derives most of her notions about life and art from G.P. Her evolution is therefore 

completely dependent on a male figure. Very tellingly, Miranda draws up a "List of the 

ways in which he has altered me," where she uses prescriptive terms such as "You don't" 

do something, "You must" do the other, "You have to" be this or that (C 134). All her 

ideas about not letting her social class interfere with her life, about being a Socialist, about 

hating everything that is not authentic, profound, and essential in life and art, as well as 

other vague theories, come from G.P. , as she admits: 
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You don't go to silly films, even if you want to; you don't read cheap 
newspapers; you don't listen to trash on the wireless and the telly; you don't 
waste time talking about nothing. You use your life. 
I must have always wanted to believe n those things; I did believe in them in a 
vague sort of way, before I met him. But he's made me believe them; it's the 
thought of him that makes me feel guilty when I break the rules. 
If he's made me believe them, that means he's made a large part of the new me. 
(C 135) 

Miranda's journal entries have numerous ironic parenthetical comments where she actually 

explains she is using G.P.'s words or borrowing G.P.'s ideas. When Miranda remembers 

praying in the van because she thought she was going to die, she wonders whether that is 

a proof in favor of the existence of God, or "a proof against, I can hear G.P. saying" (C 

113). When she discovers that Clegg collects butterflies, Miranda remembers G.P. saying 

that "collectors were the worst animals of all" (C 116). Commenting on Clegg's house 

"massacred" by furniture and ornaments in poor taste, Miranda talks about "the hateful 

tyranny of weak people," because "G. P. said it once" (C 120). At other times she 

dignifies G. P.'s words into witty aphorisms she uses to head her entries: "G.P.--You 

paint with your whole being. First you learn that. The rest is luck" (C 123). Forcing 

herselfto accept the existence of"Calibanity" in England, Miranda imitates G. P. in 

believing that she must face the apathy of England, adding that "These are all G.P.'s words 

and ideas" (C 152). G.P.'s voice reverberates throughout the novel and Miranda is never 

weaned from his preceptorial figure. 

In G.P.'s criticism ofMiranda, he tries to teach her that her art school is encouraging 

her to be inauthentic by teaching her the art of copying the old masters. G.P. insists on 

Miranda's discovering her personality before she can become a real artist: 

But a picture is like a window straight through to your inmost heart. And all 
you've done here is build a lot of little windows on to a heart full of other 
fashionable artists' paintings. He came and stood beside me and picked out one 
of the new abstracts I' d done at home. You're saying something here about 
Nicholson or Pasmore. Not about yourself You're using a camera. Just as 
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trompe-l'oeil is mischannelled photography, so is painting in someone else's 
style. You're photographing here. (C 149) 

One of the text's most flagrant ironies is that Miranda thanks G.P. for teaching her that she 

must get rid of stale, false, and borrowed ideas, but these very notions are G. P .'s ideas, 

which she adopts as if they were the greatest expression of wisdom. G. P. has taught 

Miranda not to be "fey." She admits that G.P. has "chipped off' some ofher stupidity and 

superficiality about life and art, but then G.P. is a sculptor and his job is to chip off 

material. Miranda's own metaphor describes her as being partly G.P's work. She 

confesses: "I've never been the same since he told me how he hated fey women. I even 

learnt the word from him" (C 134). Her attempts to shed her old self are always partly 

debilitated by her urge to eliminate her feyness, in imitation of G .P. 

Even more pernicious for the text's feminist facets is the fact that Miranda is in 

permanent and unrelieved suspension in the text. After her initial gestures of self

affirmation and partial recuperation of her self-worth, Miranda becomes unrealized 

potential, and as such too incomplete or ambiguous a female character to provide an 

effective and positive role-model. There is a consistent pattern of light and dark imagery 

associated with Miranda. She longs to see the light because she loves life and because 

light is vital for art, but her yearning for light also denotes her recognition that she will be 

a different person at the end of her ordeal. Miranda's longing, however, is thwarted from 

the beginning because the reader knows that she will never emerge out the "black hole" of 

her crypt. Fowles's comment that Miranda's "tragedy is that she will never live to achieve 

[her authenticity]," but that her "triumph is that one day she would have done so" offers 

little consolation (Docherty 122). Miranda is strangely happy despite her ordeal because if 

she escapes she will be a completely different person, and if she does not, "I shall still 

know that the person I was and would have stayed if this hadn't happened was not the 

person I now want to be," adding that her experience is "like firing a pot," because "You 

have to risk the cracking and the warping" (C 229). Miranda's metaphor becomes a 
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prophetic gloss on the text's potential as a feminist work, except that the cracking and the 

warping to which both Miranda and the text are exposed dangerously compromise 

Miranda's capacity to become a positive role-model. 

Finally, as to the question of whether The Collector promotes cultural androgyny, 

this issue must necessarily be tied to Miranda's role. Miranda fails to provide a strong 

role-model that can serve to counteract women's possible self-doubt and self-hatred 

activated by subjugation and victimization; as a result, the novel is at best ambiguous 

because Miranda's death replicates women's oppression in a patriarchal society and 

suggests that women are as hopelessly powerless as Miranda is defenseless. It is true that 

the text raises the issue of the negative aspects of masculinity and the positive aspects of 

femininity through its central metaphors. Miranda is painfully aware of the abyss that 

separates her from Clegg in one of the book's clearest statements about this issue: 

I am one in a row of specimens. It's when I try to flutter out of line that he 
hates me. I'm meant to be dead, pinned, always the same, always beautiful. He 
knows that part of my beauty is being alive, but it's the dead me he wants. He 
wants me living-but-dead. I felt it terribly strong today. That my being alive 
and changing and having a separate mind and having moods and all that was 
becoming a nuisance. 

He is solid; immovable, iron-willed. He showed me one day what he called 
his killing-bottle. I'm imprisoned in it. Fluttering against the glass. (C 189) 

Miranda sees herself as Clegg's dead butterflies, which she calls her "fellow-victims" (C 

120). Deprived of their freedom, with their wings stretched out, and exposed to Clegg's 

perverse gaze and absurd hobby, the butterflies are a glaring reminder of the stultifying 

and exploitative effects of male hegemony. At other times, Miranda expresses herself 

through art metaphors, and when she summarizes Clegg's effect on her by likening him to 

"endless dreary rain," because he is "colour-killing," she produces one of her most 

poignant but also insightful and effective descriptions of the masculinity Clegg represents. 

Unfortunately, while the text is making a strong case for Eve's creativity and vitality 

hindered and smothered by Adamism, the very design of the narrative suggests it is very 
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difficult to equilibrate the two principles. Flutterings against the glass are not sufficient to 

promote a society with a greater balance between male and female interests. If woman 

continues to have the fragility of a rare, collectible butterfly, the text succeeds in 

reinforcing Clegg's photographic camera and killing-bottle as phallic symbols emblematic 

of invincible patriarchal power, as well as in indulging the very victimization ofwomen 

that Fowles's critique of male chauvinism is supposed to question in the first place. The 

feminist model being applied, which calls for readers' ability to relate to literary texts, 

denies victimization the possibility of fulfilling the role-model function. Mary Anne 

Ferguson, Sandra Lee Bartky, and Patricia Meyer Spacks unanimously condemn it as a 

negative reinforcement of failure (Ruthven 71). The novel problematizes the collector

mentality, the state of death in life, and the misused power that animates Clegg. On all 

accounts, Miranda's characteristics, her sensibility, vitality, imagination, independence, and 

artistic talents, are obviously superior, but if Miranda is so vulnerable and her qualities so 

inexpedient and powerless, the text does very little in aid of positive social changes for the 

betterment of women. When the reader gets access to Miranda's diary, she is already 

buried. All the energy of Miranda trying to escape, succeeding in creating texts with 

language, using language as a therapy to relieve her solipsism and enlarge her world, 

yearning to see the light, all resonate with a grotesque note of senseless waste. Miranda's 

end is a memento mori that is perilously close to stressing the vicious message that 

energies invested in the feminist struggle are wasted efforts. 

In a number of ways, A Maggot represents a progress over The Collector, with a 

protagonist that is stronger than Miranda and a text that is more positively woman

centered. This text meets Register's first requirement of providing a forum for women by 

illuminating female experience through a realistic portrayal of Rebecca's life as a prostitute 

in eighteenth-century England. With credibility, the novel describes her growing 

awareness that she was on the road to Hell as well as the resulting agony. In one of the 
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early scenes, the narrator sees through Rebecca's make-up to observe that "she had tears 

in her eyes, besides the belladonna" (M 29). In conversation with Bartholomew she 

reveals a most common story of victimization. Seduced by the son of the house where she 

was put to work as a maid, Rebecca was fired. Disowned by her parents, who were 

religious zealots, she was sent out into the streets. Sexually harassed by her new master, 

she began to please him out of fear and need. When her master's wife discovered it 
' 

Rebecca was in the streets again. Poor, alone and having increasing difficulty in finding 

employment, she was forced to work in a "bagnio." Though admitting her corruption, 

Rebecca was never completely lost in sin and wickedness. She had always retained a 

noble part of her soul that told her she must change her ways, as she tells Ayscough in her 

deposition: 

Thee may take me for a notorious harlot, I will not deny it. So I was, may the 
Lord Jesus forgive me, and a great sinner, my soul harder than flint. Yet it was 
not dead, not quite dead, for my conscience told me I sinned and should not be 
forgiven. Most of my sisters in that house were blind, they knew not what they 
did; yet I was not in their case, I knew I was on the path to Hell and with no 
excuse save my own obstinacy in sin, that is none. (M 311) 

Rebecca was aware of her sinful nature and felt a tremendous urge to be redeemed. 

Although ready to change her ways, she sometimes could not resist the temptations of the 

worldly life to which she was used. Made painfully more and more aware of this double 

impulse by her reading of the Bible, Rebecca welcomed Bartholomew's hiring her as an 

opportunity to escape the bagnio. 

Another important element of authenticity in Rebecca's depiction is her 

overwhelming weakness in her treatment of Dick. Used to pleasing any man that paid for 

her favors, Rebecca felt as a body bought only for a man's lust, and precisely for that 

reason, she felt sorry for Dick. He was different because, despite his animality, there was 

also a kind of innocence in him that made him out of this world. Seeing gentleness and 

love in Dick's eyes, Rebecca gave herself to him out of pity. Despite her progressive 
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transformation, she was still, as she admits, a harlot and chose to please Dick in the only 

way she knew how to please--as a harlot. Questioned by Ayscough why she chose to go 

as far as she went into the countryside when her original intention had been to escape and 

go to Bristol, Rebecca insists on her weakness: 

But I had no courage for it, nor saw means. At heart I was whore still, may the 
Lord Jesus Christ forgive me. A bagnio life makes hard in sin, soft in much 
else .... And besides grow creatures of our humours, we think only of today. 
We have no feet upon the rock, no faith to help us provide against our future. 
(M 335) 

Therefore, in spite of her pious nature and newly acquired asceticism, Rebecca is ready to 

admit all her past sins and weaknesses, which she has fully repented in order to be saved. 

Her strong double impulse to persist in her ways and to be redeemed makes the outcome 

of the godgame--despite its extraordinary facets and despite the multifarious archetypal 

meanings with which the journey resonates--a credible experience in the life of a single 

woman, also emblematic of the larger history of male exploitation of women. 

