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Abstract

This master’s thesis is focused on the theme afgoand having in concrete works of
John Fowles. The aim of this thesis is to analiisealy existentialism in the works of
this eminent British prosaist. The thesis mainlywamtrates on his first novdlhe
Collector in connection with the theme of money and the goeof human physical
and mental freedom. Then the thesis compares Foe#ssys with his novelhe
Collector, particularly with a collection of his private pdsophyThe Aristosand his

essays about natuBeeing Nature Whal@he TreeThe Enigma of Stonehenge

Anotace

Tato diplomova prace je zatena na téma byt a vlastnit v konkrétnich dilechndoh
Fowlese. Cilem prace je analyza literarniho ex@gismu v dile tohoto vyznamného
britského prozaika. Prace se zabyvédevsim prvnim Fowlesovym roman&teratel
(The Collectoy v navaznosti na tématiku moci @era otazek lidské svobody fyzickeé i
mentalni. Prace dale konfrontuje Fowlesovu esefisti tvorbu s romanerSkeratel a
zan®ii se zejména na shirku soukromé filosdfie Aristosa Fowlesovy eseje dipodé
Seeing Nature Whaql&he TreeThe Enigma of Stonehenge
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Introduction

Having been impressed by Fowles’ wdrke Collectorl could not decide for any other
theme when finding this, among several others, ag®tantial topic for my master’s
thesis.

The theme obeingandhavingsymbolises the key words of this thesis as wetifas
Fowles’ literary existentialism. The theme lo¢ing and having the terms which are
embodied by Miranda Grey and Frederick Clegd e Collector also creates the key
idea of The Aristos Seeing Nature Whal&he Treeand The Enigma of Stonehenda
Fowles’ works, the theme dfeing stands for the superordinate terms of existence,
individuality, originality, love, progress, freedompontaneity, chaos, interest, and life
itself. The theme dfiavingcovers the opposites of subordinate termseaigwhich are
stagnation, indifference, predictability, affectewtj order, imprisonment, and many
others. The main difference probably consists capacity of a person fromaving
group to shift his/her attention towards the otrerdie/she keeps captivated by his/her
limited mind. Fowles deals with these themes ntalgan relation to human society but
also to nature which is noticeable in his essagsing Nature Whagl@he TreeandThe
Enigma of Stonehenge

The thesis is divided into five main chapters. Tih& one consists of Fowels’ life,
background of his writing career and attitude tal#e which is more specified in the
third chapter where the main focus is on Fowlesiaoexperience and in the second
chapter, describing Fowles’ mode of writing. Thertlio chapter deals with the
philosophy of being and having — the key idea a$ twork that is also based on
Fromm’s theory ofto have or to be The fifth chapter is dedicated to literary
existentialism inThe Collector— the key work of this thesis besides the themigeoig
andhaving The chapteiThe Collectoris further divided into four sections dealing with
the main characters’ interpretation of reality,ithgersonal stagnation or development,
the evil in Clegg and the intertextual relationghis work. The following chapter deals
with Fowles’ literary existentialism in his nonfichal essays about societyhe

Aristog and nature§eeing Nature Whal@he TreeandThe Enigma of Stonehenge



The aim of the thesis is to describe and analysealy existentialism in concrete
Fowels’ works. The thesis is focused on his fistel The Collectorin connection with
the theme of money and the question of human phlyaled mental freedom. Then it
compares Fowles’ essays with his noVee Collectoy particularly with a collection of
his private philosophyrhe Aristosand his essays about nat®8eeing Nature Whale

The TreeThe Enigma of Stonehenge



1. John Fowles

John Robert Fowles (31 March 1926 — 5 November a6 English writer violating
the rules of narrative tradition, is considered&positioned between modernism and
postmodernism by many critics, among others refigcthe influence of Jean-Paul
Sartre and Albert Camus in his warkindermines his narrative by shifting the reader’s
attention to the actual narration or the circumstanin which the story is produced.
Consequently, this narrative technique forms thenmaotifs of his books. Literally,
Fowles’ fiction can be called the embodiment of ettem, individuality, and
existentialism, however there is still a relatiapsbetween the author, the narrator and
the reader who still depends on the text of theysidd. SALAMI 1992: 13). Fowles is
characteristic of his denying to be called a n®tehs well as for rejecting any possible
classification of his personality. Most probablg Wwants to emphasise the importance
of freedom and, not only his individuality but @lthe individuality of others — the
issues of freedom and individuality — both of themre eclipsed by the political regime
of Europe at that time.

Fowles was born March 31, 1926 in Leigh-on-Seanallsown at the mouth of the
Thames located about 35 miles from London in thentpof Essex. His uncle Stanley
with his friend would often take little John on wia expedition into the countryside so
Fowles’ passion for it was even more encouragedt plobably also contributed to his
idea of writing his first published ess&ptomology for a Schoolbay dealing with an
account of how to trap moths by smearing a mixtaireoney and beer on a tree which
he wrote in his twelve. The love for nature wast@rfor him as was the pursuit of
literature. In 1939 he won an exhibition from Alteourt to Bedford School with a
reputation for preparing boys for the service ia Empire. It was a shock for him and
he was very unhappy with this strange new schodiesmoved to Ipplepen, a Davon
village, to live there with his family. John’s baybd was one of sharp contrasts. On one
hand comfortable upbringing in Leigh-on-Sea andstheck of the boarding school on
the other; the peaceful country life in Devon ahd wvar damage which he saw every

time he went back to Bedford for a new term. Theuwela of the one world must have

*cf. SALAMI 1992: 23-25



balanced the disappointments of the other (FOWLBS89R During his study at
Bradford, Fowles became Captain of cricket, Heaslicbbol and won a place at Oxford
to read Modern Languages. Although he embodiedoaitytor the rest of the students,
in his private life he had qualms about the showaivinced rightness that his role
required. Fowles often thought of Nazi bombers atiacked Bedford Station and said:
"l became increasingly aware of the opposition lesmvwhat the Nazis were doing to us
and what | had to do to countless younger boyshatdchool."This inner sense of
injustice turned into a catalyst for the sort ofter John Fowles would become. In late
1944, he went on from Bredford to join the offiteaining corps of the Royal Marines,
then he was posted to Plymouth and eventuallynaasdructor of training commando
units, to Okehampton camp on Dartmoor. Later ovisé from the Socialist mayor of
Plymouth, Sir Isaac Foot, helped him to decide tweto stay on in Marines or to
study at Oxford. The mayors' words were followiri@nly a fool would choose a
military career." From that time on, at New College in Oxford, helidated himself to
quite different kind of issues. By previous expece which was in contrast with those
of Oxford, he was forced to change his life. Inesttvords, going through the discipline
and order of the military life on one hand and ittexicating liberty of Oxford where
he could do what he liked on the other — that esthhim to compare one's possibilities
and to find himself. Fowles’ self-discovery invotl’a revolt against the military, as well
as against his own family. The birth of his sidttazel opened up a gulf between his
needs and those of his parents due to his fathecision to leave Devon and to move
back to Leigh-on-Sea. In this way, his parents sttbivm they did not care about that
he did. Undoubtedly, Oxford not only contributedhis life with knowledge of French
and German but also transformed his personalitynetv one - brave and autonomous.
In 1948, just after the war, when few people treeelabroad, he and his old school
friend Ronnie Payne, made a journey to the southrafce to the university of Aix-
Marseilles where they went for a month-long exclamgp. From that time on, a
sequence of events followed, including travellimgl yetting to know new places and
people. He experienced the warmth, the culturethedivilization of the South as well

as the cold emptiness of the extreme North (cdl.)bi



2. Fowles’ Narration

I do not plan my fiction any more than | normallkamp woodland walks; |
follow the path that seems most promising at amergipoint, not some
itinerary decided before entry. | am quite surestlis not some kind of
rationalization — or irrationalization, after theatt; that having discovered |
write fiction in a disgracefully haphazard sort wfay, | now hit on the

passage through an unknown wood as an anal6@WLES 1979: 62)

This excerpt mirrors his nature of his adolescemplaration of Devon countryside that
made him what he was — and in many other ways égsite writing (cfFOWLES 62).

In the context of the trees, he said that it isoggp that the ancestors of the modern
novel appearing in the early Middle Ages had foessa setting and quest as the central
theme so frequently. Every novel since the literirge began, since the epic of
Gilgamesh, is a form of a quest, or an adventurd,amnly two other environments can
match forest as a setting for it — the sea andspaze — they are also, as well as the
woods, remote from our human scale, their vistadefss immediately and incessantly
curtailed. It is of no great importance that theefd is often a monotonous thing
because the metaphorical forest is a constant ssgpstage awaiting actors; heroes,
maidens, dragons and mysterious castles (cf. ibi8): The tree setting was simply
transferred to the now more familiar forest of toand city of brick and concrete.
Fowles saw certain juxtapositions of a tree andii&ding. There is also the magic of
standing side by side, half-hiding or half-revegliout geometric, linear cities make
geometric, linear people, while wooden cities malman beings. The attraction of the
forest setting to the early pioneers of a fictioaswot an attraction to the forest itself
which was clearly evil — being evil though, gaveextuse for the legitimate portrayal
of its real or supposed dangers to the travelleis €an hardly deny the general truth of
being human: the inherent wickedness of godlessr&ain outer reality as in a man
himself. Raymond Chandler and other creators oflé®veown century used the same
technique of substituting an evil city for evil @ (cf. ibid.: 64). According to Fowles,

pastoral settings and themes of some of Shakespegleeys — the depiction of



unrewarding exiles from the safe garden of civil@ain A Midsummer Night's Dream
As You Like [tThe Tempesdnd the rest — are not examples of the foresifyatgenius,
but the skilful pandering to a growing vogu&t almost none of this was reflected in
the actual seventeenth-century way of life — ardgtl®f all in its gardens remaining in
general as formal as medieval ones. The opiniorhe- rtearer nature, the nearer
Calibarf, remained an immense green cloak for Satan; octimmission of a crime or
a sin, for doubters of religious and the publicesrdbove all for impious doubters of a
man himself (cf. ibid.: 65-66). Despite being snanent, in a fiction or another literary
writing, forest is understood as something mysteyiand dangerous although in the
matter of perceiving it depends on a man’s innalitse

What seemed to be logic to Fowles in the matteseeing woods evil, was the fact
that throughout history trees provided refuge fathbthe justly and the unjustly
persecuted and hunted. In the wood he knew besd thas a dell, among beeches, at
the foot of a chalk cliff. Three centuries agowds crowded every Sunday, for it was
where the Independents came, from miles aroundydtemborder of Devon and Dorset,
to hold their forbidden services. There is a freedo woods that our ancestors perhaps
realised more than we do. Fowles used this paatiaubod inThe French Lieutenant's
Womari for scenes that it seemed to him, in a story sél&liberation, could have no
other setting. That was the main reason Fowlestsses as the best analogue of the
prose fiction (cf. FOWLES 1979: 67-68).

In Fawkner’sTimescapes of John Fow]dsowles confesses discovering himself by
writing fiction texts and he does it more precisely progress of writing them (cf.
FAWKNER 1984: 9).“l dont see that you can write seriously withouauing a
philosophy of both life and literature to back yéu.) The novel is simply, for me, a way
of expressing my view of life(MCSWEENEY 1983: 104) That could remind us of
writing a diary because it is recommended to wdiben everything that is on a man’s

> This does not agree with the messageTbé Collector Clegg is called Caliban for the
different reason.
* The novel opens with a detailed description of LyRegjis in 1867 (cf. HAEN 1983: 24).
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mind at the time of troubles or many thoughts. Afédl, this is the exact way of
Miranda’s acting ifnThe Collector she is writing a diafy’ and the reader is supposed
to form his own opinion about her character. THerao mediation of any narrator in
case of her speaking and thinking and thus no priesentation of her actifigt would

be logical if the reader, reading the first parthe book, stood by Clegg’s side and then,
after getting to know Miranda’s perspective, he ldathange his mind.

In Daniel Martin and The French Lieutenants WomaRowles employs his
existential ideas through the use of narrative past uses a constant shift ‘I’ and ‘he’
as the shift from a subjective to an omniscienspective (cf. SALAMI 1992: 18).

Although each of the main characters gets his/pacesto express himself/herself,
the reader is, for roughly half the novel, trapjpeside a sick mind of Clegg and then,
inside Miranda’s inner world of dramatic irony, $teation, and a sense of helplessness.
According to Tarbox (1988), Fowles invites the mado feel a state of being
imprisoned by two monologues and by the fact tlint $tory itself is a kind of
imprisonment for it has no plot — every encountedsewith seeking freedom and
locking the door and thus the process of the siorgather circular than linear (cf.
TARBOX 1988: 41). A disposition of the classic lisalext should be linear and so
diachronic but Fowles does not demonstrate sudality — he offers a horizontal or
synchronic movement instead, that is, at a certaoment in time.The French
Lieutenant’s Womanertainly undermines the linear movement by thestant intrusion
of the modern narrator into his Victorian narrasivieut it is the multiplicity of texts
throughout Fowles’ novels where each characteresitis/her own text and history.
Fowles’ novels do not follow the dictates of thasdic realistic text because they incline
towards the modernism or a high degree of the asstlself-consciousness (cf.
SALAMI 1992: 22). The modernistic text is no morgerested in the narrative closure
nor in resolving plots. As for the problematic issaf linking Fowles to postmodernism,
the use of a metaphoric language culminates p#atlgun Mantissa(1982) where the

* “The diary will really try and tell people who yoweaand what you were.(FOWLES,
DRAZIN 2009: xix)

> Daniel Martin as a narrator appears as ‘I’ and dsgecially in the first chapter. The term for
the narrative past is callgéssé simplécf. SALAMI 1992: 17).

® Fowles is extremely distanced from the text (cfRBIOX 1988: 40).
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metaphorical language concerns the sexuality bitrélal meaning of the novel is the
relationship between the narrator and his museusdtng his power of writing. The
modernist novel exploits the metaphoric but alse thetonymic language. The
metonymic style of the classic realism is conneatetime and space and through the
cause and effect and the plot is in the metonyelation to the story or a relation of the
‘part and whole’/'thing and attribute’. On the coarly, the modernist novel is more
metaphoric since it does not conform to the causeedfect, nor to the contiguity, but to
contradictions and the combination of “things ottiee different”. Virtually, the
metaphoric mode appears more dramatically in masiarrithat places greater stress
upon the form and the technique of a narrationieschain preoccupation is more with
the formal matter of the aesthetics and the langu#ltan with the mimetic
representation of the reality. The matter of thenf@nd the self-consciousness reflects
the shift of the modernist novel into postmodernisra literary movement Fowels has
to be placed within (cf. SALAMI 1992: 23). Postmodism represents literary
movement rejecting any form of a totalised naretiv not surprisingly Fowles is
considered to be the genuine postmodernist.