No less symbolic of women's plight in society than Miranda's experience, but far 

more positive in its outcome, Rebecca's experience of renunciation of a false self and the 

forging of a new one based on self-understanding and personal conquest foregrounds the 

issue of self-confidence that The Collector tends to compromise or obscure. Despite 

Bartholomew's apostolic mission towards her, Rebecca contains the seeds of her real self, 

and the fact that her construction of what the journey signifies differs radically from the 

way other witnesses construct the same events, is evidence that Rebecca is using her own 

reservoir of qualities to turn the godgame, as Katherine Tarbox has put it, into "a lesson 

on the power of individuation and nonconformity" (M 148). The way in which Rebecca 

decodes the complex of ambiguities, contradictions, upsetting estrangement, and 

conflicting identities of the god game is an indication of her power to destroy her old, false 

masque and reassemble herself after emerging from her former degradation. From the 
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very beginning, Rebecca is open to her regeneration, admitting to Bartholomew, "I would 

not be what I am" (M 47). Explaining the confusing game of identities that was supposed 

to conceal the purpose of the journey, Bartholomew tells Rebecca that "none of us were 

what we seemed" (M 318). His words have unexpected echoes that transcend the journey 

and the text, embracing Rebecca's past life as a London prostitute, and possibly, if there is 

enough willingness to read beyond Bartholomew's remark, women's subjugation rooted in 

preconceived biological or mythological reasons. Rebecca is owned by her masters and by 

Hannah Claiborne, who sells her services to Bartholomew. But Rebecca discovers that 

her chains are in fact self-made, and that, consequently, she can become her sole owner. 

Katherine Tarbox has followed Rebecca's metamorphosis in the clothing metaphors the 

text employs. She is first seen wrapped, "cocoon-like in her cape," acquiring "layers of 

cosmetics and fine clothes," as she changes from simple maid to a fine prostitute. In 

Cleave Wood, where she completes her search for authenticity, she comes out naked. 

Finally, her last metamorphosis is depicted through symbolic clothing, when she is living 

with John Lee, Rebecca wears the new clothes of her real self: "In her coarse grey dress 

and pure white cap [she was] . . . a new self, defiant, determined by new circumstance and 

new conviction" (Tarbox 153-54). 

As Ayscough remembers Bartholomew once saying, he could "make a man of a 

toad, and a fool into a philosopher" (M 451 ). So Bartholomew is simply a servile 

alchemist, the godgame the magic formula, and Rebecca the treasured gold. Rebecca 

accomplishes her extraordinary visions when she looks inward and sees the gold inside her 

heart. All her visions, her June Eternal, her promise of salvation radiate from her inherent 

goodness. Thus in terms of consciousness raising, this text provides a more reassuring 

vision of the destiny of women's struggle for freedom than The Collector because 

Miranda, literally groping for natural light, symbolically clings to the belief that the light of 
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salvation must come from outside, while Rebecca finds it through self-scrutiny and self

appreciation. 

Like Miranda, who wants to draw, paint, or scream rather than use language to talk 

or write about her experience, Rebecca reflects a similar need to discover a new, more 

powerful language to express herself Confronted with the linguistically skillful and 

verbose Ayscough, Rebecca finds it difficult to share his language, insisting that her 

experience can not be told in words, especially when the interlocutor is Ayscough, the 

arch-Adam seeking to contain Rebecca within his legalistic formulas: "So greatly it may 

hardly be said in words. I knew not then how to say it in words, I know it not still, to 

thee " (M 418). Predictably, as the interrogation makes Ayscough's alienation from 

Rebecca's mystical experience more pronounced, Rebecca becomes increasingly slow in 

Her answers as if she had to translate his words from a foreign language. Predictably too, 

Rebecca finds "There are more ways of speaking than with words" (M 317) in her 

communication with the deaf-and-dumb Dick, the man who represents only the carnal but 

unthinking side of male nature. Not surprisingly, Rebecca finds her communication with 

him more gratifying than her communication with Ayscough, who represents the thinking, 

rational, oppressive side of patriarchal authority: 

And I have thought since, in his no-words lay more speaking than in any 
spoken. Which came not of what passed in the flesh, that is of our fornicating 
and beastly selves, but of other times. When I did sleep against his breast upon 
the road, of looks we passed, I know not, when I heard what he would say 
better than if he had spoke it out loud. He came to my bed on that last night, 
and had his will of me; then lay a-weeping in my arms, and I wept also, for I 
knew why he wept. As if we lived in two prison cells ... (M 336) 

Like Miranda, Rebecca too is in the prison-house of patriarchal language. She finds an 

authentic mode of expression in non-language, weeping, her apparently uncontrollable fits 

of wrath, and her use of the senses. An important consciousness-raising element this text 

foregrounds is Rebecca's ability to function within Ayscough's language, and, without 
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renouncing to it, incorporate other forms of expression, thus achieving a more complete 

mode of perceiving reality and communicating. Rebecca's triumph is particularly relevant 

at a time when feminists of diverse orientation seem fiercely divided over the debate of a 

"women's language." While some argue that women must develop a uniquely female 

speech, others claim that women must steal back language in the power of men, making 

language, as Adrienne Munich has put it, "the patriarchal loot to be reclaimed" (Greene 

240). While still others, such as Mary Jacobus, claim that women must "reinvent" 

language and deconstruct its phallogocentric structure by writing what cannot be written 

(Showalter 21 ), Rebecca simply underscores the fact that Ayscough and his masculinist 

discourse are at a disadvantage when Ayscough's "alphabet" is not adequate for expressing 

the imaginative nature of her experiences. In other words, Rebecca has other resources, 

and the problem of linguistic inadequacy is one that Ayscough must resolve for himself 

In a more sustained and effective way than Miranda, Rebecca uses her discourse as 

an affirmation of her individuality, and consequently, temporarily alters the oppressor

oppressed relationship that links her to Ayscough. Just as Miranda superimposes her 

discourse on Clegg from the hypodiegetic layer of her diary, contained within Clegg's 

confessional, Rebecca manages to push Ayscough to the periphery and occupy the center 

of the interrogation from within her inferior position of deponent subject to Ayscough's 

interrogation. Graphically, Ayscough, who wields authority and is in the position of 

judging Rebecca, imposes a pattern of "Q" versus "a," with his tricky, leading and 

misleading questions trying to elicit answers that will fit into the preconceived world of his 

interrogatory. But Rebecca withholds information, such as the crucial scene where 

Bartholomew makes her aware of the hazard of the universe and her need to seek 

freedom, refuses to answer about certain areas of her private life, such as her present 

sexual life, anatagonizes Ayscough on matters of social and economic politics, established 

religion, and standard approaches to knowing reality. By opposing Ayscough's attacks 
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and attempts to contain her within the limits of her past harlotry with courage and 

resistance, she turns the dialectical dispute between them in her favor. Rebecca attains 

partial triumph because "She overturns the whole cycle of the investigation, and the result 

is that she places him on trial; she becomes the prosecutor charging him with all of the 

injustices prevalent in the society of which they are both members" (Salami 245). 

Ayscough's typical questions are: "What clothes wore they?" (M 328); "Were they not 

painted figures?" (M 329); "How long did this light last?" (M 329); "What direction did 

you face?" (M 327); "Did [the sound] grow louder in that time?'' (M 327); "Wore they 

their hats still?" (M 327); "Spake he as in jest?" (M 343); "Did his Lordship watch you?" 

(M 343); "Saw you ever, at any time since first you met his Lordship, any sign that he and 

his man were ... victims ... of the vice ofSodom?" (M 355); "And how fared his 

Lordship? Liked he not his sport in your bed?" (M 308). Ayscough's questions can be 

summarized and classified into two main groups. They are destined either to confirm his 

prejudices and humiliate Rebecca and Bartholomew for behavior he finds unacceptable, or 

they are empirical questions about facts which are largely irrelevant to the main issues the 

text raises. His mean, dismembering, dissecting questions are destined to attack a reality 

he is too limited to grasp. Unable to achieve whole vision, Ayscough retaliates by 

destroying reality and his enemy through partial and atomizing questions. As with Clegg, 

Ayscough does not use his power and his questions effectively, because his discourse also 

constructs him as an unimaginative, severely crippled man. The purpose of his discourse 

is not for Ayscough to discover incontestable truth, much as he would like to, but to 

alienate him from the truths that matter. His own questions confine him into a very limited 

realm of experience, comparable to a small picture puzzle where all the pieces fit 

unmistakably or the preordained, perfectly predictable world of a detective story. While 

Ayscough can only speak in legal terminology and Latinized expressions, Rebecca uses 

not only language, but also silence, sounds, and smells, a more complete range of 
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experience than Ayscough's hermeneutic round of questions. He bullies Rebecca to speak 

about a "magna creatix" (M 383) instead of "Holy Mother Wisdom; he insists that she 

describe the smell of June Eternal as the aroma "Of musk, bergamot, attar, myrrh ... Of 

flowers or fruit, or made waters, such as they of Hungary or Cologne" (M 364); he 

persists in asking Rebecca to talk about experiences such as the mystery of her daughter's 

conception , and when Rebecca claims that she cannot in his alphabet, he retorts that 

"there is one and one only alphabet, that is plain English" (M 424). He thus forces 

Rebecca to become more adamant in her refusal to encapsulate her experience in his 

univocal language and denies himself the benefit of her vision. 

The text can be read as a promotion of sisterhood as well, for although there are no 

significant woman-to-woman relationships, Rebecca's plight may be instrumental in 

encouraging debate about the role of women in society and their interaction with other 

women. At one point during the interrogation, the narrator interrupts the narration to 

reflect on the position of women in society. Ayscough observes two women who remind 

him of a recent literary piece which was written by a misogynist and satirist. In this 

paratext that the novel incorporates, a lady of nineteen ridicules marriage, claims that men 

ought to have no superiority over their wives, and declares women's sole purpose in life is 

to do their wills. Asked about her principles, the woman responds: "I act just as I've a 

Fancy, right or wrong, upon the Strength of my Beauty; follow all the new Fashions, ... 

devote myself entirely to Pride, Pleasure, and Extravagance" (M 324). Asked whether 

women should worry about the future or serious things, she says: "No, not at all; because 

such reflections are apt to give the Vapours; and ladies ought never to molest themselves 

with any Thing serious, but only build their Faith on what an humourous Fancy suggests" 

(M 324). By juxtaposing this text with Rebecca's deposition, the narrator seeks to 

"remind of the reality of her world for the more fortunate of her sex; and how different 

from them she has chosen, or has been chosen, to be" (M 322). 
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Although the novel is set in the eighteenth century and few contemporary women 

would identify true individuality and freedom with a life of chastity and devotion to God, 

the novel is presenting a situation not unfamiliar to contemporary women, namely, the 

chasm between women who find self-fulfillment in a pampered and frivolous life and 

women who have liberated themselves from that reifying role but are not "better" or 

"happier" from the point of view of women who have not dared to take the edifying but 

often arduous road of liberation. Far from widening the chasm, in elevating Rebecca's 

position, the novel does encourage debate, though in circuitous and paratextual ways, 

over different kinds of female self-fulfillment. Rebecca does not seem tempted by an 

easier life and her poverty and humility do not seem too high a price to pay for her 

authenticity. The strongest evidence that the text is supporting Rebecca's version of 

female self-fulfillment and that she is satisfied with her new life and her new position as a 

woman is the pride she takes in her annunciation: the knowledge that she is pregnant with 

a daughter. 

There are, in addition, two important scenes involving girls, which are very revealing 

about the text when examined from the perspective of the promotion of sisterhood. At the 

beginning of the journey, the silent cavalcade encounter a family of shepherds in the 

English countryside, and Lacy tosses a farthing that sends two children, a boy and a girl, 

scrambling for it. After the boy gets it, Rebecca shows a minimum amount of sympathy 

but with great coldness and condescension, she offers the little girl a gift: 

The young woman raised her left hand and took a pinch of her spray of violets, 
then threw them at the small girl. They fell across the child's arm, over her bent 
crown of no doubt lice-ridden hair, then to the ground: where the child stared 
at them, the arm dropped, nonplussed by this useless, incomprehensible gift. 

(M 8) 

The episode contrasts sharply with Rebecca's narration of her vision in the cavern, where 

she tries to save a child from a sea of flames, but a wall of glass prevents her: 
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Yea, there was a girl-child of nine or ten years run from a house put to fire by 
soldiers, most sorely burnt therein, her clothes aflame, and it rent my heart not 
one there did take notice of her agony, save to mock and laugh at it, I would I 
could have torn them limb from limb. I did spring from where I sat and ran to 
the window to succor, for she came toward me; but oh my soul in vain, I should 
have died a hundred times to reach her, for I saw myself in her .... (M 384) 

Rebecca confirms the notion that her visions of cruelty and killing are a reflection of the 

violence inflicted on the innocent, especially women and children. Rebecca projects 

herself into the suffering of the girl in a moment of total empathy and discovery of her 

kinship to women. Though sporadically, the text promotes these visions of sisterhood 

between a young woman and these little girls, which speak of the need to brigde the gap 

between different generations of women in fractured relationships in the aftermath of 

women's emancipation. 

Moreover, Rebecca is shown in a new, more respectful and fulfilling relationship 

with John Lee than she had with any other man before. All the members of her 

congregation have accepted Rebecca's repentance and conversion and see her as a 

Christian that has been saved. John Lee married her knowing about her past and her 

pregnancy. When Ayscough asks her if he knew "That he wore horns to the altar, in the 

state of your belly," Rebecca responds that "He wore Christian kindness there, no horns." 

Trying to reduce John Lee's act, Ayscough attributes it to pity, but Rebecca adds "holy 

love" (M 305). That this new relationship is something that Rebecca values immensely is 

shown by her need to protect its privacy from Ayscough's indiscreet and prying questions. 

The promotion of the need for cultural androgyny is probably the clearest role A 

Maggot performs. The dialectic of the superrational detective trying to bring Rebecca's 

mysteries under the control of an authoritarian and artificial order is, along with the issue 

of language, the overriding element of consciousness-raising in the text. The dichotomies 

present in The Collector are present here in a more intensely dramatic way, with Rebecca 

80 



representing the values of vision and imagination associated with religion, and Ayscough 

the deadly values of blind rationalism: 

In truth these two were set apart from each other not only by countless barriers 
of age, sex, class, education, native province and the rest, but by something far 
deeper still: by belonging to two very different halves of the human spirit, 
perhaps at root those, left and right, of the two hemispheres of the brain. In 
themselves they are neither good nor evil. Those whom the left lobe (and the 
right hand) dominates are rational, mathematical, ordered, glib with words, 
usually careful and conventional; human society largely runs on an even keel, or 
at least runs, because of them. A sage and sober assessor of evolution must 
regard those dominated by the right lobe as far less desirable, except in one or 
two very peripheral things like art and religion, where mysticism and lack of 
logic are given value. Like Rebecca, they are poor at reason, often confused in 
thought and argument; their sense of time (and politic timing) is often defective. 
They tend to live and wander in a hugely extended now, treating both past and 
future as present, instead of keeping them in control and order, firmly separated, 
like honest, decent left-lobers. They blur, they upset, they disturb. (M 434) 

In a crucial chapter, the narrator assesses eighteenth-century England as the age that 

believed in "progredi est regredi," the belief that change can only lead to disorder and 

anarchy, and defines English society in that century as a society dominated by the idolatry 

of property. The legal profession was exceptionally powerful, and lawyers were in fact 

property dealers and estate managers. Profiting enormously from the values the century 

celebrated, Ayscough is in the text the arch-defender of the status quo, trembling when 

Rebecca tells him: "Most in this world is unjust by act of man, not of Our Lord Jesus 

Christ. Change that is my purpose" (M 433). Terrified by change, Ayscough is naturally 

suspicious of everything that resists conforming to the codes and patterns of the Age of 

Enlightenment. Rebecca proclaims her belief that Christ hopes that "however much we sin 

and are blind today, tomorrow the scales shall drop and we be saved" (M 428). Further, 

she is convinced that "man may change of his own will; and by His grace, so be redeemed" 

(M 428). Ayscough's next question reveals all his prejudices and the roots of his fear of 

change: 
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Does not this belief, that man may change, the which any reasonable man may 
approve in matters of the soul and its redemption, not show itself a most 
opprobious and dangerous principle when it is carried into matters of this 
world? Must it not lead to civil war and revolution, to the upsetting of all 
lawful order? Does it not become the most wicked notion that every man must 
change, and be brought to his change by bloody force and cruel tumult if he will 
not do so of his own free will? (M 428-29) 

On one level, Ayscough's discourse transpires his own patriarchal parochialism as well as 

his impulse to protect the stasis that secures all his privileges. On another level, his 

diatribe expresses reactionary Adamism's charge--incidentally used by Fowles himself-

that feminism may degenerate into a form of absolutism equal to, when not worse, than 

the absolutism it tries to overthrow, a charge that antifeminists often use to defend the 

haven of patriarchy. 

When Rebecca talks about her vision, Ayscough confuses it with a detective hunt 

where his duty is to unravel unequivocal truth. He insists on playing the detective who 

must and can reach the center of an enigma that, by its very nature and for its very 

purpose, must remain enshrouded in mystery. As a representative of patriarchy, he is a 

homophobic, who suspects Dick and Bartholomew of the "abomination" of 

homosexuality. As a misogynist, he charges Rebecca and James Wardley with blasphemy 

when she expresses her belief in a female Trinity, and James Wardley explains that Christ's 

second coming may be in the form of a woman because, as Adam and Eve were equally 

guilty, both can be saved and they can both save. In his letters Ayscough refers to rebecca 

and women of her kind as "the base dross of this world, puellae cloacarum" (M 447). His 

phrase acquires unexpected overtones, being close to Tertullian's concept of women as 

"templum aedificatum super cloacam" ["a temple built over a sewer"], one of the most 

famous misogynist phrases of all times (Beauvoir 167). the most famous misogynist phrase 

of all times (M 44 7). 
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Asycough bases his right to power and domination mainly on the assumption of a 

masculine God and the sacredness of the father figure. Additionally, Ayscough is a 

worshipper of the Great Chain of Being. He clings tenaciously to his own conclusions 

about the Devonshire mystery despite overwhelming evidence that points in other 

directions. His attitude is dictated by his urge to see the events as part of "the general drift 

of the grand design" (M 450). Hence Ayscough is willing to believe and almost rejoice in 

the assumption that Bartholomew's death is not only remorse-inspired and self-given but 

also well-deserved for not having been inspired by filial respect: 

We have all on occasion heard words and opinions from his Lordship's mouth 
that offend both divine wisdom and its reflection in this world below--I would 
say, the wisdom by which this world doth best conduct and govern itself, its 
sagacity in matters civil and political. (M 450-51) 

When Rebecca points out the inherent contradictions of the Bible, which describes that 

God created Eve out of Adam's rib at one oint, but in another, it says that God created 

both man and woman in His own image, Ayscough reacts by calling her religion a mask. 

To Ayscough's question: "Is it not divinely appointed it is sin to "rebel against the 

authority of man ... Witnessed in the Almighty's first act, and even after?," Rebecca 

retorts "'Tis reported so, by men" (M 432). Threatened by Rebecca's challenges, 

especially her notion of a female component in the Trinity and the fact that it is not Christ's 

volition that man must rule over woman, Ayscough believes that Rebecca is simply having 

her "unwomanly revenge" (M 433). He is forced to humiliate her by calling her "A 

common strumpet" (M 417) or by commanding her to hold her tongue. For all his 

verbosity, his skill with words as shown especially in his letters, Ayscough is defeated by 

Rebecca at his own game. He is unable to sustain the arguments that he provokes with his 

own questions. With all his limitations and his prejudices exposed, Ayscough commands 

Rebecca to keep silent, threatening to whip and goal her, thus performing the ultimate 

authoritarian gesture. 
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Rebecca is a religious dissenter whose main merit is to have "an emotional 

enlightenment beside, almost in spite of, the intellectual (and middle-class) enlightenment 

the siecle de lumieres is famous for" (M 464). While Ayscough not disingenuously 

believes in one truth and one source of authority, the Shakers in the novel emblematize 

plurality of truth and freedom from authority, as shown in this dialogue between Ayscough 

and Wardley: 

Q. Believe you not in predestination, as the Calvinists? 
A. Nay, and nor doth God. 
Q. What is false in it? 
A. It saith man may not change in the living Christ, nor war the flesh and put a 

cross upon sin, if he so choose, as he should. 
Q. Draw you this doctrine from the Bible? 
A. Except a man be born again, he cannot see the kingdom of God. The Book 

is good witness, and much wisdom; yet is not all. So say we. 
Q. How not all--is it not sacred truth, and infallible? 
A. We say 'twas writ by good and holy men, they lied not by their lights. Such 

were of their understanding then; in some things, not certain truth. 'Tis but 
words, that are fallible in their season. The lord was never beholden to 
letters, nor the Book His last testament ... ( 404) 

By making Rebecca's life epitomize the values Fowles admires in the Shakers, she opposes 

and triumphs over Ayscough's life-stultifying values with her "determination to escape 

mere science, mere reason, convention, established belief and religion, into the one thing 

that excuses an escape from such powerful social gods, the founding of a more humane 

society ... all that is conveyed in "more love"' (M 465). 

As opposed to Miranda, who never completes her self-actualization, Rebecca is a 

more fully and independently realized female, capable of withstanding the onslaughts of 

reason and authority. While the self-sacrificing role she has chosen would not satisfy 

modem feminists, her conversion should be analyzed in metaphoric terms. In this way 

Rebecca provides a significant role-model of a woman who, after having been abused, 

exploited, humiliated, and bullied by men, finds hidden talents and qualities which she uses 

to assert her individuality. A very important factor, however, overshadows her 
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qualifications to be a strong model when the narrator insists on a certain kind of 

superpersonal urge that seems to drive Rebecca. Her challenging manner, her 

independence, and her determination seem greatly attenuated or eclipsed by the text's 

pervasive sense that Rebecca must sacrifice her authenticity in an extraordinary act of self

effacement in the name of some mysterious, undefined superpersonal need. Fowles 

concludes in his epilogue to the novel with a highly political rhetoric of condemnation of 

"twentieth-century consciousness of and obsession with self' (M 499). He calls modern 

contempt of mediocrity and moderation a cardinal sin, and relates this scorn to the 

problem of over-population in the world, in his view the greatest barrier to social equality: 

A species cannot fill its living space to absurd excess in number; and still so exalt 
excess, the extreme, non-mediocrity, in the individual. When excess becomes 
synonymous with success, a society is doomed, and by far more than Christ. 
(M 466-67) 

Because the contemporary world has become too selfish, "too dominated by the Devil's 

great I, in Shaker terminology; too self-tyrannized; too pledged to our own convenience, 

too tired, too indifferent to others, too frightened" (M 467), A Maggot elevates Rebecca's 

character. But in so doing, it stresses her selflessness to a point that becomes intolerable 

from a modern feminist perspective, which maintains that women's undermined sense of 

self-confidence still necessitates restoration. Often, Rebecca cannot find the suitable 

words to answer Ayscough, because "it is almost as if she answers not for herself, but 

waits until some mysterious adviser puts one in her mind" (M 418); at other times, driven 

to desperation by Ayscough's blindness, Rebecca initiates a strong denunciation of the 

sinning world, its injustice, cruelty, and vanity, and then, as if in a trance, she "sits as if 

will-less, her head sunk deep" (M 437), as if a superpersonal force had used her tongue 

and body to express a truth and then discarded a sobbing, shaking body. Rebecca is 

transparently and passively penetrated by this external force. While as a modern reader, 

one celebrates Rebecca's imperturbable nature and extreme resistance at the end of her 
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first deposition, she smiles in a way that shows "no vanity or pride, no sense that she has 

handled a situation well." Her smile, the narrator observes, "seems much more a reflection 

of some deep inner certainty; not of a kind she has actively earned, but of one she has been 

given, is simply now in, beyond her willing" (M 400). After describing John Lee as an 

ignorant mystic and a man without a sense of personal identity, the narrator says that 

Rebecca shares with her husband "a very indistinct sense of what defines and is common 

to every modern ego" (M 400). When she smiles at the discovery that she is gestating a 

baby girl, the narrator warns: 

She smiles in fact because Christ's grace has just granted her first prophecy: the 
child inside her will be a girl. We should say today she has discovered she 
would like it so; and completely misunderstand what she feels. Her smile is not 
that of such a personal knowledge, and delight in it. It is the smile of one who 
has heard, is now written by, an annunciation. (M 400) 

The reader may rejoice in Ayscough's extraordinary frustrations in trying to "break her" 

and "reveal the enigma she hid" (M 434); the reader may also delight in seeing that "there 

remains an irreducible one part, of possible truth, he cannot quell" (M419). While 

Ayscough turns his question "Have I not plumbed thy depths?" (M 424) into a rhetorical 

question, certain in his expected answer, the reader knows that he has not and never will. 