The type of a fiction that self-consciously andtegsatically focuses on its status as
an artefact in order to pose questions about tlatioaship between reality and fiction
is called ‘metafiction” and Fowles’ fiction embodienost of its characteristics —Time
Collector primarily a contradiction, a permutation, a randess, an infinite regress, an
explicit dramatization of the reader, Chinese-btnuctures, an intertextuality, self-
reflexive images and games (cf. SALAMI 1992: 24).

In addition to Fowles, the writers such as Bartyndhon, Barthelme, Beckett and
Brooke-Rose are also characteristic of the postmmigtetendency (cf. SALAMI 1992:
26).

In The Collectorthe author provides a suggestive introductionht® issues of
power, creativity and gender exploring that witl@ngeneric structure combines an
awareness of novelistic trends of 1950s with elémeha detective fiction, a thriller,

and a Gothic novel. In this context Fowles investig, with frankness unequalled until



Mantissd (1982), the artist as a potential pornographerthadvoman as pornographic
artefact and despite thisThe Collectoris found to be Fowles’ least ambitious novel,
both technically and intellectually. Clegg's stgigs for controlling Miranda are
identified in the style and structure of the novihey are not only physical but also
linguistic (cf. COOPER 1991: 19).

While writing The Collector Fowles was fully in control of the narrative thsiin
contrast with writing his long fictiomhe Magusvhich was written before but published
two years later. The thing these two novels haveammon is the idea of being set
apart to struggle alone and reconstruct hersdifroself in silence — as Nicholas does in
The Magusand Charles does after losing SarafilweFrench Lieutenant's Womahike
Nicholas in the ‘godgame’, Miranda often feels todisassembled (cf. TARBOX 1988:
44). The Magustells the reader about young Oxford graduate aswiriag poet
Nicholas Urfe who works as a teacher at a smalbaichut he feels bored so he wants
to leave England. Looking for another job, Nichotegjins a relationship with Alison
Kelly, an Australian girl he meets at a social gaitlg in London. It fails to prevent him
from accepting to be a teacher of English at the [Ryron School on the Greek island
of Phraxos. The removal brings him only boredompreéssion, and disillusion.
Struggling with loneliness, Nicholas contemplategisde and wandering around the
island, he comes across a wealthy Greek recluseiddaGonchis who slowly reveals
that he, during World War Il, may have collaborateith the Nazi& He starts to
manipulate Nicholas within psychological games Wwhiairror Conchis’s paradoxical
views on life and his mysterious persona. At filsgeems to Nicholas it is a joke, but

later he loses connection between reality and whett is artificial so he becomes a

7 Mantissaconsists of supposedly imaginary dialogue in adhefathe writer Miles Green,
between himself and an embodiment of the Muse ErdMase of lyric poetry, especially love
and erotic poetry — after he wakes amnesiac irspitad bed.
8 Clegg’s taking pornographic photos is significainm a psychological perspective — he takes
them to turn Miranda to an object for the reasohisfdisability of social or physical
intercourse.
° Fowles suggests iThe Magus Nazi politics, like collecting, rely on isolatioand the
maintenance of the status quo (cf. TARBOX 1988. &iatus quo or stagnation corresponds
with Clegg’s personality (see more in chapter 5.1.2
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performer in the ‘godgame’ against his will and whedge. Eventually, Nicholas
realises that the reproduction of Nazi occupatiod the indecent parodies of Greek
myths are not about Conchis's life, but about ks dTHE MAGUS online). In all
probability, The Magusan instant bestseller, is based on Fowles’ e&pee of teaching
on the Greek island of Spetses and what Fowlesspctively claimed, is also the
influence of Pip fromGreat Expectationgcf. MCSWEENEY 1983: 122). At the same
time, Fowles uses fragments of battlefield desicnipof his father in a passage Tie
Magus(THE TREE online).

Despite being so impressive, fascinating, and aleladin each case, the novel
displays an extended account of seemingly endlgssenies that engulf Nicholas Urfe
on an exotic Greek islanhe Magugeminds us of some characteristic features of the
first novel: an autobiographical and a self-congsiflavour; narrative, stylistic, and a
thematic excesses; and an undemanding in the séfgen. Fowles called ita novel
of adolescence, written by a retarded adolescémtiid admitted that he tried to say too
much that he wanted to say everything about lifd @nemerged that it was too
complicated.The Collectompossesses the qualiti€ke Magudacks: a formal tightness,
comparative brevity, no extraneous detail or incidand a powerful cumulative thrust.
Another valuable feature oThe Collector was what Angus Wilsdh called its
“remarkable mimetic powers” — alternating first @m accounts of the main characters,
a non-communication, and the death as impressiyéistat achievements (cf.
MCSWEENEY 1983: 102-103). Iihe Collectoy a telling is replaced by a showing
and by this work Fowles became ‘the chameleon ptet’ story does not show a trace
of a self-consciousness, no reflexive questioninthe status of the text and the end of
the story is firmly closed (cf. ibid.: 130)

The abovementioned term ‘godgame’ — as a cruciahtpaf the story ofThe
Magus is further explained iThe Aristos Fowles summarised ‘godgame’ into eleven
paragraphs. Especially these two are fitting inhdlas’ story:

" MCSWEENEY 1983: 102
! Sir Angus Frank Johnstone Wilson (11 August 1983 May 1991), the English novelist and
short story writer who was awarded the 1958 Jamaé@sBlack Memorial Prize for The Middle
Age of Mrs Eliot and later received a knighthood fiis services to the literature (MACKAY
online).
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The Devine Solution is to govern by not governingny sense that the
governed can call being governed; that is, to ctust a situation in which
the governed must govern themselYfEQWLES 2001: 9-10)

If there had been a creator, his second act woutvehbeen to
disappear(ibid.: 9-10)

Through the narrow creativity of Clegg and the esetl space which he produces,
negative aspects that are suggested less dire@lyemphasised in the novel, how
unhealthy the isolation is, the relationships fodméthin it, its capacity to entrap and
stifle even as it protects. Miranda Grey is Fowlast fictional embodiment of the
princesse lointaing - the idealised and erotically desirable womanabiting the
Edenic enclosure but here, Miranda is surroundéy lmpwalls of stone and by Clegg
(cf. COOPER 1991: 20).

The reader’s comprehension of many issue3he Collectoris clouded by the
ambiguous nature of both characters partly becaase of them speaks to the author.
As a matter of fact, Fowles created a completeitin of autonomy for them for they
seem to have no author. In Faulknértee Sound and the Fuhge is very distant but he
controls the reader’s feelings about all Jason Gamsays — Faulkner has under his
control the irony, the tone, and the image pattefmthis collection of monologues. In
contrast to him, Fowles guides the reader to onlglifications and contradictions (cf.
TARBOX 1988: 55).

As it was to D. H. Lawrence, the visual image segkrte be very important to
Fowles. In his fictions he constantly referred tainpers and painting due to his
fondness for the art of past. Claiming to have ntistac ability he further explained the

tendency of art usage in his works:

| once said that if | werent a novelist | wouldkdi to have been an
artist. In a way | both envy and pity painters thgeneral inability with

writing and words. More practically, | think the watless wordless shortcuts

2 French, literally 'distant princess', from théetiof a play by E. Rostand, based on a theme in
troubadour poetry. An ideal but unattainable wolf@XFORD DICTIONARIES online).
11



the painters have to make to show their truthsadrealue to all writers. In
semiological terms they have a whole vocabulangighs totally beyond

literature, obviously(BAKER online)

Claiming that the language of other arts does et words, Fowles expands on his
pleasure in reading poetry and as for science ts: &lcience is always in parenthesis;
poetry is not.”(FOWLES 2001: 180)

I do not believe, as it is fashionable in this dematic age to believe,
that the great arts are equal; though, like humamnis, they have every
claim to equal rights in society. Literature, inrgaular poetry, is the most
essential and the most valuablEOWLES 2001: 177)

The reader has to teach Fowles’ lesson for he igliech and abhors the human
inclination to lean on borrowed ideas and behavidtie reader is maneuvered into
dialectic within himself so the only standards wdgement for all the bewilderment in
the story are within him. In this sense, the naramirrors the theme of freedom when
the reader’'s freedom is confronted with Mirand&wles is out to teach in an
extraordinary way not intending to teach what hakih but what people think — he
proposes the existential problems that awaken #agler’'s power of discernment.
Virtually, Fowles gives what Clegg withholds (cARBOX 1988: 58).

Many years ago, Fowles said about his novel thatidt not convey any
philosophical propositions or scientific truths bigeling truths’ (FOWLES, DRAZIN
2009: xix). This statement corresponds with thevabmwentioned. Fowels does not
intend to be in a position of a teacher, a leadera ruler. His purpose consists in
awakening the reader’s sense of humanity becaustegchumanity’ does not have to

be necessarily clever but it is clever in a waychlis closer to nature.
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3. The Philosophy of Being and Having

Having, not being, governs our tim@OWLES 2001: 105)

The social psychologist, psychoanalyst, sociolpglsimanistic philosopher, and
democratic socialist Erich Fromm (March 23, 190@arch 18, 1980) forecast a society
obsessed with possessions. He divided human batugsding to their orientations into
two groups, people oriented on being and those avh@riented on having. Obviously,
the being oriented person focuses on experience — meaninghwiould be derived
from exchanging, engaging and sharing with otheopjee meanwhile thehaving
oriented human beings seek to acquire things, piypp@ad they even seek to possess
people, finding it only leads to dissatisfactiordamptiness (THE PHILOSOPHY OF
HAVING AND BEING online). According to Fromm (2008having seems to be a
normal function of our life because people are sgpd to have things and moreover,
they must have things in order to enjoy them. buliure where the supreme goal is to
have and where it can be spoken of someoreeig worth a million dollarsthere is
the opposite point of view which tells us that rfeohas nothing, one is nothing (cf.
FROMM 2008: 13).

Unfortunately, this can be considered as truth iansl not very optimistic if the
language consists of idioms using the wowdsrth and dollars at the same time.
Although it was gold instead of dollars in the paisé idea of money still remains in the
background. Another Fromm’s (2008) observatiorbeing and having philosophy is
that from a linguistic point of viewbeing is connected with verbs and having is
connected with nouns because man cannot possegsiescior processes which are
expressed in terms tkeing— they can only be experienced. Of course, ithmsaidl
have an idedut does not it actually mearthink (ibid.: 17)? In the society we live in,
there is the main emphasis dw@ving which is understood as a natural mode of
existence (ibid.: 24).

These two extremes are reflected in the attitufi@sain characters of Fowles’ first
and probably the most famous worke Collector While Miranda Grey presents the
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extreme ofbeing because, even more, she is pushed to such situhtid she has to
fight for her freedom and for the possibility ofvihg at least ordinary life.
Unfortunately, her effort is of no effect. Fredéri€legg is the representative of the
second extreme kaving He is obsessed with Miranda. His main goal ipdssess her
because of his inability to love her in a human way he is able to give her anything
but freedom. Most probably he does not understhedaordlove or loving properly
because even if he says to Miranda that he lovesitseway of loving is possessive at
all events. The worst thing is that he is unconsiof that and feels even wronged. At
first, Miranda thinks that Frederick has at leastusal motives for abducting her but she
reveals his true character very soon and feelsfpither captor. Clegg’s predisposition
to possess is thus emphasised because he doewemtwant to make love with
Miranda, he simply wants to own her.

According to Fromm (2008), loving can have two megs depending on whether
it is spoken of in the mode dfaving or being There exists only the act of loving in
reality because to love is a productive activitycaring for, knowing, enjoying,
responding, affirming: the tree, the person, theajdthe painting etc. This is
representative sample béingmode. In addition, love can be experienced inntloele
of having as well — this consists of confining, controllingdaimprisoning and the
people, calling this love, misuse the word in orttehide the reality of their not loving
(cf. FROMM 2008: 37).

Miranda often describes her feelings of being isgmed by Clegg. One of those
feelings could be found in her words below.

He is solid; immovable, iron-willed. He showed nme @ay his killing
bottle. I'm imprisoned in it. Fluttering againstetlglass. Because | can see
through it | still think |1 can escape. | have hogut it's all an illusion.
A thick round wall of glas§THE COLLECTOR online: 94)

Indeed, she knows her fate but she does not dengdssibility of a miracle in terms of
escaping from Clegg’s controlWhat she never understood was that with me it was
having. Having her was enough. Nothing needed ddipgst wanted to have her, and
safe at last.”(THE COLLECTOR online: 45)
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4. Fowles and Society

Once man believed he could make his own pleasnms; he believes he
must pay for them. As if flowers no longer greviiéhds and gardens; but
only in florists’ shops(FOWLES 2009: 109)

Fowles criticised the society for its lust for pession, utilitarianism and the power of
scienc& which became more important than human commoresetis feeling about it

was expressed through the following quote.

This is the monetization of pleasure; the inability conceive of
pleasure except as being in some way connectedgefiting and spending.
The invisible patina on an object is now value, it®true intrinsic beauty.
(...) And even other human beings, husbands, wivistresses, lovers,
children, friends, come to be possessed or unpssdesbjects associated
with values derived more from the world of moneyntfrom the world of
humanity(FOWLES 2009: 109)

By means ofThe Collector Fowles told the readers about his indignation cotate
with the difference between lower and upper middidgss. Miranda’s diary consists of
many bitter comments about that social problemtsoreminded the reader of angry
young men of 19504 Social theme offhe Collectoris brought into focus through
creating a situation that makes direct confrontatid class extremes imaginable, the
Few and Many as Fowles calls them in his descnptibthe novel's deeper message
(cf. MCSWEENEY 1983: 108).

In connection td'he Collectoy Fowles also spoke about Adam and Eve as the most
powerful biological principles whose smooth intéi@c in society was one of the chief
signs of social health but he also highlighted pheblem of emancipation of women

 Especially the chapt@eeing Nature Wholgeals with the lust for utilitarianism and theibgl
in science.
" Fowles earned a place in Britain's gallery of angoung man for his diatribe against the
abuses of freedom (cf. TARBOX 1988: 40).
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arising from selfish tyranny of men (FOWLES 200022 He described his feelings
towards the myth of Adam’s temptation, providingdwing explanation.

Adam is hatred of change and futile nostalgia fee tinnocence of
animals. The serpent is imagination, the power tompgare, self-
consciousness. Eve is the assumption of humannsibjliy, of the need for
progress and the need to control progress. The &ardf Eden is an
impossible dream. The Fall is the essential praeesd evolution. The God
of Genesis is a personification of Adam’s resentr{fE@WLES 2001: 142)

Fowles compared Adam to stasis or conservatismEamdto kinesis or progress. In
other words, Adam presented society of the stibgdtence to established institutions
and norms — the Victorian éravas typical period of this kind. Eve, on the othand,
presented society typical of encouraging innovatexperiment, and fresh definitions,
aims, modes of feeling — embodiment of the Renatsar Fowles’ century. For his
justification he mentioned possible occurrence dlenEve or female Adam (cf.
FOWLES 2001: 142-143).