And it is certainly an extremely satisfying experience to see Rebecca's spectacular 

challenge to Ayscough's patriarchal ideology and religion. If, on the other hand, Rebecca's 

most precious quality, praised over her imagination, intuition, and dynamism, must be her 

ability to suppress her self, then, in terms of the novel's potential to become a text of 

woman's affirmation, Fowles is, unfortunately, back to square one. 

One of the aims of the women's movement continues to be, in the eyes of many 

feminists, to help women progress toward attainment of full personhood. Consciousness

raising makes sense only when it is geared to change, improvement, and futurity. Ellen 
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Morgan, whose promotion of neo-feminism in the seventies made her Cheri Register's near 

relative, foregrounds the issue of selfhood: 

The single most absorbing consideration and obsessive need of the neo-feminist 
woman is to envision what authentic selfhood would be for her and how she 
might move toward and achieve it. Because there is such yearning among neo
feminists for the creation of the free self, such longing to break out and assert 
individual potency, many neo-feminist artists are primarily concerned not with 
documenting the effects of oppression or detailing the chaos and confusedness 
women are facing as they organize themselves for struggle; they are primarily 
concerned with the imaginative construction of images of transcendence and 
authenticity for women. ( 185) 

Rebecca's extraordinary search for authenticity, her courage, and her resistance are 

severely curtailed by her equally extraordinary act of self-renunciation in the text's second 

movement. 

Briefly then, A Maggot is indeed a more convincing text that The Collector. Neither 

of the two, however, is unmistakably feminist when judged against the criteria chosen for 

the evaluation of Fowles's feminism. Though A Maggot represents a clearer 

approximation to these standards, it still fails, though less dramatically than The Collector, 

to combine all the requirements of Register's model in a healthy, balanced, and 

transforming way. The image of Clegg wielding his camera and using his "portraits" of 

Miranda for his onanistic pleasures is one of the most powerful images of phallic control in 

these texts. At the same time, though, Clegg almost innocently offers his camera, which 

the feminist reader can seize and put to the more clever, if not less innocent use, of 

chronicling stories of patriarchal oppression and foregrounding peripheral, almost 

forgotten areas in these texts. This use of the camera then becomes similar to the practice 

of the "resisting reader," advocated by Judith Fetterley. The act of somehow resisting 

these texts is in itself a feminist act for the reader to perform because the practice 

challenges the text's hierarchies and directly contradicts the author's authority by finding 

feminists issues and features in inconspicuous corners and margins, rather than exclusively 
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or necessarily in the areas the author has privileged with centrality, such as his celebration 

of the feminine principle. Even when it can be a rewarding experience to liberate new 

meanings from Miranda's reactions in her cellar, or A Maggot's use of little girls, the 

foregrounding of peripheral areas is hardly commendatory of Fowles's feminism, 

particularly when the need to adopt this practice carries the strong implication of a fait 

unaccompli by the texts. 
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CHAPTER IV 

THE PSYCHO-SOCIOSEXUAL ALLEGORY 

An analysis of Fowles's characterization of women in The Collector and A Maggot 

reveals that, at the surface level of the narratives, both novels are far from being 

incontrovertibly feminist texts, with The Collector exhibiting obvious and multiple 

weaknesses and A Maggot being a closer, though not fully satisfactory approximation to 

Fowles's feminist sympathies as expressed in his non-fictional texts. While it is both 

possible and desirable to examine the characters in these texts as realistic individual 

characters, Fowles has always insisted that since reality cannot be described, all a writer 

can do is give metaphors about it: "All human modes of description (photographic, 

mathematical and the rest, as well as literary), are metaphorical. Even the most precise 

scientific description of an object or movement is a tissue of metaphors" ("Notes" 165). 

One important quality Fowles admires in the Shakers is their inventiveness, which 

manifests itself in their richly metaphorical language. Something in Shaker thought seems 

to remind him of the relation of fiction to reality: "We novelists also demand a far-fetched 

faith, quite often seemingly absurd in relation to normal reality; we too need a bewildering 

degree of metaphorical understanding from our readers before the truths behind our tropes 

can be conveyed" (M 463). A feminist reading may uncover many tropes, buried in the 

exuberance of allegory of these texts. One way of disentangling these elaborate tropes in 

these texts is to see the novels as parables of social change and examine them, first of all, 

in the context of an allegorical conflict between the Few and the Many. 

Fowles derives these notions from Heraclitus, who divided human beings into a 

moral and intellectual elite--the aristoi, or the good ones and the hoi polloi, or the 

unthinking, conforming mass. Although it is true that the vast majority of human beings 

are neither highly intelligent, nor highly moral, nor highly talented, Fowles does not want 
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to see humanity sharply divided into two separate groups. He admits, on the contrary, 

that the gradations are infinite. Because none of us is perfect and none wholly imperfect, 

he says that "the dividing line between the Few and the Many must run through each 

individual, not between individuals" (A 9-10, his emphasis). The key to a better and 

happier world, Fowles concludes, lies in humanity's understanding that "the Many can be 

educated out of their false assumption of inferiority and the Few out of their false 

assumption that biological superiority is a state of existence instead of what it really is, a 

state of responsibility" (A 10, his emphasis). In stressing Miranda's creativity and 

Rebecca's visionary powers, Fowles has made them part of the aristoi and placed a 

responsibility on their hands, the task of educating Clegg and Ayscough out of their 

fossilization and superrationalism. 

Significantly, the parable of the Few and the Many suggests new ways in which the 

reader can interpret Fowles's polarizations. His polarizations between right- and left

lobers, Shakers and Tories, artists and collectors, women and men, are only elaborate 

tropes for that dividing line that should run within each individual. The purpose of true 

education must be awareness of the need to recognize that the line separating the Few and 

the Many (as well as their related binaries) must run within individuals rather than create 

insurmountable social barriers impeding communication and understanding between 

people. Interviewed by James Campbell, Fowles explained that "one of the things that is 

lacking in our society is equality of male and female ways of looking at life" ( 465), "male" 

and "female" again being metaphors for certain qualities and values. In other words, 

Fowles is presenting the notion of a more complete human being integrating male and 

female qualities in a more balanced way. The reader thus confronts one of Fowles's most 

intriguing paradoxes, namely the conflict between his rather conventional insistence on the 

existence of biological male and female principles, his belief in the intrinsic separateness of 

the sexes, the complete polarization of sex and gender in his fiction, all of them in peaceful 

90 



co-existence with his advocacy of a change toward a more balanced and complete human 

being. 

Whereas Fowles has never supported androgyny, he seems to use the very 

polarization of sex and gender in his novels as a tool for speaking metaphorically about the 

need to evolve towards a different human being. His impulse is not dissimilar in its 

animating spirit to the concept of androgyny advocated by many feminists such as Carolyn 

G. Heilbrun, who believes humanity's salvation lies in a movement away from the prison of 

gender polarizations toward an ideal world where personal roles and modes of behavior 

can be freely chosen: 

The ideal toward which we should move is best described by the term 
"androgyny," . . . [which] defines a condition under which the characteristics of 
the sexes, and the human impulses expressed by men and women, are not rigidly 
assigned .... Androgyny suggests ... a full range of experience open to 
individuals who may, as women, be aggressive, as men, tender; it suggests a 
spectrum upon which human beings choose their places without regard to 
propriety or custom. ( x-xi) 

It must be clearly established that nowhere has Fowles expressed any sympathy for this 

concept of androgyny. On the contrary, all his pronouncements seem to be to the 

contrary, since he favors not only a rigid division of the sexes but also believes that gender 

differences are a source of energy. Moreover, his characters do not fulfill Joyce 

Trebilcot's requirements for monoandrogynism, in which each man and woman develops 

personality traits and engages in activities traditionally assigned to one sex, or for 

polyandrogynism, which advocates a variety of options including "pure" femininity and 

"pure" masculinity, as well as any combination, regardless of sex (162-3). By insisting, 

however, on a greater balance or equality in masculine and feminine ways of looking at 

experience, Fowles seems to be animated by a similar principle to the one that supports the 

idea of androgyny, as indeed the application of Cheri Register's paradigm demonstrates: 

both The Collector and A Maggot emphatically draw attention to the need for promotion 
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of cultural androgyny. As Fowles's male and female characters are so dramatically 

polarized, but this polarization seems to be both a critique and a demand for greater 

equilibrium, this aspect of Fowles's fiction, which seems to undercut his non-fictional 

defense of gender differences, must be more carefully analyzed. 

Fowles proposes a certain kind of "feminization" of society and a movement toward 

a more balanced human being as a solution to a variety of crises that threaten to destroy 

(Western) society. One of the most serious problems that afflict humanity, Fowles says in 

The Aristos, is envy, which originates in capitalism: "The great twentieth-century 

equation is that I=you. And the great twentieth-century envy is that I am less than you" 

(44). Capitalism is pernicious because it leads individuals to envy and to be proud in being 

envied. It is in the nature of capitalism to encourage the fallacy that money is the sure 

road to happiness. But communism is equally inadequate because it encourages 

individuals to look for happiness in the same sources. Fowles argues that both 

communism and capitalism are partly right when the former claims that society must 

provide equal access to the main sources of happiness, and the latter maintains that society 

must provide the individual with maximum freedom to choose the sources of happiness: 

"Neither capitalism nor communism are suited to contain both these truths, or to establish 

a society giving equal access to every source of happiness" (A 64-5, his emphasis). 

While the main evils of communism are its negation of freedom and its tendency toward 

equalization, which easily degenerates into stagnation, the main evil of capitalism is "the 

monetization of pleasure," which consists in facilitating ample opportunity for spending by 

means of hire-purchase systems and various types oflottery, all ofwhich, as The Collector 

all too clearly illustrates, contribute to the conversion of every experience into an object 

that can be possessed. The most tragic consequence of this process, according to Fowles's 

pseudo-Marxian critique, is the reification of human beings: 
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It is the possessor who is always the possessed. Our mania for collecting not 
only objects worth money but experiences that have cost money and our 
regarding of such a thesaurus of experiences as evidence of a valid existence 
Gust as misers characteristically regard their hoarding as a virtue) finally make 
us poor in all but the economic sense .... Once we took our good deeds to 
heaven; now we take our purchases and our expense accounts as heaven. 
(A 128-29) 

This monetization of pleasure is the institutionalization of a placebo-giving practice in 

Western society, which gives its members material substitutes to compensate for their real 

wants, which arise from social, political, international, and human inadequacies and 

inequalities. 

A second major problem Fowles diagnoses is the prospect of unlimited leisure in the 

future, following in the wake of massive cybernetics. He mentions the case of past 

societies that supported slavery as an example of the dangers facing a leisured society, 

which invariably becomes sybaritic or military. What is worse, without suitable education 

that can prepare individuals to enjoy and share their leisure, leisure becomes a source of 

frustration: 

Evolution seems always to seize on some such force as the obsession with 
money, because it is easier to organize life when there is such a force on hand. 
Such forces invariably land mankind in the Midas Situation ... The lust to find 
cheaper methods of production, such as automation, finally destroys the lust 
itself We chase the reward, we get the reward; and then we discover that the 
true reward is always the next reward. Automation may seem an end in itself, 
just as buying pleasure may; but these false ends in themselves simply take us to 
where we can see they are not. (A 13 3) 

Leisure for its own sake, Fowles adds, can only generate decadence or war. Because 

automation and technification can not be halted, the state of the future must be the 

"university state," in which the state is like a permanent university for individuals to 

acquire socially relevant knowledge, to enjoy their free time, and to incorporate the hazard 

of existence into their lives in a creative way. 
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The advancement of technology with the prospect of a future leisured society is a 

direct result of privileging the scientific mind. While Fowles does not attack science per 

se, he opposes a scientific attitude permanently applied to all aspects of existence. One of 

the negative effects of a purely analytic mentality is that it leads to a capacity for 

abstraction that alienates the scientifically minded individual from reality: 

The purely analytic scientist becomes so accustomed to seeing matter as a 
demonstration of certain verifiable or falsifiable principles that he lives at one 
remove from it. Between him and the real world springs the law, the 
explanation, the necessity to categorize. (A 150) 

Because reality is for Fowles "a meaningless particularity, a total incoherence, a ubiquitous 

isolation, a universal disconnection" (A 154), it does not respond to scientific formulas, 

Linnaeus labels, or any attempt to particularize and objectify it. Fowles regrets the fact 

that humanity is in a phase of history where the scientific pole is dominant because the 

tendency of science is to atomize, withdraw, particularize, dehumanize. One reason why 

art is important is that it can help redress the balance by synthesizing, drawing together, 

universalizing, and humanizing. The goals of science seem to be at variance with life and 

reality as they exist for Fowles, in a state of perpetual flux, hazard, indeterminacy, and 

energizing mystery. 

Both the commodification and commercialization of pleasure and a scientizing and 

mechanizing view oflife are intimately related to the modern individual's attitude toward 

the "nemo," humanity's supreme source of angst arising from the human situation of 

ephemerality and nothingness. The nemo is a fourth element of the human psyche which 

Fowles adds to the Freudian tripartite model to indicate that the ultimate source of energy 

does no reside exclusively at the id but springs from a human being's awareness of his/her 

own contingency and "nobodiness." The nemo is allied to the dark forces of the irrational, 

the chaotic, the uncontrolled, the hazardous, the free. Modern societies have become 

dominated by the scientific principle; hence they fear the nemo. Rather than finding 
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energy in the nemo, man responds with narcissism, materialism, and conformity. By 

becoming attached to his ego and his material possessions, man finds comfort in the face 

of isolation. By conforming to outside pressures, he reduces his fear of what the nemo 

stands for: uncertainty, plurality, unknowability, and openness. The modern individual 

errs, in Fowles's view, because he/she sees the nemo as Clegg sees Miranda and as 

Ayscough sees Rebecca. Clegg cannot prevent Miranda from existing with all her variety, 

vitality, and uncontrollable unpredictability by pretending that the real Miranda is the one 

in the pictures, the Miranda who does not answer him back because he has cut off her 

head. Nor can Ayscough eliminate Rebecca's dynamic forces by superimposing an 

artificial and successfully solved detective story on Rebecca's anti-mystery. Nor can 

modern men and women, for that matter, eschew the terrors of the nemo by conforming 

or becoming acquisitive. Instead of allowing ourselves to be terrified by the nemo, we 

should utilize it as we utilize any other force. Utilizing the energy derived from the nemo 

is one way of defeating it. Fowles explains that there are two ways of defeating the nemo: 

by conforming or by conflicting. When we choose to conform, we relinquish our 

individuality; instead, when we conflict, we assert our autonomy: "I can counter the nemo 

by conflicting: by adopting my own special style of life. I build up an elaborate unique 

persona, I defy the mass" (A 50). One of the worst evils of the modern times is the 

pressure to conform, which threatens to compromise the freedom of the individual. The 

Aristos ends with a plea that each individual find his/her limited freedom, isolation, and 

relativity, that he/she discover his/her individual powers and use them "to humanize the 

whole" (214). 

The vices that Fowles denounces in Western society, conformity, narcissism, social 

inequity, acquisitiveness, the domination oftechnoscientific systems, and the tyranny of 

logic and order are vices he identifies with men, more than with women. As a way of 

preventing the destruction of humanity to which these vices inexorably lead, Fowles 
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proposes a new, humanistic kind of education as well as the "feminization" of society. 

The Collector and A Maggot dramatize the two extremes of the conflict between the Few 

and the Many. Miranda envisages a herd in a Wild West film, where the Few must control 

the stampede. At other times, her vision takes the form of a battle: "It's like being in a 

city and being besieged. They're all around" (C 212). A Maggot is The Collector's 

follow-up, after the educational process has taken place. Rebecca's vision of June Eternal 

offers a glimpse into a metaphor that is supposed to represent a better and juster world 

inhabited by people of many races, as Rebecca explains: "Some white, some olive or 

yellow, some brown, others black as night" (M 375-76). In this ideal place there are no 

palaces, courts of justice, or hospitals, but only "fine large buildings" where all seem "to 

live in common, without distinction nor difference" (M 376). Rebecca reports that she 

saw "no poor, no beggars, no cripples, no sick, not one who starved." Nor did she see 

"those who here parade more rich and magnificent . . . 'twas plain all were content to be of 

a sameness in their circumstance ... Not as it is with us, each man and woman's heart 

cased in iron by their greed and their vanity, and forced thereby to act and live for 

themselves alone" (M 378). Furthermore, Rebecca's picture of democracy, liberty, and 

fraternity is completed by a vision of ascetic men and women, biologically differentiated, 

but spiritually whole: 

And I saw also of these great common houses that each was for many to 
inhabit, and not the one family, as it is most often in this world; likewise some 
were for men to dwell in, and others for women alone, and this separation to be 
seen in all else beside. In one place there were many gathered, of both sexes, 
that did listen to one who spake, in the open air; yet did they sit most strict 
divided, the women upon the left, the men upon the right. So to say it was 
decreed they must be apart there, as they must live apart in their houses. 
(M 377) 

Rebecca insists not only that the trinity is not credible without a female component but 

also that "Christ is my master and mistress" (M 303), suggesting an androgynous nature. 

Katherine Tarbox has argued that the Shakers' belief in the second coming of Christ 

96 



incarnated in a woman and the "oneness of male and female" are an "extension ofthe 

Shakers' profound sense of the unity of all things" (162). The vision of these quasi

androgynous spiritually whole human beings is one more metaphor for Fowles's impulse 

toward greater harmony through the "feminization" of society. 

The "feminization" of society was advocated as the wave of the future by a number 

of feminists in the late sixties and early seventies as the panacea for the world's multiple 

crises. Fowles seems to have been influenced by or belonged to that essentially humanist 

tradition that sought to restore a long lost equilibrium. Men and women from different 

political extraction and professions but sharing a feminist tendency, such as David 

Holbrook, Konrad Kellen, Esther Harding, Paulo Freire, Nancy Topping Bazin, Alma 

Freeman, and, of course, Herbert Marcuse, pointed out the need for the "feminization" of 

society, arguing that humanity had paid a high price for its neglect of the feminine and its 

reliance on the masculine principle. Adrienne Rich traces the roots of this strong tradition 

as far back as the mid-fifties and sees tendrils reaching into recent expressions in the fields 

of philosophy and psychology: 

Even in the mid-fifties, a few scattered male writers such as de Rougemont and 
Neumann had begun to identify the denial of "the feminine" in civilization with 
the roots of inhumanity and self-destructiveness and to call for a renewal of "the 
feminine principle." In The Flight from Woman, a book full of patriarchal
theological bias and of suggestive but uncompleted insights, Karl Stern, a 
Jewish Freudian analyst turned Catholic, sees the scientific mode of knowledge 
beginning with Descartes as a rejection of the "feminine" mode of knowledge 
associated with intuition, spirituality, and poetry ... More recently, writers 
ranging from the philosopher Herbert Marcuse to the poet Robert Bly, have 
suggested that a return to the "feminine" (Marcuse calls it "the femalization of 
man") is the next stage in the development of the species .... Philip Slater also 
sees the need for a radical change in sexual consciousness if contemporary 
society is not to commit suicide. . . . Slater never characterizes the self
destructive society as patriarchal, but in his discussion of the "concept of the 
tyrannical father" in the American unconscious--displaced, as he notes, from the 
actual father onto some abstract authority, fantasy-father, or onto technology 
itself--he implies that patriarchy is the real name of the system he is describing 
and which is ultimately dangerous to human existence. (30-31) 
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David Holbrook saw humanity drifting dangerously toward a generalized condition of 

schizophrenia because of society's lack of opportunities for men and women to complete 

their processes of growth by creativity and the "feminine" element. In his article "R. D. 

Laing and the Death Circuit," he criticizes society for associating identity and authenticity 

with false male doing rather than with the feminine element of being: 

Our society attaches the problem of identity to doing and becoming: to 
acquisitiveness, prowess, having and making, rather than to emotional richness, 
inner satisfaction, and inward peace .... 

There is, too, according to Guntrip, in our society a "taboo on weakness": 
on the feminine, sympathetic, virtues in men and women. Rather than accept 
our essential ego-weakness, our emotional needs, our sensitive need for others 
and the paths of sympathy, we fly to false assertions of strength. (39) 

Holbrook then diagnoses men as paranoiacs, who try to cover their feelings of emptiness 

and ontological insecurity by seeing the world in terms of objects to be consumed and 

enemies to be annihilated, words that conjure up images of collectors attacking the 

sanctity oflife and self-appointed God-like detectives condemning the accused simply for 

upholding the plurality of truth. 

Drawing on Karl Stern's book The Flight from Woman, Nancy Topping Bazin and 

Alma Freeman reflect on the dreadful consequences of the "flight from the feminine" in 

our culture. Our society worships the objective, analytical, scientific mind to the detriment 

of intuitive and instinctual wisdom. These "masculine" values are very compatible with a 

capitalistic orientation, founded on competitive, aggressive, powerful, and domineering 

characteristics. What worries these feminists is that the overwhelming imbalance between 

the masculine and the feminine is becoming a serious threat to the survival of the human 

race. The society this one-sidedness of values has created is one that has turned human 

beings into numbers and statistics, a society that has instituted exploitation and 

oppression, a society in which human beings are besieged by fears of environmental 

pollution, nuclear war, and technological dehumanization. A society where there is no 
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balance of masculine and feminine ways of approaching reality is, above all, "a society that 

breeds violence--war, gangsterism, crime, mass murder, assassination--and gives birth to 

uncertainty, discontentment, and isolation, to nihilism, depression, and suicide" (198). 

Topping Bazin and Freeman also propose a flight to the feminine and a relaxing of the 

ego as a means of counteracting the tension, anxiety, and frustration associated with the 

struggle for power in capitalism. They thus believe that Western mankind must achieve a 

state of synthesis that includes the feminine principle by means of androgyny so as to free 

mankind from the compulsion to destruction. 

Konrad Kellen, on the other hand, praises the qualities in that Fowles has 

insistently associated with women, such as compassion, realism, frugality, freedom from 

fanaticism and tyrannical mental systems, and altruism. Moreover, he argues that the 

appreciation and defense of these very qualities will contribute to further the cause of the 

women's movement and will, in turn, liberate men from the oppression of their artificiality. 