In The Collector Clegg’s fantasies about Miranda are primarily gessive, and
spring partly from his frustrations with a tedigob and a depleted emotional life. The
novel's awareness of Clegg’s economic poverty amellectual and social limitations
which this imposes upon his life associates it geaky with fiction of the 1950s
depicting English working class’ experience (cf. QRER 1991: 21). Authors like
Kingsley Amis and Alan Sillitoe saw the clash of altby middle class and an
underprivileged but upwardly mobile working or laweiddle class, dubbed ‘the New
People’ in the book as characterising English d$gcia the post-war yearsThe

Collector portrayed the class conflict while also rebelling rebelling in Fowles’ way.

' The French Lieutenant Womaartly invokes, partly negates the typical Vicaorirepertoire
of the relationship between sexes as in ninetesenitury novel&Vuthering Heights, Jane
Eyere, Middlemarch,and Jude the ObscureVictorian conventions were reigning those
relationships between men and women so they setnmrlequally victimised by those
obstacles (cf. HAEN 1983: 29).
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That formulated 1950s fictional convention of tme@unter between an educated class-
privileged woman and a resentful, socially deprivedn. Fowles’ interest in the
flexibility of fictional form was evidenced in higversal of the terms of class struggle
as it usually appeared in ‘proletarian’ fictionstead of imitating Sillitoe by making
Clegg into a kind of Arthur Seaton, who tried tbeliate his heroic vigour from the
environmental torpidity that imprisoned it, Fowlesnstructed a wholly negative
working-class protagonist (cf. COOPER 1991: 22).

As for the society, either Clegg or Miranda arelestibrs for their tendency to
categorise people without regard for their indiatity. Both of them have collector-
oriented views about the society they live in seytboth are guilty of putting time into
categories. While Miranda hates everything old agdare, Clegg is incapable of any
progress (cf. TARBOX 1988: 54).

4.1 Fowles’ Socialism

A Christian says: “If all were good, all would beppy”. A socialist says:
“If all were happy, all would be good”. A fascistys: “If all obeyed the
state, all would be both happy and good”. A lamgssédlf all were like me,
happiness and goodness would not matter”. A hurhaaigs: “Happiness
and goodness need more analysis”. This last is|¢ast deniable view.
(FOWLES 2001: 97)

In The Aristos Fowles comments on the fact that people are donet the effort to
recompense from any situation they are in andttiet ability to enjoy is conditioned

by the situation where they have had to learn joyen

That leisure seems to have no duties is preciskft puritans object to
in it; the puritan fallacy is that there is sometbgiintrinsically noble in work.
This historically explicable need to enhance thduwaof work really
undertaken only in order to get wages has creatadimate in which too
much external pleasure and enjoyment very quickly. (FOWLES 2001.:
113-114)
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Fowles stated, in conversation with Susana Onegyads really a socialist of a kind by

conviction and that there was a richness in thedtaidlasses and the middle-class field
of life but, for a novelist especially, confiningeself into the working-class view of life

rather restricted one’s perspective (FOWLES, VIPOND9: 168).

Above all, socialism enshrines the vital concept there is too much
inequality in the world; and that this inequalitarc be remedied. The best
socialism wishes to achieve a maximum of freeddamanminimum of social
suffering. The intention is right, however wrong timeans may sometimes

be.(FOWLES 2001: 101)

It is quite sure, according to Fowles’ words, ifeomord summed up all the bad in our
world, it would be inequality and he further expled that it was not Lee Harvey
Oswald but inequality that killed President Kennécly FOWLES 2001: xi).

Napoleon once said: ‘Society cannot exist withaeguality of wealth,
and inequality of wealth cannot exist without riadiy’ He was not of course
speaking as a theorist of history, but justifying Concordat with the
Vatican; however, this Machiavellian statement ssggg admirably both the
aims and the difficulties of socialisfFOWLES 2001: 97)

Fowles avoided being a fascist in the eyes of msaded justified it by the assertion
that, inThe Collectoras well as inThe Aristoshe maintained the importance of a polar
view of life; that everything was dependent onrgjth and energy of its opposite. This
was also true for the Few and the Many, the ewvahatlily over- and under-privileged —
they. The Few are dependent on the Many and viceav@here are healthy as well as
unhealthy products in this embattled condition. &tdz a factor we shall never be able
to control, will always plague our lives with inadity (cf. FOWLES 2001: x-xi).
Heraclitus’ harmony of the opposites and the guaiew can clarify Fowles’ attitude

towards the abovementioned.
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Fascists attempt to found a unipolar society. Alisimface south, none
must face north. But in such societies there igtal fattraction towards the
counterpoles of whatever is commanded. If you ordan to look to the
future, he looks to the present. If you order homvorship God, he worships
man. If you order him to serve the state, he seeself.(FOWLES 2001:
102)

In other words, the outer pressure on humans caapessition which can be
understood as a defensive mechanism. The quessiomvhy humans, defending
themselves, often do the very opposite. Anothemgta of such human defence is
connected with the safety of socialism that dodsenable to live one’s life in original

way.

The welfare state provides material welfare andcpsjogical illfare.
Too much social security and equality breed indigidrestlessness and
frustration: hazard starvation and variety stanati The nightmare of the
welfare state is boredonFOWLES 2001: 99)

Boredom, posing a threat to people’s minds, carke feeling of doing something
new or revolutionary. That social stagnation maguoén extreme societies — extremely
just or extremely unjust. This must necessarilydléa three things — war, decay, or
revolution (cf. FOWLES 2001: 99).

In this context, Fowles, having been interviewerpressed his opinion about
future society'Do | think that things will get better in any immiate future, no; that
there is some kind of slow progress, despite cessitivrong turnings, yés(BAKER
online) Despite his realistic mode of thinking, HesV believed in the better world
where the three things — war, decay, or revolutioould be understood as
representatives of possible and predictable theeat not a consequence of ill-

considered acting.

19



5. Existentialism in the Works of Fowles

The best existentialism tries to re-establish i@ ithdividual a sense of his
own uniqueness, a knowledge of the value of andsetyn antidote to
intellectual complacency (petrifaction), and a ieation of the need he has
to learn to choose and control his own life. Exasiism is then, among
other things, an attempt to combat the ubiquitousd ancreasingly
dangerous sense of the néfria modern man(FOWLES 2001: 102)

There is a number of philosophical issues in theke/of John Fowles but generally, all
of Fowles’ works are based on the philosophy oftexitialism.“I'm interested in the
side of existentialism which deals with freedone Husiness of whether we do have
freedom, whether we do have free will, to whatréxyeu can change your life, choose
yourself, and all the rest of it.(MCSWEENEY 1983: 105) This Sartirian concept of
authenticity and inauthenticity, as Fowles callgdwias used in developing his major
characters. IThe MagusConchis explains to Urfe that mystery has its gnand that
man needs the existence of mysteries, not thewtisak. Charles Smithson, the
protagonist ofThe French Lieutenant's Womancomes to recognise that being atheist
is not a matter of moral choice but of human ohliaraand that man can stay in prison,
called by his time duty, honour, self-respect orche be free but crucified at the same
time (cf. ibid: 105-106). One cannot be sure asHmwles’ works but at the end dhe
French Lieutenant's WomaB8arah seems to have reached a certain degree ¢&lmen
balance which enables her to live in the presendenbt to be destroyed by Nemo

within her. InThe Cloud Catherine must enter ‘The black hole’ from whshe is not

'° ‘Nobody’ or state of being nobody — ‘nobodinegss. physicists postulated an anti-matter,
there exists in the human psyche an anti-ego = {emMBOWLES 2001: 35).
Y The main woman character of the noVak French Lieutenant's Wom&arah Woodruff was
inspired by Mary Anning — Lyme Regis fossil hun&claimed as top British scientist
(cf. HUDSTON online).
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able to return due to her un-narrated suicideilpad: 113). Miranda, inThe Collectoy
finds herself in the situation from which she is able to escape as well.

The features ofPoor Koko the isolated setting, the imprisonment of a weake
person by a stronger one, their unbridgeable @iffees of class, culture and speech,
indicate that it is a variation on the themeTdie Collector however,Poor Kokois a
representative of more cerebral fiction (dfCSWEENEY1983: 117).

In case ofTheCollector Fowles dedicates himself to the questions of titene of
art, humanity?, freedont® and God. Although these issues are mentioned barida’s
diary notes, Fowles’ personal point of view carfdaend in his second literary work, his
self-portrait of idea3 he Aristos

The central proposition of existentialism can bemarised in the phrasxistence
precedes essengéich means that the most important considerdtomn individual is
the fact of an independent acting and a responsiscious being (existence) rather
than stereotypes, labels, roles, definitions, ohneotpreconceived categories the
individual fits (essence). The loss of hope andyials belief, the deliberation about
death and meaning of life, the anxiety, the absyri human life, the vain effort to
escape and existence depending on time — thesd beulnderstood as the key words
for the existentialist era of 1940s — 1960s.

Fowles, inspired by Heraclitus, called him a “pretastentialist” and in his essay
on Kafka he insisted on the fact that most of tlesrtes of that modernist went back as
far (cf. MCSWEENEY 1983: 105).

According to Fowles’ words, an existentialist ca#es his good actions as well as
his past bad actions and he says that he cannptldem because if he did, he would be
a coward or a child and thus he can only accephitlfome of the modern writers
argued that committing a crime deliberately, withoemorse but still accepting that
man has committed a crime, he can demonstrateisieece as a unique individual and
his rejection of the hypocritical organised socieBut this would be a romantic
‘perversion’ of existentialism. Man cannot prove bBkistence by committing deliberate

crimes and making senseless decisions for theisilples ‘acceptance’ and thus

*® Fowles was against artists “high on craft and lowhamanity” (cf. MCSWEENEY 1983:
105).

¥ Unfreedom is the great evil in this novel (cf. TAGK 1988: 48).
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constitute a proof of the uniqueness of his ext#eBy so acting he demonstrates
nothing but his own specific sense of inadequacfage of social reality. Man proves
his existence by accepting past bad actions amdukat as a source of energy for the
improvement of his future actions or attitude iesithat reality (cf. FOWLES 2001:
139-140).

From the existential point of view, the questionao§in is also mentioned in the
quote dealing with committed evil, accepting it latitthe same time, realising that no
other evil can clean that preceding one.

Existentialism says, in short, that if | commit ewil then | must live
with it for the rest of my life; and that the ontiay | can live with it is by
accepting that it is always present in me. Nothimgp remorse, no
punishment, can efface it; and therefore each nal do is not a relapse, a

replacement, but an addition. Nothing cleans tlaeslit can become only
dirtier. (FOWLES 2001: 140)

The Aristosis known as Fowles’ private philosophy. The thevhexistence of human
being as well as existence of God is the main quesif the first few chapters. Deep
despair of human life is obvious from the paragraplow.

My only certainty in life is that | shall one daijedl can be certain of
nothing else in the future. But either we survived(so far in human history
a vast majority has always survived) and having/sied when we might not
have done so gives us what we call happiness; adaweot survive and do
not know it. (FOWLES 2001: 30)

According to his opinion, the only certainty of tife was death. Definitely, World War
Il had also a strong influence on his literary tois Miranda’s freedom is being taken
away from her, she wishes only basic things — tallmeved to go outside and to breathe
fresh air, to see the sun and to listen to birdiss Tepresents an extreme situation which
is common in the field of existentialism.

Miranda’s existential awareness broadens when stseedo of the notion of a

patronising God willing to intervene and help (EARBOX 1988: 45). She is not sure
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about her faith but she feels better after configsker difficulty to her diary and thus to
God.

I've been sitting here and thinking about God. htdthink | believe in
God any more. It is not only me, | think of all tmdlions who must have
lived like this in the war. The Anne Franks. (9 lets us suffer. (...) | mean
perhaps God has created the world and the fundamhéaws of matter and
evolution. But he can't care about the individugls.) So he doesnt exist,
really. (THE COLLECTOR online: 101)

Although praying is her first impulse in captivighe realises that God cannot hear her
(cf. TARBOX 1988: 45). Denying God’s existence, slamnot believe her unfavourable

situation and still hopes he could help her ang%far it.

I don't know if | believe in God. | prayed to higridusly in the van
when | thought | was going to die (...). But prayimakes things easier. It's
all bits and pieces. | can't concentrate. I've thlouso many things, and now
I can't think of one. But it makes me feel calie illusion, anyway. Like
working out how much money one's spent. And howh naudeft. (THE
COLLECTOR online: 56)

It is interesting that the first thought that rémnough Miranda’s mind, was to compare
the process of praying with earning and spendingayoAlthough people say that
danger makes men devpMiranda, even in such a dangerous situation, doagts
about God. What is ambiguous though is the questishe is endangered or if she is
just reprobated. Nevertheless, according to anafging,one who sows, trusts in God
Miranda acts as if she counted with happy endirgabge, during her captivity, she is
drawing, reading books, writing her diary and mee¥pshe tries to communicate with
Clegg and to educate him at least a bit. In Fowmes'ds, God is comprehended as
situation.”God’ is a situation. Not a power, or being, or anfluence. Not a ‘he’ or a
‘she’, but an ‘it’. Not entity or non-entity, bube situation in which there can be both
entity and non-entity. (FOWLES 2001: 12) At the same time, he puts tthe @od into
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inverted commas to purge it of all its human asgams and in addition, he illustrates
the difference between existence and God by thepbeabelow.

Because people cannot understand that what is amtirdfluence what
is, they maintain that ‘God’ is and does. Our igaoce of ‘God’ and its
motives will always remain infinite. To ask ‘WhatGod?’ Is as futile as to
ask ‘When does infinity begin and end?’ Existesadtimately or potentially
knowable; ‘God’ is infinitely unknowable. The mest shall ever learn is
why existence is as it is; why it requires suchslamd such constituents to
continue. We shall never learn ultimately why .i{f®OWLES 1980: 12)

Fowles played a modern — an absent God to raiseubstions, to let grow a man
because man needs the existence of questionspswees (cf. TARBOX 1988: 57).