After describing the problems of the present world, especially (American) foreign and 

domestic policies, which he labels "orgies in unrealistic abstractions" and expressions of 

"politicoeconomic priapism" ( 68), Kellen states that women have the key to the alleviation 

of those problems: 

That key ... is the feminization of society, its penetration by women, and, 
beyond that, the penetration and the tempering of the male mode of thinking by 
feminine elements. Only this can alleviate the major problems now facing our 
society. For what are these problems? War, racial discrimination, sexual 
inequality, poverty, ecology, drugs. The key to alleviating all of them is a 
change in attitude--a change toward more humaneness, more compassion, less 
greed, force, roughness, and fear. . . (69) 

Feminists who defended this trend in the sixties and seventies asserted the need for the 

feminization of men and society as much to avert the dangers of the world as to bring life 

into greater harmony and improve women's marginalized situation in society. If it were 

not for matters of style, the reader would assume Holbrook's critique of macho-type men, 
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Topping Bazin and Freeman's call for the urgent development of psychic wholeness, and 

Kellen's endorsement of a feminizing program to be part ofFowles's own discourse. Both 

the feminizers' and Fowles's discourse lay emphasis on the same kind of problems and the 

same kind of solutions. When it comes to a decision whether this discourse is feminist 

because it challenges the power imbalances of our society and thereby helps to redress the 

balance in favor of women, however, Fowles's texts cast serious doubts. As many other 

feminists have shown, both the myth of androgyny and the exaltation of the feminine can 

be manipulated for the perpetuation of male dominance. Fowles's texts betray a dialectic 

which seems to confirm that his elevation of women characters conceals what is at core a 

sexist myth. 

The concept of androgyny has come under attack for a variety of reasons, some of 

which, articulated by Barbara Charlesworth Gelpi, Daniel A. Harris, and Cynthia Secor 

are of particular relevance to a discussion ofFowles's call for the feminine qualities in 

which his male characters are deficient. Gelpi begins by defining androgyny as a concept 

that refers, in Mary Daly and Carolyn Heilbrun's sense of the term, to "a psychic unity, 

either potential or actual, conceived as existing in all individuals" ( 151). Making a 

distinction between two possible types of androgyny--the masculine personality fulfilled by 

the feminine and the feminine completed by the masculine--, Gelpi notes that visions of the 

androgyny, which have been formulated largely by men, correspond to the first type of 

androgyny. These visions are contaminated with patriarchal assumptions that take for 

granted women's inferiority, because "it is impossible for the female vessel to contain 

masculine intelligence and spirituality, while it is not only possible but natural for the 

masculine vessel to be filled and fulfilled by feminine emotion and physicality" (152). 

Gelpi analyzes a strong mythological, literary, and religious tradition of representation of 

the androgynous vision, from various theories about Adam's androgyny to Blake's and 

Shelley's images to conclude that traditional representations have been unable to imagine 
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the awakening to androgynous vision taking place within the realm of women's 

consciousness. Finally directing her attention to Erich Neumann and Carl G. Jung for 

having speculated about androgyny and studied the feminine, Gelpi ultimately denounces 

their work as biased because it is primarily concerned with the reintegration of the 

feminine into the masculine psyche: 

These men do not much consider what the fulfillment of masculine mind/spirit 
might mean to the feminine psyche. They consider it not only desirable but 
urgently important for the men in our patriarchal society to recognize the 
feminine within themselves before the untrammeled combination of masculine 
science and masculine aggressiveness destroys us all. So they praise the 
feminine principle to the skies, but they do not at the same time look forward 
with joy to woman's realization that within her lie masculine qualities of intellect 
and aggression. Her recognition and integration of those qualities is considered 
a risky business, fraught with peril. (158) 

While admitting that theories of androgyny are potentially liberating and useful as a source 

of social renewal that must begin in the human psyche, Gelpi warns against the potential 

manipulation of the concept which might lead to a reinforcement of male supremacy. 

Harris argues that the myth of androgyny can be used to perpetuate the habit of 

patriarchal oppression because it is a sexist myth in disguise. He sees the design of the 

myth is "the co-option, incorporation, or subjugation of women: in seeking "feminine" 

elements with which to complete himself, the man reduces woman to merely symbolic 

status, plays parasite, and paradoxically demands from the creature he has thus mentally 

enslaved his own freedom" (172). The myth appears to be very convenient because it 

gives men access to ranges of expressiveness, modes of expression traditionally denied to 

men, such as tenderness, compassion, spontaneity, a freedom from logic and rationalism, 

that is to say all those responses of which men have deprived themselves by projecting 

them upon women. Harris coincides with Gelpi in observing that men have rarely 

envisaged a female androgyne or a woman entitled to the same kind of self-completion 

that men require for themselves. While the ideal of androgyny implies a harmonious 
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fusion of opposite male and female elements, the iconographic tradition of androgyny has 

only succeeded in producing compound figures that generate glaring symbols of 

polarization. An analogy in the psychological and philosophical realm is the case of Carl 

Jung, who sanctioned the concept of androgyny as a natural condition of the human spirit 

with the purpose of combatting sexual polarization. Jung proposed an anima within the 

male psyche, a cluster of female characteristics in union with which the man completes 

himself He also acknowledged an animus within the female psyche as counterpart to the 

anima Harris chastises Jung because while the anima, according to Jung, functions to 

redeem man or condemn him (the eternal bifurcated image of woman), the woman's 

animus ought to be repressed: "Jung's putatively objective analysis of woman's animus is 

a plea that she repress her 'male' aspects in order to protect men from loss of ego, pride, 

economic power, and sexual security" ( 180). In Harris's reading of Jung, the model 

implies that while "A man should explore his anima to gain vitality . . . a woman who 

explores her animus to find the vitality of economic freedom or professional 

accomplishment is violating her true identity," risking, in the worst of cases, even frigidity 

( 180). Harris's reading of Jung, then, seeks to demonstrate how insidiously the myth of 

androgyny can be manipulated to maintain male dominance. The myth involves in practice 

not an elimination of gender discrimination, but the annexation of the female by the male 

in order to make the male more resourceful and therefore more powerful. 

Cynthia Secor, on the other hand, bases her attack against the concept of androgyny 

on the assumption that androgyny is defined around the perpetuation of masculine and 

feminine categories viewed as monolithic personality structures rather than social and 

mental constructs. Complaining that there is no tradition or even a concept of "gynandry," 

Secor argues that the term androgyny conjures up the image of the feminized male and, by 

extension, the patriarchally "perfect" heterosexual marriage in which the female is acquired 

by the male to complete himself At a more subtle level, Secor comments, androgyny 
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involves a constant reference to femininity and masculinity, which "functions subtly to 

keep one focused on genital differences and on sexual union" ( 166). In reading androgyny 

as a metaphor for heterosexual marriage, Secor naturally sees it as a concept that hinders 

women from allying with women on physical and, more importantly, emotional and 

political levels. 

One could hardly expect to articulate a more effective critique of Fowles's textual 

feminism than the one contained in these three feminist appraisals of the western myth of 

androgyny. Fowles portrays a polarization of male and female characters and uses that 

very polarization as a metaphor apparently to move away from androcentrism and 

undertake a flight toward the feminine by advocating a more balanced and harmonious 

combination of principles, which can be considered a defense of cultural androgyny. 

Unfortunately, the very design of his narratives betrays that his impulse to praise the 

feminine and denigrate the masculine transpires not only his preoccupation with redeeming 

the male but also his belief in doing it by parasitically appropriating malleable feminine 

qualities. Thus his appreciation of the feminine and his female characters does not 

necessarily contribute to a praxis oriented to the betterment of individual women's social 

condition. His crossing the barrier of gender distinctions is only an illusion which shows 

the extent to which Fowles remains conditioned by his own masculinity. 

Fowles's treatment of the feminine and the masculine principles in The Collector and 

A Maggot seems liable to the critique being discussed for a variety of reasons. First, after 

both texts present women suspended on the brink of a new life, with greater existential 

awareness and responsibility, both of them revert to the same biased Fowlesian pattern of 

the godgame in which the woman teaches and the man is supposed to learn. Second, there 

is no suggestion in either text of the way in which woman can benefit from qualities 

associated with the male. Third, the parable that emerges from the design of the novels 

implies that the qualities Fowles celebrates and associates with woman are genuinely 
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valuable when they are put to the service of men, who, by appropriating them, will 

improve themselves and effect significant transformations in society. 

Both texts begin with a woman being educated but get transformed in the process to 

texts in which the woman's education ends up being instrumental in effecting the really 

important educative task, which is the healing of the diseased and helpless male. In The 

Collector, there can be little doubt that Miranda is the first to experience the self

confrontation that the god game requires. Yet there is a strong sense in which Clegg is 

also put in the position of potential beneficiary of the god game, through which he could 

step out of his half human nature. When Miranda has her chivalric fantasies, her 

conscience tell her that she should probably kiss and love Clegg so as to "Make Prince 

Charming step out" (C 216). Miranda defines herself as a kind of power plant generating 

patience and pity for Clegg: 

It's no use. I'm not a hater by nature. It's as if somewhere in me a certain 
amount of good-will and kindness is manufactured every day; and it must come 
out. If I bottle it up, then it bursts out. 

I wasn't nice to him, I don't want to be nice to him, I shan't be nice to him. 
But it was a struggle not to be ordinary to him. (I mean little things like "that 
was a nice meal.") As it was I said nothing. When he said, "Will that be all" 
(like a butler), I said, "Yes, you can go now," and turned my back. He would 
have got a shock if he could have seen my face. It was smiling, and when he 
shut the door, I was laughing. I couldn't help it again. Hysteria. (C 206) 

Miranda is aware that she can be a catalyst aiding Clegg in his humanization by infusing 

part of her qualities into him. Likewise, A Maggot stages a god game to help Rebecca 

shed her fictitious and inauthentic self only to orchestrate a second god game where Henry 

Ayscough undergoes a frustrated initiation into a new life. Indeed, one of the multiple 

enigmas that the text never discloses is why Henry Ayscough, whose profession involved 

"the purchase of property, the granting of leases and copyholds, foreclosing on defaulters, 

judging new petitioners for fields and farms; supervising repairing and insuring," and other 

related activities, is brought into this confrontation with Rebecca, "Such business as this 
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present inquiry" being quite outside Ayscough's normal work" (M 234) Rebecca's 

illuminating role is contained in the text's metaphor about enlightenment. Ayscough is the 

best representative of the Enlightenment of reason, but Rebecca represents a superior, 

more revolutionary form of Enlightenment. The text's emphasis on Rebecca's role as an 

initial "fuse" makes her an instrumental originator of the change that Ayscough and his 

class require. 

Neither The Collector nor A Maggot is concerned with basing the improvement of 

society on a different kind of woman benefitting from masculine qualities as well as 

making use of their feminine ones. Miranda is an artist and Rebecca a religious visionary, 

the only two areas where Fowles is ready to concede superiority to women, as he clearly 

states in A Maggot: "A sage and sober assessor of evolution must regard those dominated 

by the right lobe as far less desirable, except in one or two peripheral things like art and 

religion, where mysticism and lack oflogic are given value" ( 434). Beyond the irony 

infused into this passage, there is the implication that society, however imperfectly, is 

usually led by "left-lobers," and that only at times of social stagnation when history 

reaches a cul-de-sac do the qualities of "right-lobers" become more precious. Otherwise 

intuition, imagination, lack of logic, and so on are only valued in art and religion. By 

making Miranda an artist and Rebecca a religious visionary, the texts symbolically deny 

women access to other areas where masculine qualities would benefit them and society. 

There is no indication that the texts are concerned with a model for a female androgyne. 

They are excessively concerned with the appropriation of feminine values by the male as 

the solution to stasis, decay, and stagnation. Miranda must content herself with dreaming 

imaginary tunnels through which she seeks to exorcise her agony while she pathetically 

fails at the realistic and concrete level of the narrative when the reader sees her absurdly 

trying to dig a tunnel with a nail. Much less pathetic but equally exasperating is Rebecca's 

excessive compassion toward Ayscough, especially at the end of her final deposition when 
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Ayscough launches one more humiliation in the form of a guinea to pay her as a prostitute 

and Rebecca answers with love. 

Both texts are similar in suggesting that the true value of the female protagonists' 

qualities lies in their subordinate position. Most disturbing of all is the implication that 

women's power alone is not sufficient for significant social changes, unless it is generously 

offered and put to work for the improvement of the opposite sex. The design of both 

narratives strongly points to subordination rather than liberation. Miranda is put in the 

position of a teacher and is given an uneducable subject. Because she fails to educate him, 

the text condemns her. Miranda dies because she cannot bring the dead Clegg back to life. 

Her power does not reside in her qualities alone, but in her capacity to infuse part of her 

qualities into Clegg and transform him, so that he, with his power, can free her. At one 

point, Miranda realizes she must act and exercise power: 

He is absolutely inferior to me in all ways. His one superiority is his ability to 
keep me here. That's the only power he has. He can't behave or think or speak 
or do anything else better than I can--nearly as well as I can--so he's going to be 
the Old Man ofthe Sea until I shake him off somehow. 
It will have to be by force. (C 204) 

But at other times, Miranda is disgusted by violence, and she undoes her own plans by 

pretending there is another, more effective way of exercising power: 

The power ofwomen! I've never felt so full of mysterious power. Men are a 

joke. 
We're so week physically, so helpless with things. Still, even today. But we're 
stronger than they are. We can stand their cruelty. They can't stand ours. (C 

226) 

Miranda deceives herself by reinforcing the macho myth that women's strength is capacity 

to endure, which is an invitation to be trampled upon. In a like manner, A Maggot 

subordinates Rebecca's power to Ayscough. Less tragic in the outcome, the text also 

admits that Rebecca's true freedom will come the day when Ayscough acquires part of her 

qualities and learns to look at the world in her way. Rebecca may not end in prison, but 
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the narrator suggestively admits that "One knows she will not win, and cannot win; neither 

in this historical present, nor in the future" (M 439). Ayscough is the one who has the last 

word in the letter he writes to "Your Grace" and which presumably gets incorporated into 

the official record of history. In both texts, the narrative design betrays a dialectic where 

women, despite their presumably superior qualities, must first use them to nourish the 

inadequate, incomplete males, before attaining liberation. There is no power in and of 

themselves. 

Read as allegories of social change, including an analysis of patriarchal power, both 

The Collector and A Maggot, more than failing as feminist texts, perpetuate male 

supremacy and reinforce Fowles's patriarchal assumptions disguised as an idiosyncratic 

and very partial version of androgyny and the advocacy of the feminization of society. 

Deeply embedded in the narrative design is a eugenic impulse to find a solution to the 

problems of masculinity by making the male more versatile and complete. If the 

discussion in the second and third chapters of this thesis demonstrated that although 

neither text is clearly feminist, Fowles at least succeeded in dispelling the myth of woman's 

double nature and in partially fulfilling certain requirements for feminist consciousness

raising, how can a diametrically opposed conclusion fit into the discussion? How can 

these diverse views be reconciled without contradiction in the evaluation of the texts' 

feminism? The contradiction can be resolved simply by recognizing that for a variety of 

possible reasons--not least in importance Fowles's unconscious defense mechanism or 

deeply ingrained masculinist prejudices--the author takes with one hand, at the 

metaphorical and allegorical level of his narratives, what he has given with the other, at the 

more superficial and exposed level of the narration. He nullifies the positive effect of 

deconstructing the myth of women's dualistic images as well as their enigmatic, ill-defined 

nature by reinstituting the myth of the redemptive power of women as instruments. If 

Miranda and Rebecca attain a certain degree of freedom as characters, which allows them 
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to escape the simplistic and rigid male images of them, their triumph is only temporarily 

enjoyed, because Fowles seals them back into a nursing and nourishing role, which 

indicates that Fowles has ultimately not escaped the very myth he tries to destroy. By 

demanding selflessness, and self-sacrifice from them in favor of his male characters' 

education and improvement, Fowles makes them mothers of his male characters, thereby 

reversing to a most primitive masculinist conception of woman as a reservoir of infinite 

patience, altruism, and self-abnegation. From this point of view, Fowles's practice is a 

form of subtle subjugation. Michele Barrett, whose Marxist explication of ideology and 

cultural production of gender is not immediately relevant to the evaluation of Fowles's 

feminism in this thesis, argues that there are far more subtle ways of imprisoning women in 

artificial categories than stereotyping: 

The category of 'compensation' refers to the presentation of imagery and ideas 
that tend to elevate the 'moral value' of femininity. One could take examples 
from the plethora of practices which, in the context of systematic denial of 
opportunities for women, attempt to 'compensate' for this by a corresponding 
ideology of moral worth. the dichotomous view of woman embodied in the 
ideology of the catholic Church does precisely this . . . (1 09) 

Fowles's elevation of women seems to have the same effects as the law of"compensation," 

with the moral value and educative potential of his female characters acting as a substitute 

for a lack of real and practical manifestations of power. 

Another negative consequence of the texts is that by making women's emancipation 

dependent on men's parasitical appropriation of the feminine, Fowles makes his own 

critique of male ways and his promotion of cultural androgyny highly ambivalent. The 

texts clearly show the author's concern with male exercise of power. What is not at all 

clear is whether his concern arises from the unfair exploitation of women, or his need to 

improve that power so as to make it more subtle and accommodate it to a society 

increasingly aware and intolerant of men's undisguised domination. The "feminization" of 

men, in this sense, would provide the obvious advantage of making men more immune to 
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charges of machismo. Above all, Fowles seems to be concerned, in these two texts more 

than any other, with the fact that oppression not only suppresses the human potential of 

the oppressed but also impoverishes the lives of the oppressors. Clegg and Ayscough 

have a limited range of behaviors open to them because they live up to the masculine ideal 

which freezes them in a posture of rigidity. The purpose of the grotesqueness Fowles 

infuses into their characterization is to draw attention to the numbing and alienating effect 

of masculinity when it would be so simple and easy to just "borrow" such qualities as 

intuition, sympathy, and warm emotion which incomparably self-abnegated and 

inexplicably tolerant women can lavishly place at men's disposal. 

One final harmful effect of these texts lies in their confirmation that Fowles is not 

ready to dismantle the aspects of androcentric culture that keep women in subjugation. 

Far from that, Fowles's recognition of the need to move towards a more balanced way of 

examining reality springs from his obsessive concern with improving men and helping 

them eliminate the destructive qualities that incapacitate them from experiencing the 

mystery of life and enjoying the randomness of existence, his interpretation of human 

freedom. Despite the misleadingly important role he has assigned to women in these two 

texts, both novels ultimately fail to produce an incontrovertible defense of women's right 

and power to create a better society. The feminine qualities he extols in women are simply 

qualities that can serve and complete men better, and not a reflection of his professed 

desire that women play a more active role in society and assume positions of authority. 

The "feminization" he advocates is not a need to move towards a society less divided by 

artificial categories such as gender, but on the contrary a perfect dissimulation of what 

remains an essentially patriarchal and hierarchical attitude. 

Unable to escape his own prison house of gender, Fowles's allegory conceals his 

eternal immature and incomplete male that keeps returning to the pampering 

mother-woman that represents his salvation. Even The Collector and A Maggot, the two 
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texts where the author partially escapes the stereotypical images of enigmatic, mysterious, 

oxymoronic women, Fowles in unable to escape the dialectic that controls all his fiction: if 

women have superior qualities, men have the right to demand women's submission and 

make use of those qualities. He appropriates and reenacts at the metaphorical and 

allegorical levels of the narrative the traits for which he criticizes his male characters at the 

surface levels, by using women as a solution to masculine problems; hence the relegation 

of his female characters to a role not too distant from that of women in chivalric 

romances. It is no mere coincidence that in "A Personal Note," his prefatory words to 

Eliduc, Fowles celebrates the religion oflove and the ethos of courtly love: 

It is hardly a fashionable idea in the twentieth century; but amour courtois was a 
desperately needed attempt to bring more civilization (more female intelligence) 
into a brutal society ... (ET 114) 

This passage summarizes the dynamics of female/male relationships in the two texts under 

analysis: Miranda and Rebecca are supposed to civilize the brutal Clegg and Ayscough. 

One must definitely agree with Fowles that the idea of courtly love is hardly fashionable, 

but to call it simply unfashionable in light of what he does in his texts can be an irritating 

understatement. The intention behind his open vindication of the code of courtly love 

seems noble, but the motivations unacceptably self-serving and masculinist, and the results 

pernicious for women's cultural emancipation. 

Nor is it pure chance that Fowles has set The Collector in twentieth-century post

war Britain and A Maggot in pre-Romantic eighteenth-century England, that is, an 

"interregnum" of "crisis" when "the old is dying and the new cannot be born" (Gramsci, 

quoted by John Fowles in his epigraph to Daniel Martin). The childbirth metaphor, with 

its multiple associations of pain, expendability, and even exploitative and abusive servility, 

can hardly be avoided. Portraying female characters whose talents and qualities are 

needed in times of difficulty relegates women to the position of initiators and generators of 

an initial spark (the Shakers' "first fuse"). Granting them that power and privilege is 
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analogous to the political situation which occurs when a long-standing political party 

poisoned by corruption and besieged by crisis hands over its power to a minor party, 

which is expected to resolve the crisis and then silently and humbly step aside. Locating 

women's superiority in those interstices of time and history is one way of repeating the 

silencing and marginalization of women, one way of sealing them off again in Otherness 

and Motherness. 

The clearest thesis that emerges from these texts is that men must remain in control 

over women, and the truly elect individuals, as Fowles explicitly states in The Aristos, are 

men privileged with feminine qualities, to whom are reserved the significant evolutionary 

steps of mankind: 

There are of course Adam-women and Eve-men; singularly few, among the 
world's great progressive artists and thinkers, have not belonged to the latter 
category. (A 166) 

What the texts dramatize then is not a struggle for greater equality and balance between 

masculine and feminine principles but a preoccupation with the improvement of an 

exclusive and privileged elite of men endowed with the supreme quality of a feminine 

mind, such as John Fowles himself It is certainly no secret that Fowles considers himself 

one such man, as this short remark from Raman K. Singh's interview shows: "I would say 

I have a feminine mind" (190). Women are splendidly superior to men in both novels, but 

the extraordinary orchestration Fowles mounts around men, out of proportion to their 

personal worth necessarily leaves the reader wondering what is women's superiority for. 

The answer is that is must be to illuminate and nourish blind and spiritually crippled men. 

If their superiority is based on Fowles's appreciation of qualities that have traditionally 

been disparaged as inferior, it is only because Fowles sees in those qualities some intrinsic 

value that can be used to improve men. Thus his texts are essentially patriarchal and 

doubly hierarchical, concerned with a supremely privileged group of men more complete 

than other men as well as women. As a result, women back to the male-inspiring role of 
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mUSES and fUSES, favorite terms in Fowles's diction whose very construction betrays his 

utilitarian notion of women. As to the assumption that women's role should be 

subservient to men even in the face of women's "superiority," that is truly the one myth 

that both texts leave absolutely unquestioned. 

112 



CHAPTER V 

CONCLUSION 

John Fowles has consistently expressed his disapproval of all expressions of 

authority. Richard Boston reports Fowles's unfavorable comments on his early experience 

at a British public school. The writer was responsible for discipline and punishment of 

other boys, beating an average of three or four boys a day: "I'd have 20 boys before me 

every morning, who you were both prosecutor and judge of ... and executioner, of 

course" (2). Fowles's early relationship with his father, as recorded in The Tree, was also 

partially affected by his father's worship of discipline and order, his conventional and 

conformist attitude to life, and his suspicion of everything uncontrolled and chaotic, in life 

as well as in nature. In the introductory section of his book on nature, Fowles reminisces 

about a cousin of his whose eccentric habits would take him on walking tours, 

photographic expeditions of wild places, and various other fascinating experiences in 

contact with nature. While Fowles's father regarded this cousin as a lunatic, Fowles 

himself envied him and saw in him the exact opposite of what he saw in his father, with his 

love for his small and unnatural garden kept manageable through permanent debranching 

and pruning. Slightly disrespectfully, Fowles describes his father's fear of the wild and 

Victorian utilitarianism by suggesting that his father's eleventh commandment was "Thou 

shalt prune all trees" (20). 