He further explains the existence of God thatrnsfutable in a very clever way by
using comparison of God’s creation with leavingieedn the room:Put dice on the
table and leave the room; but make it seem postibiee players that you were never
in the room.”(FOWLES 2001: 9) As mentioned in the chagibe Aristoghough, there
is no aim to persuade the reader of existence af @ao persuade him of anything
else. Fowles just observes his reality and one dvealy he has as much of brains as
common sense because he says in contrast to thkerabotioned:

Freedom of will is the highest human good; and imipossible to have
both that freedom and an intervening divinity. Wecause we are a form of
matter, are contingent; and this terrifying contémgy allows our freedom.
(FOWLES 2001: 16)

It is necessary to emphasise that he also comrhentdtitude to God or to atheism in
these words:l do not consider myself an atheist, yet this agpicof ‘God’ and our
necessary masterlessness obliges me to behavd puldic matters as if | were.”
(FOWLES 2001: 18) Briefly, Fowles does not declamaself a believer or an atheist
also by reason of not being able to accept relgyias believable explanation of reality.
It is incredible to him in relation to the degrektbeir requirement for his belief in

positive human attributes and divine interventioh ipid.: 18).
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Eventually, the actual evil in Clegg overcame tleeptial good in Miranda,
Fowles adds though that by this he does not meas pessimistic about the future nor
that a preciouslite is endangered by the barbarian hordes. He simpansthat unless
people confront this unnecessarily brutal conflozised on an unnecessary envy or on
an unnecessary contempt, between the biological &ivthe Many; unless people
admit that they never will be born equal, thougéytire born with equal human rights;
unless the Many can be educated out of their faésemption of their inferiority and
the Few out of their false assumption that biolabguperiority is a state of existence
instead of a state of responsibility — they sha&Ver reach a more just and happier
world (cf. FOWLES 1980: 10).

5.1 The Collector

“que fors aus ne le sot riens nee” the introductory verse ofhe Collectorcomes
from La Chatelaine de Vergan old French romance between a knight and hisdiden
love and translated it meafapart from them no living being knewdr "and no one
knew but them'which refers to the hidden romance between thenncharacters
(MYERS online). Those are also Miranda’s wordseatesith night of her imprisonment.
“I keep on thinking the same things. If only theyew. If only they kneWw.(THE
COLLECTOR online: 54Fowles’ purpose imThe Collectorwas the attempt to analyse,
through a parable, some of the results of conftartebetween good and evil, perfect
and imperfect, intelligent and unthinking, Few avidny. Clegg, the kidnapper, played
a role of evil but Fowles wanted to show and expthie background of his acting. It
was not only the result of bad education but alsamenvironment and being orphaned
— factors over which he had no control (cf. FOWLEXBO0: 10). The general idea for the
novel’'s plot was developed by synthesising the genidea of a man imprisoning a
woman in a cellar from Bartok's opemluebeard’s Castlewith a contemporary
newspaper report of a boy who captured a girl amatisoned her in an air raid shelter
at the end of his garden outside London for oveee¢hmonths (cf. GOOSMANN
online). In contrast tdhe MagusFowles, instead of expansiveness, sunshine,qugssi
and humanity, gives the reader darkness, despairdaath inThe Collector (cf.
TARBOX 1988: 40).
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The Collectoris narrated from two different perspectives —sitdivided in two
parts, both commenting on the general theme of Mia&s imprisonment in very
different ways and also, both narratives are diaoely opposed to one another. The
first part is represented by Clegg’s narration gredfollowing is provided for Miranda’s
retelling the story, concerning two months of meprisonment, from her point of view.

After Miranda’s narration, in the concluding pagésgg becomes a narrator again
as the thief and the man of letterdPimor Koko(cf. MCSWEENEY 1983: 131).

Frederick Clegg was brought up by his aunt Annid ancle Dick because his
father killed himself by driving inebriated. Cletjgnks that it was his mother who had
brought his father to alcoholism and then she Téfts could be the reason of his calling
women just exemplars — he compares them with teenplars of butterflies and it also
contributes to the explanation of his attitude tmwen.

After winning a large amount of money in a footbpdiol, Clegg still criticises
hypocritical society because, according to him,pbedook at him as if he is still just a
clerk. Anyway, he buys a country house and, afteparations connected with
Miranda’s potential escape, kidnaps her from oetskter apartment in London.
Miranda’s story, as the second part of the bookssts of diary notes according to
single dates of two months of her imprisonment. Wating opens with the notét's
the seventh nightbut she is not very sure about the day due taongdhe date with a
question mark (THE COLLECTOR online). Both of matharacters are shown as
victims: highly personal in their own contributignshey tend to misread and
misinterpret the narratives of the respective other

From a stylistic point of view, narration of botlifers — Clegg’s narration is rather
informal and pure, he is unable to deal with id@ag by his tortured syntax reveals his
vague comprehending of cause and effect (cf. TARBOZS8: 46). Miranda’s language
is almost poetic and philosophical and, in conttasClegg, she does not bother the
reader with technical details. The difference canalso seen in the way they think
about any possible issues. The following sampléheir dialogue — Miranda called it
Dialogue between Miranda and Calibam her diary notes, pictures Clegg’s language
and humanity in contrast with Miranda’s mode of regsing herself and her attitude to

social issues:
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What do you think about the H-bomb? C. Nothing mithYou must
think something. C. Hope it doesn't drop on you.c@rme. M. | realise
you've never lived with people who take thingsossty, and discuss
seriously. (He put on his hurt face.) Now let's dagain. What do you think
about the H-bomb? C. If | said anything seriousy ywwouldn't take it
serious. (I stared at him till he had to go on.} lbbvious. You can't do
anything. It's here to stay. M. You don't care whappens to the world? C.
What'd it matter if | did? M. Oh, God. C. We ddrétve any say in things. M.
Look, if there are enough of us who believe theth@ wicked and that a
decent nation could never think of having it, wkatethe circumstances,
then the government would have to do somethingldout? C. Some
hope, if you ask méTHE COLLECTOR online: 61)

The sample above could serve as the precise examhpldegg’'s mode of thinking.

Meanwhile Miranda cares about what happens to thdwClegg seems to be not so
ignorant as rather indifferent to H-bomb. It is egb for him, if he and Miranda are
saved and he does not care what happens to angtsmlyin this way, through Clegg’s
character, the absence of self-made opinion oegpduring Fowles’ time is probably

pointed out. He made it clear by following statemen

It is not by accident that the discovery of selfigé encouraged by the
state. An educational system is organised by thie $0 prolong the state;
and the discovery of the self is also often theadisry of what the state
really is.(FOWLES 2001: 152)

The irony is that, infhe Collectoy Miranda is effectively choosing one collector ove
anothef® for both Clegg and G.P. exploit and try to contsaimen — one through an icy

celibacy and the other through an indifferent pisouity.

** Becoming furious when G.P. has a sex with Toinstte,feels she owns him as well as Clegg
feels he owns her. Realising that Miranda doedrabt love him G.P. sends her away. Her
feelings change as the novel proceeds — she camealise that she loves him but it could be a
matter of loneliness and deprivation (cf. TARBOX88950). Nevertheless, she criticises Clegg
in the way G.P. used to criticised her (cf. TARB@388: 53).
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I know what | am to him. A butterfly he has alwaymted to catch. |
remember (the very first time | met him) G.P. sgythmt collectors were the
worst animals of all. He meant art collectors, afucse. | didnt really
understand, | thought he was just trying to shoekolhe—and me. But of
course, he is right. They're anti-life, anti-art,ntixeverything. (THE
COLLECTOR online: 57)

Both of them, Clegg or G.P., have the ability toebver or a jailer. Through Paston
(G.P.) as well as Clegg, Fowles began to develspsbnse of an artist as a morally
suspect man, and of art as a sinister activity @8OPER 1991: 40-41). Miranda,
probably knowing the fact of this male obsessicgdmes reconciled to it but she is

still capable of certain self-esteem.

The power of women! I've never felt so full of erystis power. Men
are a joke. We're so weak physically, so helplegs things. Still, even
today. But we're stronger than they are. We camdsténeir cruelty. They
can't stand ours. | think -- | will give myself @P. He can have me. And
whatever he does to me | shall still have my womarhe can never touch.
(THE COLLECTOR online: 113)

The difference between Paston and Clegg is moreobrikegree than of kind, for it
connects the two men whom Miranda perceives asffepeiht and reveals the level on
which they are united. Paston and Clegg are idaninctheir male perception of the
desired woman as a victim and both of them enjogtemal and physical fragility of
their shared quarry — both of them seek to disgmurkliranda from her artistic
ambitions into a relationship that emphasises dmy sexuality, no matter how
intellectually irreconcilable these men are (cf. @ZER 1991: 42). IniThe Magus

Fowles shared his point of view on male and ferpaleeiving of relationships.

Men love war because it allows them to look seriddscause they
imagine it is the one thing that stops women langtat them. In it they can

reduce women to the status of objects. That igtbat distinction between
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the sexes. Men see objects, women see relatiobhshiyeen objects. (...) |
will tell you what war is. War is a psychosis calid®y an inability to see
relationships(THE MAGUS online: 52)

Yet Miranda believes in Paston as the embodimenighit values. As much as she
admires Paston — Clegg admires her. Miranda stayestarough her writings to Paston
who, however never receives them. She sees Godnirahd so she tries to obey the
commandments of his artistic or social life anddeguilty if she breaks any of these
laws. These commandments strongly remind her ofléwwn life attitude. Miranda
confesses that they altered her.

The philosophy of Pastéhconsists of following statements — 1. A real amjises
his whole being into his art; 2. He does not wantrpress people; 3. He has to be Left
politically because Socialists want to better thald; 4. An artist must create, always.
He must act, if he believes something. Talking abecting is like boasting about
pictures he is going to paint; 5. If he feels sdrmgt deeply, he is not ashamed to show
his feelings; 6. He accepts being English; 7. Hesdmot compromise with his
background. If he is suburban, he cauterises therbs. If he is working class, he
cauterises the working class in him. And the samiatever class he is, because class is
primitive and silly; 8. He hates political businest nationality and everything in
politics and art and everything else what is notugge and deep and necessary. He does
not have any time for silly trivial things. He liveseriously — does not go to silly films,
does not read cheap newspapers, does not listeastoon the wireless and telly, does
not waste time talking about nothing. He uses ifies(tf. THE COLLECTOR online:
66-67).

Miranda could represent, if the reader stands bé&cdm the immediate
circumstances of the story, the embodiment of deBtant heroine — a secular saint,
pure, selfless, noble, principled, and convinceteasfvirtue — whose ancestors were, for
instance, the Lady in Milton'Comus Richardson’s Clarissa, Browning’s Pompilia,

George Eliot's Dorothea Brooke, and Shaw’s SaisinJ@ll of them are sustained by

*' Paston, male character of older and creative artispainter, is behind Miranda while in
MagusConchis, behind Julie, is omniscient artist livingide the world of the novel
(cf. MCSWEENEY 1983: 107).
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their assurance that they are the representativéisecelect Few (cf. MCSWEENEY
1983: 134).

5.1.1 Clegg’s interpretation versus misinterpretatf the reality

Both of the main characters probably suffer sommenfof a state of mind that does not
always allow them to see realistically but it isinya about Clegg who has problems
with evaluating the nature and content of his oWang and acting realisticalfg.
Miranda misinterprets her reality by obsessiveliettualising®, meanwhile Clegg is
retrospectively trying to justify his reprehensilaleting explaining all of that as 'acting
for the best of X*. The interesting point about this strategy is tB#&gg tries to
convince an absent onlooker but himself as AefWhat I'm trying to say is that
having her as my guest happened suddenly, it wasniething | planned the moment
the money came (THE COLLECTOR online: 5) In the matter of impnmsng Miranda,
confessing the fact of having been inspiredTing Secrets of the Gestapge justifies

keeping her far from newspapers and outside worlgd to Miranda’s profit.

But | thought it would be better if she was cut fodim the outside
world, she'd have to think about me more. So itespi many attempts on
her part to make me get her the papers and a radvouldnt ever let her
have them. The first days | didn't want her to redwbut all the police were
doing, and so on, because it would have only upseetit was almost a
kindness, as you might s§yHE COLLECTOR online: 18)

In his mind, the concepts of humanism are assatwatth perverted meanings and he
understands almost all of them in a wrong way. @gat, when gagging and bounding
Miranda, he thinks‘lt was very dark of course, but clear, you coulkessome stars.

| took her arm tight and let her stand there farefiminutes. | could hear her breathing

? Miranda also does not think realistically but sh@robably forced to do so by the given

surroundings.

# cf. TARBOX 1988: 42

** The variable X might be filled by various conteassthe novel proceeds.

* His narration is a masterwork of self-delusion aati-effacement (cf. TARBOX 1988: 43).
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deep. It was very romantic, her head came just apnty shoulder.” (THE
COLLECTOR online: 22) This could serve as a solddence of his inability to
differentiate between what is valid for him, andawls valid universally.

It is at this very point that the mentality of Cieg collector could be linked with
the concept of the simulacrdmbecause he values the outward appearances atobje
rather than their intrinsic value. Butterfly collers or entomologists are in all
probability interested in the beauty of certain pens and not in their biological
function (cf. POLLHEIDE 2003: 29). Clegg cannot 9de@anda’s rich inner life for
being captivated by her beauty and unfortunatalfis case it holds true as in the case
of any other collector that it depends on ‘quantayher than on ‘quality’.

Everything she did was delicate like that. Jushituy a page. Standing
up or sitting down, drinking, smoking, anything.eBwhen she did things
considered ugly, like yawning or stretching, sheden& seem pretty. The
truth was she couldnt do ugly things. She was bemutiful?’ (THE
COLLECTOR online: 29)

Clegg sees Miranda as anima with the same intersitiranda sees G.P. as
animug® but she admires him for being a famous painteysigally, he does not
attract her attention. As for Clegg’s perceptioranima in Miranda, it is vice versa — he
idolises her personality according to her outwapearance.

The anima-animus relationships work for MirandaCbegg — both of them avoid
sex with their animus or anima to retain the roneado this context, Miranda says that
her tie with G.P. will never be the same when gweals his and Toinette’s sexual affair
— Clegg is of the same mind after Miranda trieséduce him (cf. TARBOX 1988: 50-
51).

Fowles said that man cannot describe reality dmad he can only give it the

metaphors to indicate it. In his words, the modawhan description is metaphorical as

** Latin term for ‘likeness’ or ‘similarity’ means apresentation or imitation of a person or
A thing. Jean Baudrillard dealt with this philosagai topic in 1981 to find the relationships
between reality, symbols, and society (cf. FELLUG#Ine).

*” Obviously, Clegg sees only the facade, the dreahtofi TARBOX 1988: 49).
% cf. TARBOX 1988: 49
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well as any description of the eminent scientidtatTis to say, one’s description of
reality is the product of the imagination or ‘humfeedom lives in human art’ (cf.
MCSWEENEY 1983: 109-110).

Clegg is aware of Miranda’s different language dval is convinced that she

contradicts herself while speaking about nonsehstass distinction:

She often went on about how she hated class distindut she never
took me in. It's the way people speak that givesnttaway, not what they
say. You only had to see her dainty ways to seeshewvas brought up. She

wasn't la-di-da, like many, but it was there all ethsame. (THE
COLLECTOR online: 17)

Here, his interpretation of reality, as for Mirafgdacting, seems to be right and his

comment on the fact that a man has a tendencyortbirtk much about the fact that he
takes things for granted is justifiable.

You could see it when she got sarcastic and impatéh me because |
couldn't explain myself or | did things wrong. Sttpnking about class,
she’d say. Like a rich man telling a poor man topsthinking about money.
(...)There was always class between(GBlE COLLECTOR online: 17)

Miranda betrays herself confiding her thoughtddiary and, at the same time feeling
a pity for him, she reveals how loathsome Cleggnsei® her.

What irritates me most about him is his way of Epwa Cliche after
cliche after cliche, and all so old-fashioned, &fe's spent all his life with
people over fifty. (...) | know it's pathetic, Idw he’s a victim of a miserable
Nonconformist suburban world and a miserable socialss, the horrid
timid copycatting genteel in-between clg9$1E COLLECTOR online: 74)

Not solely Miranda’s diary entries prove her avensio Clegg’s social background but
also her oral criticising his mode of speakifigou know what you do? You know how

rain takes the colour out of everything? That's wau do to the English language. You
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blur it every time you open your moutlfTHE COLLECTOR online: 31) Miranda calls
his speech Calibanese which could represent a utargiof inadequate euphemisms he
uses for justifying his vicious behaviodr.told him what he could say, and he said
he'd think about it. Which is Calibanese for “no®®While stating“It was almost a
kindness”after kidnapping Miranda, keeping her from the m&svorld and all of the
information, he gives reasons to his actirftpecause it would have only upset her.”

Clegg’s conscious or unconscious minds are conipletnfused that he displaces
his dreams to the daytime world (cf. TARBOX 1988).4

| lay there thinking of her below, lying awake toédad nice dreams,
dreams where | went down and comforted her; | was#ted, perhaps | went
a bit far in what | gave myself to dream, but | wheeally worried, | knew
my love was worthy of hgTHE COLLECTOR online: 12)

His dreaming defines his real personality althobghs a master of pretention. After the
phrase “I don’t know why” usually follows a mad iact (cf. TARBOX 1988: 43).

The matter of trust plays fundamental part in tleddviour of both characters.
When Miranda tries to convince Clegg about sendiogey to charitable organizations,
he rejects with claiming that all of those orgatimas solely abuse donations (cf.
TARBOX 1988: 55).

But he wont trust anything. That's what's reallyorng with him. Like
my man in Hampstead, he doesnt trust people tecainoney and use it for
the purpose they say they will. He thinks everysrerrupt, everyone tries
to get money and keep fTHE COLLECTOR online: 97)

On the other hand, Miranda’s trust is unquestioning

“It's no good my saying | know it's used for thght purpose. He says,
how do you know? And of course | cant tell hirnah only say | feel sure—
it must go where it's needed. Then he smiles Bmitoo naive to have any
right on my side.”(THE COLLECTOR online: 97)

* THE COLLECTOR online: 90
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Clegg is at least corrective to Miranda’s pretemgido idealism. Fowles demonstrates
her trusting nature as praiseworthy but at the dames he does not let the reader forget
about the fact that it was her nature what madegyeem Clegg’s van and thus it caused
her fatal mistake. The story does not provide atswi to a moral dilemma but it leads,
like Conchis, its listeners only to questions [&®RBOX 1988: 56).

5.1.2 Miranda’s personal development versus Clegfggnation

I'm growing up so quickly down here. Like a musinoo(THE
COLLECTOR online: 72)

Miranda’s diary entries can serve as a proof of ¢grewing away from the shallow
liberal humanism towards a deeper conception ofdmuexistence. Closer to her death,
she is learning to be more authentically alive.ikénher, from those months spent with
Miranda, Clegg only learned that his next victinosll be a girl of a lower social
prestige due to his incapability of arguments faravida’s questions or altercations (cf.
MCSWEENEY 1983: 108):If Clegg’s impulse is only for destruction, Miraadknows

89 As in The Magusthe final reward of the story is self-knowledy&

only growth.
which is something Clegg will never be able to ustsend. The diary of Miranda
symbolises a certain process or a progress aneexaffinatior’, on the contrary,
Clegg’s narration, at least from emotional pergpectsounds like an instruction
manual.

Regarding didactical aspects, G.P. teaches Miraimat art and life, Miranda
teaches Clegg about art and manners while he teduofie how to behave, looking
forward to teaching Marian who is potentially hisxtvictim. On one hand, Clegg and

Miranda are both sort of simile makers. On the otihend, Clegg is excused by his

**TARBOX 1988: 45
' cf. MCSWEENEY 1983: 120
*2 Urfe’s progression is visible on the shift fromiaitial state of egoism and a sense of class
superiority to the classless and ‘specieslessMESWEENEY 1983: 123)
* cf. TARBOX 1988: 44
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madness while Miranda who is mentally healthy thittkat the reality mirrors art. G.P.
attempts to explain this problem to Her

The women I've loved have always told me I'm $elfis.) Do you
know what they always think is selfishness? (of)tNat | will paint in my
own way, live in my own way, speak in my own wagy-tlont mind that. It
even excites them. But what they cant stand is lthate them when they
dont behave in their own wagTHE COLLECTOR online: 80)

Unlike Clegg, she is trying to understand her pastcalling her relationship with
Paston she realises how they misunderstood eacdr, ote-examining her bitter
relationship with her mother she finds out that sloeld overwhelm her with love right
now (cf. TARBOX 1988: 45). A large part of her gribmstems from her battle with
language because retelling or speaking makes hex oneative. Writing keeps her alive
— she writes even on verge of her death (cf. ili€l88: 46).

Clegg probably enjoys his state of stagnation aodever the characters are
different from each other; Fowles mitigates thidapty and draws them together in
their lack of existential freedom. His effort is pyevent the reader from his own
collector impulses and to demonstrate that inaditign can dwell in each of us (cf.
TARBOX 1988: 48).

Miranda as an art student is constantly thinkingualthe relation of life, freedom
and art.

Art best conquers time, and therefore the nemccohstitutes that
timeless world of the full intellect (Teilhard dih&din’s notsphere) where
each artefact contemporary, and as nearly immogal an object in a
cosmos without immortality can (EOWLES 2001: 159-160)

Miranda’s enthusiasm for abstract art is coincideith her compulsion to ideate (cf.
TARBOX 1988: 49). She is convinced that Clegg’s ailessness is caused by his

ignorance of art‘Do you know anything about art?” she asked. Nothiyou'd call

*cf. TARBOX 1988: 53
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knowledge. “I knew you didn't. You wouldn't impnmsan innocent person if you did.”
(THE COLLECTOR online) While she tries to find altout him as much as possible,
to let him express himself, to let him talk aboig past, to understand his personality
and thus to empathise with him — he only lives uspense and fear because to be
‘revealed’ by Miranda is the last thing he wouldmé#. Instead of opening himself up
to her, he attempts to triumph over her in the g#maeis, for her, an unfair and a losing
one. Despite being so unique, especially in serfsenwotional immaturity, it is
paradoxical that Clegg cannot accept Miranda’sviddiality or originality. Meanwhile,
Miranda is one who searches for originality durlmgy life and she appreciates these
varieties of human charactéEverything in my life seemed fine. There was G&
even that was strange. Exciting. Excitind.(ibid.: 55) Clegg, on the other hand, is the
exact opposite; everything which is standing outdferent is reasonable for self-
protection. Miranda also reaches to be toucheddwmhB spirit:*l always used to think
Bach was a bore. Now he overwhelms me, he is sarhuso full of moods and
gentleness (...){ibid.: 109)

In order to keep novel from simplifying into meladna, it is necessary to suggest
the existence of hidden affinity between the mé&iaracters, for neither of them has any
sexual or love experience (cf. MCSWEENEY 1983: 131)

It was funny, we sat in silence facing each othet bBhad a feeling I've
had once or twice before, of the most peculiareh@ss to him—not love or
attraction or sympathy in any way. But linked degfi Like being
shipwrecked on an island—a raft—together. In ewvesty not wanting to be
together. But togethefTHE COLLECTOR online: 86)

While captor’s personality is incapable of changel growth, that of the captive is
shown to change during the course of the novelhédtbeginning, Miranda does answer

*In The Magusfor Urfe Alison is — at the beginning demoticfbefat, abundant of sex appeal,
and mixed up but later on ‘crude but alive’ and sdy@esents for him human warmth
(cf. MCSWEENEY 1983: 123).
** The imprisonment and deprivation teaches her divdetd destiny with all humans (cf.
TARBOX 1988: 44).
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to Fowles’ own depiction of her for being arroganter ideas, a liberal-humanist snob,
like a great number of university students. Thegalontributes in favour of not reading
the novel as a melodramatic confrontation of blac white (cf. MCSWEENEY 1983:
133-134).

As long as Miranda’s thoughts soar, Clegg’s sirtke 8lls her time with imagining
and rememberirig — she expands on her thoughts, while Clegg nartus/sittention
down to prevent Miranda from escaping. Miranda’schéor humanity drives her into a

relationship with Clegg that she does not welcomeshe has no other choice.

(...) But there is a sort of relationship betwees (..) It's partly
because I'm so lonely, it's partly deliberate (Intdo make him relax, both
for his own good and so that one day he may makestake) (...) But there's
a mysterious fourth part | cant define. It cani& friendship, | loathe him.
Perhaps it’s just knowledge. (...) And knowing someeautomatically makes
you feel close to him. Even when you wish he weamnother planet(THE
COLLECTOR online: 64-65)

The evil in Clegg leads to spiritual and moral glomas Miranda becomes more
different from the modern twenty-year-old whom hénlapped. It is the purity of her

heart what enables her to Say

A strange thought: |1 would not want this not to éidsappened. Because
if 1 escape | shall be a completely different andhink better person.
Because if | don't escape, if something dreadfylpesmed, | shall still know
that the person | was and would have stayed ifithdnt happened was not
the person | now want to be. It's like firing a pdtu have to risk the
cracking and the warpingTHE COLLECTOR online: 114)

During her imprisonment, meant from the beginniaghe end of the story, her most
passionate desire is to livé.never knew how much | wanted to live beford.det out
of this, | shall never be the same. | dont carelne does. So long as | livé®

*cf. TARBOX 1988: 43
* cf. MCSWEENEY 1983: 134
37



In The Aristos Fowles comments on the character of one whodak agstos® —
After some time of her imprisonment, Miranda’s per@ features corresponds with the

ability to fulfil the following rule:

He knows we all live at the crossroad of myria@awncilable poles, or
opposing factors. Their irreconcilability constiést our cell, and the
discovery of living with, and utilising, this irrencilability constitutes our
escape(FOWLES 2001: 186)

5.1.3 Evil in Clegg

Despite Clegg’s maniacal cleverness and obsessitn tive idea of perfect crime,
Fowles does not want to collect characters by slgpgthem into categories — uniformly
good or uniformly evil. However, it is Clegg’s claater that approximates to the state
of ‘nemo’(cf. TARBOX 1988: 42). According to Fowledefinition of creating our
identity, Clegg is not capable of changing his &bse, egoistic, and shallow
perception of reality and thus the ‘nemo’ in hinows only wider — his evil identity
endures though.

The prime intention of this mental territory we @raround us is of
course to counteract our sense of nemo, of nogemtitd this immediately
warns us that it is not sufficient to destroy thanities, illusions and
complexes with which we wall ourselves in (or dexa@ ourselves) since
thereby we risk destroying identifFOWLES 2001: 156)

Very banal and narrow-minded is what makes Cleggkso appalling. First of all, it
makes him happy when he successfully kidnaps aratderates Miranda (cf.
MCSWEENEY 1983:133).

| can only say that evening | was very happy, said, and it was more
like 1 had done something very daring, like clingpikverest or doing

something in enemy territory. My feelings were veappy because my

* MCSWEENEY 1983: 134
* see chapteFhe Aristos
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intentions were of the best. It was what she newederstood.(THE
COLLECTOR online: 12)

He justifies his act by suggesting he would noeréfiranda like many other men and
summarising the ‘successful’ night, he adds it Wesbest thing he did in his life after

winning the pools

It was like catching the Mazarine Blue again or @ag@n of Spain Fritil-
lary. | mean it was like something you only do omrca lifetime and even
then often not; something you dream about more yfwanever expect to see
come true, in fac{THE COLLECTOR online: 12)

After Miranda’s death, Clegg is agitated but follogr words seem to be outspoken
without emotions, without remorse which makes hirmanster in the mind of the

reader.| kept on thinking of her, thinking perhaps it wayg fault after all that she did

what she did and lost my respect, then | thoughtvas her fault, she asked for
everything she go(THE COLLECTOR online: 123)

Despite Miranda’s certain kind of snobbism behimd social background, she is
ultimately memorable as an embodiment of Good #@aone of the sociological Few,
for Clegg is also more interesting on a psycholagrather than a social level (cf.
MCSWEENEY 1983: 134). For that matter, Miranda’stlavords give evidence the
reader.The last thing she said was, “I forgive you(THE COLLECTOR online: 119)

Clegg is nothing but observer and therefore of ditiéd account of human being so
Miranda, while writing with surprising infrequen@bout him, prefers a large cast of
other characters whom she looks upon with warnftiTARBOX 1988: 43).

The issue of taking photographs is also looked wgmoavil, for Miranda’s claiming
that it takes the life out of things (cf. TARBOX8®& 49).“They’re dead. (...) Not these
particularly. All photos. When you draw somethihgvies and when you photograph it
it dies.” (THE COLLECTOR online: 25)

As stated inThe Art of John Fowlgeghe most emotional issue Fowles raises in the
novel is the question of right use of violence.dgldhas no compunction about being
violent but when Miranda decides to be violent wiiln she realises possible impacts

on her humanity (cf. TARBOX 1988: 56).
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Violence and force are wrong. If | use violenceescknd to his level. It
means that | have no real belief in the power @S, and sympathy and
humanity. That | lameduck people only becausetitefls me, not because |
believe they need my sympaifif-lE COLLECTOR online: 104)

As in Kafka’sProces8', Miranda’s death is illogical aspect of the stand it serves no
other purpose but opening the reader’s mind tostitgect of death. In the end each
reader faces his own end, for her death is a memedri. Everyone witnessing
Miranda’s death is supposed to make sense of hisesmd through hers (cf. TARBOX
1988: 56).“It wasnt necessary. It is all pain, and it buysthing. Gives birth to
nothing. All in vain. All wasted® Despite Fowles provides the reader with
explanations in many other subjects, he does riet ah opinion to the question which
is applied universallyWhat has it all been for?”

What is obvious and what Fowles undoubtedly wamtethdicate and answer is
that abusing freedom is the worst crime of all [&fRBOX 1988: 57).