Fowles insists that in his youth he had always seen this attitude to pruning as the 

greatest difference between him and his father, who were diametrically opposed in 

practically every significant aspect of life, because, as Fowles explains, "What he abhorred, 

I adored" (20). When later in life, Fowles horrified his father by buying a farm with an 

untamed garden, he realized that pruning was only a symbol not only for qualities and 
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attitudes he detested in his father's rigid attitudes but also for vices he observed in 

conformist societies in general: 

He would never have conceded that it [Fowles's garden] was my equivalent of 
his own beautifully disciplined apples and pears, and just as much cultivated, 
though not in a literal sense. He would not have understood that something I 
saw down there just an hour ago, at this moment I write--two tawny owlets fresh 
out of the nest, sitting on a sycamore branch like a pair of badly knitted 
Christmas stockings and ogling down at this intruder into their garden--means to 
me exactly what the Horticultural Society cups on his sideboard used to mean to 
him: a token of order in unjust chaos, the reward of perseverance in a right 
philosophy. (22-23) 

What Fowles regrets most of all is not his father's adamant refusal to accept his belief in 

chaos and disorder--after all, his father's pruning and confining instinct fostered the son's 

urge to create and escape everyday reality--but the fact that society at large continues to 

take his father's side, rewarding only those who prune and punishing those who take 

refuge in trees unaffected by man. Jamie Dopp and Barry N. Olshen read The Tree as a 

chronicle of Fowles's quest for freedom, defined as an antithesis of and a flight away from 

the paternal figure (35). It is no wonder, then, that Fowles has always found the image of 

the forest immensely attractive, for in the forest there is "a place of refuge for the 

persecuted, the outlawed, the non-conforming" (Dopp 35). His embrace of the feminine is 

one solution to his problem as a man in conflict with his father and at variance with 

society's veneration of the paternal values he associates with that father figure. 

As a male writer, too, Fowles finds women instrumental in enacting his obsessions. 

Deeply committed to a Freudian explanation of the origin of his art, Fowles insists that in 

writing he is "trying to achieve some primal state of perfection and total happiness, which 

you're doomed never to experience because you'll never be one year old again" (Singh). 

In his assessment of Thomas Hardy's treatment of women characters, Fowles emphasizes 

the energizing function of a writer's fictional women, ultimately condemning them, as he 

condemns Miranda and Rebecca, to a utilitarian role performed in the service of his own 
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needs. In his essay "Hardy and the Hag," through the circuitous route of his allusion to 

Hardy's characters, Fowles explains why Miranda must die and why Rebecca must escape 

Ayscough: 

Because they [fictional female characters] were never truly possessed, they 
remain eternally malleable and acquiescent, like the sculptor's lay model. The 
repeated use to which they can be put may even finally suggest a fuller 
possession of them than any mere real or carnal knowledge could ever have 
allowed. And this above all is why, to the extent that a creator of fiction needs 
such a figure behind his principal heroines, he is unlikely to want to grant her 
even imaginary happiness at the end of the narrative; and must therefore deny it 
to himself in the male character who is his surrogate. Hardy seems to have 
grasped this indispensable corollary under the shock of the suicide of Horace 
Moule, since it is first clearly enunciated in the fate allotted Farmer Boldwood. 
From then on the doomed and thwarted child sits firm inside all his major male 
characters. They too become phoenixes; sacrificed, so that their sacrificer may 
once again summon up the Well-Beloved and her further victim. Lost, denying 
and denied, she lives and remains his; given away, consummated, she dies. ( 40) 

This sacrificial role Fowles demands from his female characters is another example of the 

way in which women are used in his fiction as a solution to a man's problems, in this case 

both a self-indulging of the eternal quest for the ideal woman and the ideal union with that 

woman and a form of therapy for relieving the male writer's obsessions. 

As the various theories critical of the promotion of androgyny and the "feminization" 

of society seem to indicate, and as Fowles's texts themselves strongly suggest, a male 

writer's celebration of the feminine is not necessarily indisputable evidence of a solid 

feminist impulse on the writer's part. Fowles's characterization of women is not 

necessarily animated by a serious urge to improve individual women's condition in society. 

Nor does it show the male writer ready to abandon the protective refuge of his multiple 

patriarchal assumptions. Above all, Fowles's celebration of the feminine discloses him as a 

man who believes he has performed the useful and necessary job of rehabilitating women 

by praising the very qualities of irrationality, intuition, freedom, and healthy disorder 

which he values in himself as a kind of privileged and enlightened male In fact, in 
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regretting the multiple deficiencies of his male characters and contemporary, male-oriented 

society, in portraying female characters who display the qualities his inadequate men badly 

need, and in erecting himself as an Eve-man, Fowles invalidates the feminist potential 

displayed on the surface of some of his texts. Both The Collector and A Maggot violate 

one of the most fundamental requirements of all forms of feminism that a female character 

not be used merely as an answer to masculine predicaments. 

In other novels, Fowles has used more symbolic female characters with an 

enigmatically alluring function, such as Alison in The Magus, Sarah in The French 

Lieutenant's Woman, and Jane in Daniel Martin. Miranda and Rebecca do escape this role 

and occasionally imbue the texts with characteristics truly praiseworthy from a feminist 

perspective. Because The Collector and A Maggot are the only two Fowlesian texts 

which portray women delivering a feminist message and partially escaping stereotyped 

roles, they are also the two texts where the author most fiercely opposes this healthy 

impulse with very obvious pro-masculine views. While these views are not directly shown 

through the male characters, who are in fact punished and ridiculed, they are present 

beneath the surface of both texts as a strong undercurrent running counter to Miranda's 

and Rebecca's partial emancipation and seeking to bring both women back to an 

educating, nursing, and healing role they should feel honored to perform for Fowles's male 

characters. This counterchecking undercurrent determines a simple formula that 

summarizes male/female interactions in Fowles's heuristic games: when the male character 

is the initiate, only one godgame is staged; when the female character is the initiate, there 

must be two godgames, or one symbiotic godgame that serves the male as well. However 

mathematically reductive, this simple formula applies to Fowles's work as a whole and 

shows that Fowles is not prepared to offer a serious, disinterested, or unambiguous 

critique of the order of patriarchy, where the female is subsumed under the male. For all 

his criticism of stereotypical dichotomies about women, Fowles keeps creating 
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dichotomies. In "Hardy and the Hag," he talks about two kinds ofwomen, and their 

relative importance: 

The difficult reality is that, if in every human and daily way ... the actual woman 
in a novelist's life is of indispensable importance to him, imaginatively it is the 
lost ones who count, firstly because they stand so perfectly for the original lost 
woman and secondly (but perhaps no less importantly) because they are a prime 
source of fantasy and of guidance, like Ariadne with her thread, in the labyrinth 
of his other worlds. (40) 

A similar dichotomy seems operative in The Collector and A Maggot, with "holographic" 

women split into apparently and superficially realistic and free women acting in their own 

worlds and subservient, defeated, "lost" women buried in the deep intricacies of the 

writer's worlds, where he can safely control their freedom and where they are an 

important therapeutic presence in the author's creative life. 

A final word must be said about Fowles's personal muse and the real woman 

inspiring Fowles's creation of his fictional women. He has repeatedly stressed the 

importance of his wife Elizabeth as both wife and critic in his life and work. He has also 

been apologetic about the kind of solitary existence to which he condemned her, 

expressing his guilt feelings about being locked up in other worlds and deeply involved 

with other (fictional) people. Without exception, Fowles said, a writer's wife is vital, and 

he once again paid tribute to Elizabeth when Carol M. Barnum asked him if Elizabeth was 

the model for Miranda, Alison, Sarah, and Jane: 

I have a very strong feeling against copying characters straight from the life. If I 
do that in a psychological way I usually feel driven to change the physical 
appearance or life circumstances of the character beyond normal recognition. 
. . . I think of all my main female characters (including the muse Erato in 

Mantissa) as aspects of the one person, and to that extent they are drawn on the 
person I have shared my life with and from whom I mostly derive my notions of 

Eve. (197) 

In the same interview, Fowles recalls his visit to Thomas Hardy's house and remembers 

the contrast between the writer's study, where Hardy wrote some of his fine works, and 
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the "two miserable attic rooms" where his first wife spent her last days (196). Fowles 

analyzes the question of how one can judge: "What is the cost of a caring marriage? 

What is the cost of a masterpiece? Every writer lives with this, in one way or another" 

( 196). Finding further connections between Thomas Hardy's life and his own fiction, 

Fowles explains this dilemma in terms of one of his male characters--David the 
' 

protagonist of "The Ebony Tower"-- and his choice between being a better husband or a 

better artist. Trying to capture this dilemma facing novelists, he recounts an old story: 

I wish someone would study novelists' wives--and/or husbands now. I wrote a 
poem about this once, based on a Greek folk-legend. A mason of Arta had to 
build a bridge, but it always fell down. One day he was told it would stand only 
if he buried his wife alive in its foundations. So he buried her alive, and it stood. 
The world at large has always been on the mason's side. I doubt if he himself is 
so sure of his justification. (Barnum 196) 

Although in retelling this legend, Fowles is paying tribute to his wife and seems uncertain 

about his own justifications for the kind of sacrifice he expected from her, he shows no 

qualms about the sacrifice he demands from his fictional women. In conversation with 

James R. Baker, Fowles innocently echoes his wife's words: "My wife tells me I mustn't 

suggest I'm a feminist" (679). His comment becomes interestingly ironic, as befits a man 

so deeply committed to irony and paradox. The reader has the certainty that, in this as 

well as in other matters where she judged her husband's work, Elizabeth was right. 

In a final analysis, Fowles's various comments on his attitude toward women and the 

feminine all coalesce. His interest in stories of female sacrifice, his belief in the ethos of 

courtly love and the civilizing power of the lady, his worship of the maternal, the freedom 

of perception and experience that anthropocentrism negates, his eternal quest for 

perfection, and his flight toward the irrational are all expressions of women and the 

feminine serving the male author's personal, deep-buried needs, rather than expressions of 

authentic feminism. If A Maggot is a more convincing approximation than The Collector 

to a feminist ideal in terms of its female protagonist, this fact only shows that in the twenty 

118 



two years that separate the publication of these novels, Fowles has become more 

despondent about the situation of a world in general. 

This thesis does not purport to offer an incontrovertible explanation of the John 

Fowles's personal fears, prejudices, and wishes, or an accurate exploration of the dark 

forces of his unconscious mind. To claim to do so would be equivalent to "pruning trees," 

or using the "camera view-finder" for unravelling an issue that necessitates whole vision. 

The readings of Fowles's texts which I have offered simply respond to the writer's own 

invitation to penetrate the surface of his texts and to liberate new meanings and new 

interpretations. Complaining about the deficiencies in the film adaptation of The French 

Lieutenant's Woman, Fowles stresses the polysemous nature of his novels: 

I sincerely admired Meryl Streep's performance in The French Lieutenant's 
Woman, but I am not so happy that she--or anyone who might have played the 
part--must present a fixed image for the subsequent reader. This mobility or 
fluidity of image, in terms of how readers "see" the text, is a very important asset 
of the novel. No reader has ever read the same book in the same way. 
(Barnum 190) 

A reading of The Collector and A Maggot which argues that Fowles has not produced 

feminist texts despite his sympathetic view of women is one more way of paying homage 

to the "mobility" and "fluidity" which he valorizes so much as evolutionary principles, and 

which he promotes in the act of reading itself I very much doubt whether Fowles would 

disapprove of such an attitude. 
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