5.1.4 Intertextual relations fthe Collector

The Collectoy an allegorical story about post-war England dredvalues of the current
society, is being compared withhe Tempes{1610 — 11) - the play by William
Shakespeare, set on a remote island, where Progpgte of Milan, plots to restore his
daughter Miranda to her rightful place using ilarsiand manipulation. He creates a
storm by magic to lure his brother Antonio and ¢benplicit King Alonso of Naples to
the island. His machinations bring about the ren@taof Antonio's lowly nature, the
redemption of the King, and the marriage of Miraradad Ferdinand — the son of
Alonso. Caliban is one of the main characters|lainous island native, son of a witch
named Sycorax, ruling the island before Prospetigeat. He despises Prospero but he
Is supposed to be his slave.Tihe Collectoy Miranda calls Frederick Clegg Ferdinand
but later, when she gets to know him better, shis t@m Caliban by reason of her

feelings of hatred for him. G.P. (George Pastoey@nts an intellectual idol for Miranda

* - my comment;
* THE COLLECTOR online: 116
40



and so she calls him Prospero in her diary notesther words, Miranda likens the
characters of her life tdhe Tempes(THE COLLECTOR online). The allusions to
Shakespeare’The Tempestnderline the novel's occupation with the questiaf
nature versus nurture and good versus evil. EviThe Collectoy in contrast to Nazi
evil in The Magusis home-grown and ordinary, unexceptional cledaf a Town Hall
Annexe (cf. MCSWEENEY 1983: 130).

In this context, it is necessary to mention theasef intertextuality in Fowles’ works.
Intertextuality or shaping of a text's meaning byother text can be, for instance, an
author’s borrowing and transformation of an earext or to a reader’s referencing of
one text in reading another. Generally, interteitpaeflects the fact that the literature
arises from the literature. According to Heinriclet® intertextuality has a function as
“the trademark of postmodernism* (cf. PLETT 199099 The reader can find not only
The Tempesin The Collector.Mirandafeels like Emmawhile finishing this book by
Jane Austen. At the hand of this intertext, anottieracter trait of Miranda might be

worked out: her constant tendency to identify vt characters of literature.

I am Emma Woodhouse. | feel for her, of her ancdhén | have a
different sort of snobbism, but | understand hestdnsm. Her priggishness.
| admire it. | know she does wrong things, shestrie organise other
people’s lives, she cant see Mr. Knightley is anma a million. She’s
temporarily silly, yet all the time one knows shessically intelligent, alive.
Creative, determined to set the highest standakd®al human being. Her
faults are my faults: her virtues | must make nnyues.(THE COLLECTOR

online: 72)

Comparing her life circumstancesEonma likening the male characters of the work to

those of her life again, she becomes more and maughentic.

Caliban is Mr. Elton. Piers is Frank Churchill. Bus G.P. Mr.
Knightley? Of course G.P. has lived a life and fagsvs that would make Mr.
Knightley turn in his grave. But Mr. Knightley cduhever have been a

phoney. Because he was a hater of pretence, sefshsnobbism. And they
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both have the one man’s name | really cant st&eorge. Perhaps there’s a
moral in that.(THE COLLECTOR online: 100)

Generally, Fowles' works abound with intertextyait even the introductory verse of
The Collectorindicates the plot of the whole story. The nousbanentions novels like
The Catcher in the Rywy J. D. Salinger anSaturday Evening, Sunday Mornihy
Alan Sillitoe.

C sat reading The Catcher in the Rye after sugpeveral times | saw
him look to see how many pages more he had to iadeads it only to
show me how hard he is tryin.HE COLLECTOR online: 83)

After finishing The Catcher in the Ry€Jegg gives it back to Miranda and she is asking
for his opinion. Clegg responds by saying that besdnot like how the main hero talks
and that he seems 'a mess' to him. Miranda thelaiaggo him why she wanted him to
read that book.

M. | gave you that book to read because | thought would feel
identified with him. You're a Holden Caulfield. ideesnt fit anywhere and
you dont. C. | dont wonder, the way he goes oa.ddesn' try to fit. M. He
tries to construct some sort of reality in his lisdme sort of decency. C. It's
not realistic. Going to a posh school and his p@sehaving money. He
wouldn't behave like that. In my opinigitHE COLLECTOR online: 94)

Old Man of the Sedhe work of Greek mythology where a boy Sinbafbised to carry
him on his backis also mentioned wheMiranda alludes to the similarity between old
man and Clegg who also, in her viewpoint, getstbie back” of everything that is vital
to bear it down. The reader can also recognisddeding of being unique — of being
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“few” ™ in the following excerpt.

* The discourse of the '"Many’ and the 'Few’ is deyald at more length in the chapféne
Aristos
42



He is the Old Man of the Sea. | cant stand stygedple like Caliban,
with their great deadweight of pettiness and deffess and meanness of
every kind. And the few have to carry it all. Tloetdrs and the teachers and
the artists—not that they havent their traitorsit vhat hope there is, is with
them—with u. THE COLLECTOR online: 94)

BesidesSaturday Evening, Sunday Mornikgwles also mentionedoom at the Topy
John Braine. Through Miranda's words, probably, IEsvehared his opinion on those

works.

I've just finished Saturday Night and Sunday Mognilt's shocked me.
Its shocked me in itself and it's shocked me bseaof where | am. It
shocked me in the same way as Room at the Topeshosk when | read it
last year(THE COLLECTOR online: 104-105)

She thinks Alan Sillitoe would be perfect in paiftt; he says what he means but adds
that it is not enough to write well to be a goodtewr Miranda hates the way Arthur
Seaton does not care about anything outside hisliésva he is mean, narrow, selfish
and brutal, he hates his work and is very succkssth women. The only thing she
likes about him is the feeling that there is sonmgtlthere that could be used for good if

it could be got at.

Because | think Saturday Night and Sunday Morngglisgusting. |
think Arthur Seaton is disgusting. And | think thest disgusting thing of all
is that Alan Sillitoe doesnt show that he's diggdsby his young man. |
think they think young men like that are really heat fine. (THE
COLLECTOR online: 105)

Most probably, Sillitoe wanted to attack the socigtat produces such people. But he
does not make it clear. Miranda suggests he feibuve with what he was writing. He
started out to write it as disgusting as it wag,than its disgustingness conquered him.
Arthur Seaton reminds her of Clegg.
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It shocked me too because of Caliban. | see theossething of Arthur
Seaton in him, only in him it’s turned upside doWwmean, he has that hate
of other things and other people outside his owpetyHe has that
selfishness—it's not even an honest selfishnesapbe he puts the blame on
life and then enjoys being selfish with a free ctrge. He's obstinate, too.
(THE COLLECTOR online: 105)

5.2 Existentialism in Fowles’ Nonfiction

All of the following nonfictional writings extendrmFowles’ theory of socialism, his
rejection of industrialization and ‘computerizatiasf society, his calling for equal
consideration of the arts and his support of thetrpodernist appeal for freedom and
for literary and social pluralism (cf. SALAMI 19925). In contrast to his fictional
books, here Fowles opens up to the reader, he exgsiself. In this sense, the reader
is enabled to understand the writer’s personality his relationship to life, nature, and
society. The Aristosis a collection of Fowles thoughts dealing withran existence,
God and religions, the arts and science, the olsessth money, the main difficulties
of politics, individuality, education, freedom eWith a slight exaggeration it could be
said that this private philosophy represents imsions for human life, similar to the
New Testament of the Bibl&he Treeconsisting of three parts, deals primarily whi t
issue of nature. Focusing on the relationship wiih father in the first part, then
drawing attention to the relationship of humansamsg nature and on the destructive
power of Victorian society and scieff¢&owles concludes the essay with a walk around
the English moors and meditationsThe Treedeals with the problem of dehumanising
of society and alienation from nature by scient#fpproachThe Enigma of Stonehenge
proves the fact that humankind, by means of scienitieneither be able to decipher the
meaning of these stones nor the way they wereegte¥irtually, if The Treds focused
on the relationship between man and natlites Enigma of Stonehengefocused on
freedom and mysteryLhe Aristosdemonstrates the generalised ideas mentionedsin hi

non-fictional as well as in fictional pieces.

* Seeing Nature Whols the official title of the second part of thesag
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5.2.1 The Aristos

To most people it is a pleasure to conform andeaglre to belong;
existentialism is conspicuously unsuited to pdlltior social subversion,
since it is incapable of organised dogmatic resis& or formulations of
resistance. It is capable only of one mans resiséa one personal
expression of view; such as this botOWLES 2001: 103-104)

In preface ofThe AristosFowles confesses that he was told not to write ook for
keeping his image good and then he adds that ltthissuccesEhe Collectorto issue
this failure because, according to him, a favowabhtage is still not of any great
human. The aim ofThe Aristos Fowles explains, was to protect freedom of an
individual against pressures that threatened theucghe lived in because people were
rather labelled by what they made money and whay thmed for.“To call a man a
plumber is to describe one aspect of him, but #$® to obscure a number of others.”
(FOWLES 1980: 7) Describing his intention not tol&aleellednovelist he addsl am a
writer; | want no more specific prison than thaexpress myself in printed words”.
(ibid.: 7) His words are explained more preciseyytbe following extract fromrhe

Aristos

What will matter finally is intention; not instrumition. It will be skill
in expressing one’s meaning with styles, not justone style carefully
selected and developed to signal one’s individyaather than to satisfy the
requirements of the subject-matter. This is nhaketaove the individual from
art or to turn artistic creation into a morass oagtiche; if the artist has any
genuine originality it will pierce through all itgisguises. The whole
meaning and commitment of the person who creatdspeimeate his
creations, however varied their outward forfROWLES 1980: 203)

As for the issue of preserving man’s individualitjye Collectorand The Aristosare
strongly connected by this main idea. It seems thatas The Aristosand notThe
Collector what Fowles wrote as his first work and one cahigk that he applied a
great part of his private philosophy on creatingttfamous story. Fowles does not
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expect agreement from the reader; he just stagefatts in his intellectual self-portrait.
McSweeney (1983) says that Fowles’ occasional prosssays, prefaces, reviews,
interviews and the non-fictional works are, in anbai, mainly focused on his views on
the nature and function of art, especialljhe Aristos— didactic in intension,
uncongenial in presentation and the style is somestirepugnant — this collection is
inspired by the fragments of Heraclitugcf. MCSWEENEY 1983: 103). From Fowles’
point of view, one of the great tyrannies of himéi was a vision that in our world
sociology should be left to the sociologists, pédphy to the philosophers, and death to
the dead and that only the specialists had the toghave opinions and moreover, only
in their own subject (cf. FOWLES 1980: 8). Fowlesnpared his society to one of the
mentally laziest and mosheep-likeages that had ever existed. He criticised the main
reason of human dissatisfaction, thus the mostaomahtal human birthright — to have a
self-made opinion on all that concerns them (ad.i8).

Aristosis a word taken from the ancient Greek and meanghly the best for a
given situation however, it is also an adjective and can be agplo an individual.
People cannot expect him to always beahstosbecause everyone is sometimes of the
Many but he will never belong to any organizatifom,he does not need any uniform or
symbols. Because he is one of the Many, he knoaistiie difference between him and
the Many can be based only on intelligent and eshgoodness; that everything is
relative and nothing is absolute and he will ngeer any organization for its tendency
to constitute an elect, a Few — he knows that ezengregation of the elect is driven to
make allowance for using bad means to reach godsd; et accepting that evolution
cannot be controlled and its dangers limited, he teaaccept the necessity of his
suffering, his isolation, and his absolute deatbr, him, the only human aim is
contentment because it can never be fulfilled; di@ware the Many are starved of
equality and they try to reach a blue sky where tmuld not exist while, at the same

time, their cell waits to be properly lived in; keows that all religions and politics are

* The original impetus for Fowles’ notes and manyhef ideas in them came from Heraclitus —
living at Ephesus in Asia Minor five hundred yeaefore Christ, known as born to a ruling
family but refusing to rule, going to the best smlsobut claiming that he educated himself,
preferring to play with children and wandering abthe mountains and listening to the glossy
platitudes of his contemporaries (FOWLES 1980).
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faute de miedX. are utilities; he knows the Many are like an ande serving as
material for the conjuror’s tricks and that people predestined to be magicians;
knowing about human limited freedom he acceptsitvall as one’s isolation, one’s
responsibility and he learns how to use his powel laow to use it to humanise the
whole —that is the best for this situatidof. FOWLES 2001: 185-186).

Greek philosopher Heraclitus, as reported by Fovdesded mankind into a moral
and intellectuaélite. First onesaristoi — the good ones and the second dr@golloi —
an unthinking, conforming mass, the many. Thersoseed of intelligence testing to
prove that the vast mass of mankind is not highigliigent, moral, gifted artistically or
highly qualified to carry out any of the nobler haimactivities but, of course, a division
of people into excellent Few and despicable Manyld/be ‘idiotic’ because none of us
is wholly perfect or imperfect (cf. FOWLES 198010). Such a distinction obviously
plays into hands of all those subsequent thinkdrse tvave advanced theories of the
superman, the master-race, government by the few tine one, and so forth. In every
field of human endeavour it is obvious that mosthef achievements and the great steps
forward came from individuals — whether they werésac or scientific geniuses,
saints, revolutionaries, no matter who (cf. ib#@): This Fowles’ thought corresponds
with Miranda’s words while she is speaking aboubdib trying to find out Clegg’s

opinion on it. She is rather angry with him duéi® shallowness and indifference.

M. How do you think Christianity started? Or anyipielse? With a
little group of people who didn't give up hope Mzhat would happen if the
Russians come, then? (Clever point, he thinks.)f Ms a choice between
dropping bombs on them, or having them here asconguerors - then the
second, every time. C. (check and mate) That'digaciM. Of course it is,
you great lump. Do you know I've walked all the vrayn Aldermaston to
London? Do you know I've given up hours and hofiraytime to distribute
leaflets and address envelopes and argue with afepeople like you who
don't believe anything? Who really deserve the bambthem?(THE
COLLECTOR online: 61)

* _for want of something better;
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Apparently, Clegg does not care about the isswiels but he cares about how he looks
like while speaking with Miranda and without justdtion, he is persuaded that she
wants to humiliate and confuse him by equivocating.

As reported by Fowles (1980), in history, not leimsthe twentieth century, it is
showed that society has persistently seen lifeims of struggle between the Few and
the Many, between “Them” and “Us”. Fowles’ purpasd he Collectorwas to attempt
to analyse some of the results of such confrontatiwough a parable (cf. FOWLES
1980: 10).

In the interview, as for Few and Many, Fowles cené&al the preference of the
company of reasonably intelligent and educated lpedjut he also added thheing
‘superior’ in intelligence or education does notcage an indifference to hoi polloi, the

Cleggs and “fools” they have to live amo(i§AKER online)

5.2.2 The Tree

Fowles the novelist insisted upon playing otheesoHe was an imaginative historian,
an environmentalist, and a student of natural hysés evidenced ifslands(1978),The
Tree (1980), The Enigma of Stonehend®980), andA Short History of Lyme Regis
(1982).

As in The Aristosas well as inThe Tree Seeing Nature Whaglé'he Enigma of
Stonehengeand in his other non-fictional works, Fowles bees the actual agent of
the communication or the mediator of the eventsthod responsible for the production
of the sequence of events as a whole (cf. SALAMIZt94).

His non-fictional work, dealing with relationshipf onan with nature follows
Fowles’ point of view seeing the relation betweeannand nature far more important
and real to him than that between man and Godtarda® people. He gives the reasons
to this statemeritMen often bore, books often bore, all things huncan bore; nature,
never." (FOWLES, VIPOND 1999: 192)

In The TreeFowles discusses the essence of nature and aisoreto the creative
arts, especially writing. The first words in the oBomention the author’s strong
connection to his native home and actually, thé oéthe book is abundant with the

autobiographical notes.
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The first trees | knew well were the apples andrp&athe garden of
my childhood home. This may sound rural and bugcblit it was not, for the
house was a semi-detached in a 1920's suburb anthéh of the Thames,

some forty miles from LondofT.HE TREE online)

Fowles confesses a lack of space for his fathexssipn in the paragraph below but he
also describes the way of solving this problem. flelieer kept the constant debranching
and pruning of the trees by which he could contihisepleasurable pastime. He also
indicates his subjective feelings about the possiginions of his neighbours on their
functionally arranged garden but he adds that éighfours could not find it foolish for

fruits the trees produced. In other words, hisdeghpersonality could represent the sort
of people that are completely familiar with the yeo where there is a will there is a

way.

The back garden was tiny, less than a tenth of aa, ut my father
had crammed one end and a side-fence with gridespaliers and cordons.
Even the minute lawn had five orchard apple tr&ept manageable only by
constant debranching and pruning. It was an anomalyong our
neighbours’ more conventional patches, even a talwdurd, as if it were
trying to be a fragment of the kitchen-garden aheagreat country house.
No one in fact thought of it as a folly, becaustheffruit those trees yielded.
(THE TREE online)

Admiration, respect and love of the son for hisiéatare obvious from Fowles’ writing.
As for the trees, he accents the needs of humantlkat is irreplaceable and says that
those trees had a far greater influence on thegslthan he ever realised when he was
young — besides other things he regarded them asbers of his family. Fowles
narrates the story of his childhood and he dessr@wery single member of his closest
relatives — the way they lived their life in retats to nature. For instance his uncle was
a keen entomologist and took his nephew on occakexpeditions into the country but
his two cousins were also interested in natures Té&ct, as Fowles avows, aroused in

him a passion for natural history and the countlgsirhat was far more strengthened
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by moving into a cottage of the Devonshire villagat Fowles fictionalised ibaniel
Martin.

As for nature, Fowles’ father refused to be movgdvhat moved his son himself.
Unlike his father, Fowles admires the kind of nattinat is wild and untouched by
humans and he explains the impact of his fathestsx@ on him as similar to what
pruning does for young fruit trees — to direct tlggowth and determine their future. He

compares their attitudes to the branches of ome tre

That I should have differed so much from my fathehis seems to me
in retrospect not in the least a matter for Oedigallt, but a healthy natural
process, just as the branches of a healthy treenalotry to occupy one
another’s territory. The tree in fact has biocheati@and light-sensitive
systems to prevent this pointless and wastefulnsklacy invasion of one
branch's occupied space by another. The fact thatwo branches grow in
different directions and ways does not mean they ttho not share a same

mechanism of need, a same set of deeper (lelE TREE online)

The quote above is the exact explanation of the tfeat the son and his father were
getting on quite well. According to Fowles’ wordswas immaterial that he does not
cultivate trees in any sense that his father wdikilit. Perhaps, the reason was that he
would never have conceded his son’s “jungle” was ¢lquivalent of his beautifully
disciplined apples and pears. Each of them was werg different relationship with
nature. They were so different that there were pessible ways of criticism — to
criticise everything or nothing.

He would not have understood that something hisssen down there
just an hour ago, at that moment he wrote — twantaawlets fresh out of the
nest, sitting on a sycamore branch like a pair aflly knitted Christmas
stockings and ogling down at this intruder intoitlgarden — means to him
exactly what the Horticultural Society cups on $iteboard used to mean to
him; a token of order in unjust chaos, the rewafgerseverance in a right
philosophy. That his chaos happens to be my orslemot, | think, very
important.(THE TREE online)
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What seemed to be an order to Fowles, his fatherddo be chaos and vice versa —
Fowles did not understand his father’s effort tdticate nature excessively. To this
context, the excerpt from the interview could sela® an explanation and also

clarification of his opinion.

Man really hates everything outside the "hortusatasus,” this walled
garden. We do not like the wilderness, the ch@bs.Church was against it
for centuries because it was where sin took placél know there are wage
reasons and all the rest of it, but | am all forttgeg back to the country. |
am all for depopulation. | should not say this i€atholic country but | find
the world population growth abominable. It is orfete worst problems the
world has at the momenEOWLES, VIPOND 1999: 180)

Literally, father embodied a man with a sense fdtivation and his son could not be
happier than seeing nature whole — untouched aspoiled by humankind. At the end
of the chapter, he narrates the story about bedng tsvo cordon pear trees after first
visit of his father and that a few miserable fané produced by those trees yet he would
never have them out. On one hand, he let them graauchable, on the other hand,
Fowles confesses that everybody and everythingosethrees or his friends take his
father’s side. They showed him the consequenceasofiting that is mentioned in the
following statementNo fruit for those who do not prune; no fruit fahose who
guestion knowledge; no fruit for those who hidérées untouched by man; no fruit for
traitors to the human cause(THE TREE online)

His deep feelings towards woods, with some religgbements, are probably the
cause of being brought up without any orthodoxhfahd so the trees could have
enriched his spiritual life instead. Fascinatedthg mysterious atmosphere of trees,
Fowles found them the man-made holy place andsamnnd, all sacred buildings, from
the greatest cathedral to the smallest chapel,afingligions, were derived from the
natural aura of a woodland or forest settings. Adiog to him, standing among them
means standing among older, larger and infinitellgeo beings — beings waiting
altogether like the only form a universal god coutthceivably take. The Neolithic

peoples, together with their ‘invention’ of farmingere the first deforesters of our
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landscapes, and perhaps it was a guilt that mamhe thturn to trees to find a pattern for
their religious buildings — where they were follavby the Bronze Age, the Greeks
and Romans with their columns and porticoes, thédCeon Age with its Druids and
sacred oak-groves. To Fowles, woods are like tlae sensorially too various to be
captured, defeating view-finder or drawing-papéeyt cannot be framed. Here, the
words are hopelessly too laborious used to caphereeality (cf. FOWLES 1979: 63).

As for the portrayal of the trees, even the greaesteenth-century landscapists,
such as Ruysdael, do not get close to naturatyeatheir works were still composed in
accordance with their own notion of the picturesdnenany ways painters begin to see
nature whole after the camera saw it for them; andthis context, had begun to
supersede them. For that we cannot own, contrelps@inderstand, most of us remain
firmly medieval, self-distancing and distanced +esce fiction and its prejudice that
any visit from outer space must come with evil mfd/ltaire’s famous sarcasm about
the wickedness of animals in defending themselvlesnwattacked still haunts the
common unconscious, what is not clearly for mankimgst be against it (cf. FOWLES
1979: 65).

Describing their fragility, Fowles says that trefesnot possess the ability to defend
themselves when attacked, they cannot hide andrting they sometimes have, like
thorns, are static. It means that they are the mefgnceless of creation in regard to
man, universally placed by him below the level ofnaate feeling, and so the most
prone to destruction and despite the ancient felanghat they may harbour in terms of
other creatures and the supernatural, presenhein silent depths, something that is
also protective or maternal (cf. FOWLES 1979: 6)the matter of science or reason,
Fowles claims that what was caused by them, cabeatured by the same. As for
future, he was very pessimistic about the relahignsf science with nature and added
that the two natures, private and public, humanram@human, cannot be divorced, any
more than nature or life itself can ever be trutgerstood through other people's eyes

and knowledge and neither art nor science can atéiy help (cf. ibid.: 68).

| pray my pessimism is exaggerated, and we shediver from this folly
of resenting the fact that we are to all practigalents and purposes caged

on our planet; of pretending that our life on itagemporary inconvenience
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in a place we have outgrown, a boarding-house vedl sbon be leaving, for
whose other inhabitants and whose contents we haed neither respect
nor concern. Scientists speak of biological proesssecreated in the
laboratory as being done in vitro, in glass, notnature. The evolution of
human mentality has put us all in vitro now, behtinel glass wall of our own
ingenuity.(FOWLES 1979: 68)

5.2.3 Seeing Nature Whole

Not lacking the autobiographical elements, deatimggstly with man’s relationship with
nature and also Fowles’ relationship with treegss #ssay represents the excerpt from
the abovementioned workhe Tree Fowles, being famous for his feelings of hatred f
categorization, discourses 3®eing Nature Wholen this topic again.

In the interview with Susana Onega, Fowles clatifies love of mystery and hatred
for science by the opinion that he would hate aldvathere everything was explained.
In his words, there is an art of living and of knogvand the scientists are not able to
accept it for their conviction that everything &ional or not. What seems to be more
nonsensical to Fowles, is the fact of applying sheentific view of life to everything
else — to existence'lt's because | think existence itself is not siifen Even the purest
scientist can't actually live his own existencet tivay. It's not possible (cf. FOWLES,
VIPOND 1999: 164)

In Fowles’ words, evolution turned mankind into attges, seeing the world from
the point of view, mirroring the way we think ofrgprivate selves — detaching an object
from its surroundings makes us concentrate on d s is a criterion in all our
judgements. Science does the same — it providesifispibels, explains specific
mechanisms and ecologies for sorting what seemstimguishable in the mass. Even
the knowledge of the names and habits of flowerse®s starts this distinguishing or

individualising process. It destroys individual pitlities of seeing and it is the bitter
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fruit from the tree of Uppsalahknowledge. We think we are nearest to a tree's
‘essence’ when it happens to stand like us, iratgmi (cf. FOWLES 1979: 50). Fowles
said for the denial of this statement:

But evolution did not intend trees to grow sirfjlyFar more than
ourselves they are social creatures. (...) Theiciey in turn creates or
supports other societies of plants, insects, bingismmals, micro-organisms;
all of which we may choose to isolate and sectibnbot which remain no
less the ideal entity, or whole experience, ofwtloed — and indeed are still
so seen by most of primitive many kifftDWLES 1979: 50)

His ideas were most probably derived from his owpegience, spending all his
younger life as a more or less orthodox amatewrakbst or a pseudo-scientist who had
been treating nature as a sort of intellectual leyzzr game, in which being able to
name the names and explain the behaviourisms arndetdify all the constituted
pleasures. Fowles realised the inadequacy of tpeoaph that perceives nature as a
kind of opponent, an opposite team to be defeatddlaus he came to believe that such
approach represented a human alienation affect;igparsonally and socially (cf.
FOWLES 1979: 51).

Naming things is always implicitly categorising ahérefore collecting
them, attempting to own them; and because man lgghly acquisitive
creature, brainwashed by most modern societieshat@ving that the act of
acquisition is more enjoyable than the fact of hgvacquired, that getting
beats having got, mere names and the objects tieejieal to soon become
stale. There is a constant need, or compulsionsgek new objects and

names — in the context of nature, new species apdriences. Everyday

* The old Swedish university town of Uppsala — thece that Fowles visited for, in his eyes,
the most beautiful garden in this world that is pamable only with the garden of Genesis. The
owner of that garden was Carl Liné — who betweeB01and 1760 docketed most of animate
being (cf. FOWLES 1979: 50).

**In The Collectoy Miranda is also a victim of destroying power silation.
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ones grow mute with familiarity, so known they meeanknown(FOWLES
1979: 51)

In connection with the quotation above, the adbeing interest is the issue referring to
non-human nature as well as that of a human. Adgamjles mentions the problem of

lust for collecting that is more precisely pictuiad’he Collector

“I hate scientists,” she said. “I hate people whollect things, and classify
things and give them names and then forget all aloem. That's what
people are always doing in art. They call a painégr impressionist or a
cubist or something and then they put him in a éraand dont see him as a
living individual painter any mor&. (THE COLLECTOR online)

He claims credit for that unhappy legacy to Viaori science which was
characteristically obsessed with both the machm exact taxonomy. To the extent,
one day, in the museum where he had been a curatésund a letter in a forgotten
drawer. The letter was from a well-known Victorifgrn expert, concerning about
twenty specimens he had sent from Dorset — to aemdabtanist, all reducible to three
species but that expert felt obliged to grant esfghcimen some new sub-specific or
varietal rank in a welter of Latin polysyllables. addition, Fowles said that it would be
absurd to deny the Victorians their achievementiantific fields (cf. FOWLES 1979:
52). “But the most harmful change brought about by iatoscience in our attitude to
nature lies in the demand that our relation withniust be purposive, industrious,
always seeking greater knowledge(ibid.: 52) The inability of humankind to

understand the true relationship with nature ithierrexplained in the quotation below:

Achieving a relationship with nature is both a ste and an art,
beyond mere knowledge or mere feeling alone; ambw think beyond
oriental mysticism, transcendentalism, 'meditatiechniques' and the rest —
or at least as we in the West have converted tleeout use, which seems
increasingly in a narcissistic way: to make ourssl¥eel more positive, more

meaningful, more dynamic. | do not believe natsrwibe reached that way

* Miranda’s words.
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either, by turning it into a therapy, a free clinior admirers of their own
sensitivity. The subtlest of our alienations frotn the most difficult to
comprehend, is our need to use it in some way,etovel some personal
yield. (FOWLES 1979: 54)

In connection with the serious puritanical approdchthe nineteenth century, nowhere
better exhibited than in the magazines aimed ahgaqueople) it had two damaging
effects. The first one was that such fierce atétoé society turned the vast majority of
Western mankind away from nature. The second wastlie saner eighteenth-century
attitude, viewing nature as a mirror for philosoheas an evoker of emotion, as a
pleasure or a poem, had been forgotten. Additign8larwin purposed a mechanism
seemingly as iron as the steam-engine, but hisodeti discovery offered an equally
iron or one-sided model that made the older ancerhamanist approach seem childish
(cf. FOWLES 1979: 52). Besides these words, Fowlestions the unchangeable truth:
“A 'good’ amateur naturalist means one whose wakvalued by the professional
scientists in his field.ibid.: 52)

An additional element of alienation came with theema and television, which
were selective in another wiyThey presented natural reality through other eyes
Fowles made a comment on that 'miracle of modedmigogy’: “It will no more bring
the viewer nearer the reality of nature, or a prop@man relationship with the actual
nature around him, than merely reading novels kel to teach the writing of thein.
(cf. FOWLES 1979: 52)

An ordinary experience made of a complexity of reflg past memories and
present perceptions, times and places, private pufndic history stands far beyond

science's powers to analyse.

Science has two principle effects on its practitien One, totally
beneficial, is heuristic — that is, it trains theientist to think and discover
for himself. Plainly we need as much educatiorhia aspect of science as

we can get. But another characteristic of sciescdduble-edged, and this is

**In The Collector, Clegg lives as in a fiction doehis madness but his eyes are represent
camera eyes — he sees everything from a distahcBARBOX 1988: 48).
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its tendency to analyse, to break down the whale acomponents. Now
plainly analysis is a very vital part of the hetigsprocess; but its side-
effects, as in some medicines, may be extremeatycpers.(FOWLES 2009:
128)

It is quintessentially wild or chaotic, in the senBowles’ father disliked so much.
According to Fowles, half by its principles, half lis inventions, science now largely
dictates and forms public perception and attitudesxternal reality. One of the oldest
bodies of myth and folklore was the idea of the nrathe trees. This notion of the
green man — or green woman, as W. H. Hudson made $&en as emblem of the close
connection between the actuality of present comscess and what science had
censored in man’s attitude to nature, misled Fovidesa time. In the 1950's he grew
interested in the Zen theories of ‘seeing’ and edtlaetics; of learning to look beyond
names at things-in-themselves. He stopped idengfgpecies new to him and, instead
of that, he concentrated more on the daily natwoeirad him. For a writer, living
without names it seemed impossible but he discolvdrere was less conflict than he
had imagined between nature as external assemhtaragés and facts and nature as
internal feeling; that the two modes of seeing aroking could take place
simultaneously to enrich each otl{ef. FOWLES 2009 53).

According to Fowles, humankind will never fully wrdtand nature (or itself), and
certainly never respect it, until it dissociateg thild from the notion of usability —
however innocent and harmless the use is. It igémeral uselessness of nature that lies
at the root of man’s ancient hostility and indiéfece to it. We will not cease to be
alienated from nature — by our knowledge, by o@edr by our vanity until we grant it
unconsciously alienate us. In this context, Fowelephasised the threat of urbanisation
— atrend that, in the future, will be hard to neseebecause no intellect and no education
can reach the acquaintance with nature (cf. FOWRED: 54).

It may be taken as an example that for artistsatgi@ctual knowledge, taste, or
intelligence, would go rather amiss — and if naiwkes added, our best artists would
also be the most learned academics due to thaHatt(...) in nine cases out of ten

what natural knowledge and imagination cannot sypplin any case precisely what
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needs to be left out.He confessed that it took him yeaosrealise that even geniuses
like Shakespeare, Racine and Austen have humas {atil FOWLES 2009: 55-56).

Two different branches of one tree, two differeabple or men — the father and his
son and two different ways of getting to know ouorld — through art or through
science — this reflects Fowles’ developed sensesesfing the facts from various
perspectives, enabling him to enter plus or minusoth's credit.

The threat for nature is presented not only withanrzation and purpose, but also
with art and nature itself where all emphasis &t on the created, not the creation —
for nature is not art in terms of its product OWLES 2009: 55-56).

It is not necessarily too little knowledge that sas ignorance,
possessing too much, or wanting to gain too muah, groduce the same
result. Nature suffers particularly in our indifisrce and hostility to it and
that is closely connected with the fact that itéygourpose appears to be
being and survivinglFOWLES 1979: 61)

In his point of view, science being almost metajptgts/ obsessed by general truths, by
classifications that stop at the species, by foneti laws, by statistics, he saw a little
hope of any recognition of this until humankind gqts three things about nature. The
first one brings the rule that knowing it fully slild be an art as well as a science. The
second one: the heart of that art lies in our oersg@nal nature and its relationship to
other nature; never in nature as a collection gfraaterial subjects outside us. The last
rule is that this kind of relationship is irrepraille by painting, by photography, by
words, even by science itself. Voltaire’s unregateeranimal will not be owned, or
disanimated, unsouled, by the manner we try to dwnif it is owned, it disappears.
Perhaps nowhere else is our human mania more hatmfus than in our mind
statement that what is owned cannot have a satg ofvn. Such disanimation justified
the horrors of the African slave trade — if thecklanan was so willing to be enslaved,
he could not have the soul of a white man, he rhage been animal. In steps of such
emancipation we should not forget what began thaneipation of the slaves in Britain
and America. It was not science but religious camm®e and fellow-feeling (cf.
FOWLES 1979: 67).
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5.2.4 The Enigma of Stonehenge

What is Stonehenge? It is the roofless past;
Man’s ruinous myth; his uninterred adoring
Of the unknown in sunrise cold and red;

His quest of stars that arch his doomed exploring.

And what is Time but shadows that were cast

By these storm-sculptured stones while centurgskefl

The stones remain; their stillness can outlast

The skies of history hurrying overhed8ASSOON 1949: 179)

Stonehenge, a prehistoric monument in Wiltshiregl&md, is distanced about 2 miles (3
km) west from Amesbury and 8 miles (13 km) norinirSalisbury. Thanks to a more
or less short distance, Fowles, being born in LeigtSea and studying at Bedford
during Second World War, could experience the tspirithis mysterious complex. He
could get himself by car either from Leigh-on-Sen Bedford to Stonehenge
approximately for two and a half hours. Moreover,dould compare the old and, at his
time, new Stonehenge of whose author had been eeise but man. Those changes
presented a certain disappointment to him and hetiomed his observations and
feelings in his workrhe Enigma of Stonehengdgarry Brukoff's photographs added to
the authenticity of Fowles’ writing where Fowlesticised man and his attitude to
nature or, in this case, to natural phenomena.

Fowles’ first meeting Stonehenge was happy bechassuld not understand that
enticing clutter of boulders, so like a DartmooHtbp, whatever he had been told
beforehand. Stonehenge seemed to him the mosahbatulding, the most woven with
light, sky and space, in the world (cf. FOWLES, BRDFF 1980: 5). His assumption
was, as for those long stones, they were imitabngnmortalising tree trunks (cf. ibid.:
7). The two insinuations above — changes made by and the stones reminding tree
trunks — give a clue to the readers as to the otsgf that work. InThe Enigma of

StonehengeFowles spoke not only about the past of the cempand its physical
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history but he also interspersed it with his owauthts and opinions in a question:
“What is Stonehenge for?”

What is necessary to mention though is the fadt Boavies gave preference to,
according to him, the greatest of all the earlyhmydkers and paradoxically, the closest
to a modern archaeologists — William Stukeley (1687765, also a doctor of medicine)
whose book consists of his field-drawings and nateancient remains and ruins all
over the southern England, and especially in WikshStukeley believed that
Stonehenge was built by Druids and that, in ther&ytpeople will never be able to
decipher its meaning or to establish what it iSrgayo them (cf. FOWLES, BRUKOFF
1980: 8-9). As in previous chapters of this thesiss convenient to mention Fowles’
denial of the scientific discoveries, however iasting they are or were. Based on his
common sense, Fowles said the science could ndaiexthe total experience of
Stonehenge — the presentness of its past or tbet &@ffstill has on most visitors. Fowles
admired the remarkable openness of Stonehenge hisleonviction that no ancient
monument was more see-throughable (cf. ibid.: 51).) Stonehenge is a ring not
merely of doors, but open doors. It invites entrgoes not rebuff the outsider, like the
Pyramids and so many other monuments to an élgeeaa en élite knowledge(ibid.:

52) It is obvious what Fowles meant by these woidse topic of not only social
classification was the true cause of his indigmatiss far as Stonehenge is concerned,
he probably felt certain liberation, certain freedo

To Fowles mind, the most interesting thing aboutn8henge, or Bronze Age
builders of it in stone, was the growth of that edson with durability (cf. FOWLES,
BRUKOFF 1980: 52).

We are all children of the Stonehenge builders;irtt@mpulsion,
however dim and instinctive still to them in thewn time, gave mankind a
major new orientation, a major new purpose in exise, a major new
social impetus — gave birth to all our own contenapp achievements and
faults. That is why these ancient piles of storesent, in Wiltshire, in
Anatolia, at Saggara, in Central and South Ameritald such fascination
for us still.(FOWLES, BRUKOFF 1980: 53)
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Astronomers assume that Stonehenge was an attengaite some problems about
accurately measuring time (cf. FOWLES, BRUKOFF 19B0). There are hidden more
possible theories though. As a follow-up to Stukel&owles mentioned that
archeologically, the Celts of the La Téene cultwvbpse shaman-priests we call Druids
(Old Celtic for ‘magician’), could have had nothiag all to do with the building of
Stonehenge because they did not arrive in any nignipe Britain until at least a
thousand years after the final building phase oluali500 B.C. The Celts were the Red
Indians of ancient Europe, and like the Red Indidimsy could not be quite let off on
the grounds of foreign exploitation; they can benadd for their fierce resistance to the
Romans rather more easily than some of the valmg were protecting. Originally,
there were three classes of priests in Celtic esrel Vates or augurs, Bards or tribal
celebrators, and the Druids, responsible for religiritual, medicine and the law. But
finally, all of these functions became druidic gree. They were holding festivals at
nineteen-year intervals which, Fowles said, musteheeminded people of the long
moon cycle that Stonehenge may have been builetect (cf. ibid: 107-108). In the
matter of Celtic legends, the central motif presdrthe trio of trusting king, torn queen
and adulterous knight. In other words, there cdaddseen a conflict between sexual
passion and social duty, between faith and tregcaed also between Christian quilt
and pagan innocence (cf. ibid.: 109). The king d@téar the secular or priestly power
that maintained due observance, and picked a stgogr scapegoat for both the
‘marriage’ and the sacrifice; the queen stood liergromise of fertility invoked; and the
knight was at the same time the victim and savajuris society. Perhaps, those Celtic
triangles seemed remote from Neolithic and Bronge Stonehenge but Fowles said
that probably nowhere was the Druid connectionesloslthough Druid theory was
scientifically worthless, the essentially mysti@proach to the place remains very
alive. Fowles simply justified his opinion by th&atement that the worshipers of his
time, or today’s worshipers, were attracted by 8tamge for exactly the same reason

as Thomas Hearne two and a half centuries agb{df. 110).

The very — and quite proper — caution of moderrerggsts in their
conclusions about the ancient realities of Stongbkeeffectively leaves a

huge empty space, a field for speculation, in #ss Iscientific mind. In this
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Stonehenge remains almost like a blank sheet adrpam a world where, in
terms of knowledge, blank sheets become incregsimgie things.
(FOWLES, BRUKOFF 1980: 110)

Not only Stonehenge represents such a phenomeinane Bre many others that are
shrouded in mystery — Yeti, the Loch Ness Mongtex, Bermuda Triangle, the U.F.O.
‘sightings’ — these probably will never be quitéalty unravelled.

Fowles added that every period needed any mythenprovable explanations of
reality that could express itself. Intrinsic valoiethem was or is far less important than
the richness of the reaction they provoke (cf. F@S8|L BRUKOFF 1980: 110).
“Mystery, or unknowing, is energy. As soon as aterysis explained, it ceases to be a
source of energy. If we question deep enough ttmrees a point where answers could
be given, would kill."(FOWLES 2001: 17)

William Blake used the Druids to embody a deepeltfa humanity than religious
sloth or libertine scepticism. His hatred of thenrsdendency to imprison himself, to
build walls of a tradition, theory and creed, amuns soul, had something to tell us
about Stonehenge (cf. FOWLES, BRUKOFF 1980: 123).

In Fowles’ words, there are no facts about Stongddn bury it in certainty and
this is, in fact, a criterion people habitually pfo the greatest works of art — they are
inexhaustible since every age can interpret theswaihhe serious mistake people make
is that forgetting those lunatic fringes and faisgsticism are only cheap prices to pay
for the existence of such phenomena (cf. FOWLESURBBGFF 1980: 125). We can
never regain the old landscape or the emotionadoefbf the old monument, just as a
wild animal in zoo can never affectively resemiile wild animal in its natural
habitat”. (ibid.: 126) The other Stonehenge, Stonehenge Fowles was exgloneant
to him not only labyrinth of words, pictures, spktions, feelings and impressions but

also that sad fact of scientific worthlessnessiledl.: 126).
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Conclusion

This master’s thesis is focused on the themieegigandhavingin the concrete works
of John Fowles. The aim of the thesis was the amalyf the literary existentialism in
the works of this eminent British prosaist. Mairtlye thesis is focused on his first novel
The Collectorin relation with the theme of money and the questf human physical
and mental freedom. Then the thesis compares Foedssys with his novelhe
Collector, particularly with the collection of his privatéipsophyThe Aristosand his
essays about natugeeing Nature Whole, The Tree, The Enigma of Stogeh

On the grounds of literary sources, Fowles’ workEhe Collectoy The Aristosand
his essays about naturé&seeing Nature Whole, The Tree, The Enigma of Stogehre
unquestionably abundant with the theme of existéiain, the philosophy dfeingand
having theme of money, and the question of human phlyair@hmental freedom.

In The Collector the theme of existentialism is reflected by Mdais hopeless
situation from which she is not able to escapesdrais forced to become reconciled to
her imprisonment in Clegg’s cellar. Her characterrans the question of human
physical and mental freedom. Physically imprisobatl mentally free, Miranda grows
weaker physically but develops spiritually. Accomglito Fromm’s theory ofo have or
to be Clegg’s possessive tendency corresponds wittpliilesophy ofhaving while
Miranda lives her life as a representativédbeinggroup. Their life conviction creates a
parallel with Fowles’ Adam and Eve — Adam, beingpaf of any form of a change and
thus of a progress and Eve, with the need of tip@sipe. As for money, through Clegg
who wins in a football pool, Fowles pictures theample of person who cannot treat
money well. Miranda whose innocent mode of thinkimguld lead her to send the
money to those in need, is in contrast with Cleggtspecting those charitable
organisations. The analysis shows that it is Ceggcial background that makes him
indifferent towards the others. He feels unimpdstamneducated and does not
understand the fact he could be beneficial to $pcie

In The Aristos Fowles spoke about the monetization of the pleasua sense of
the obsession with money.

On the basis of Heraclitu's theory, he spoke alibetmutual dependence of the
Few and the Many — the educated élite and an Watignconforming class. This fact
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corresponds with the story of Miranda and CleggprBegenting the Few, after her
imprisonment, Miranda becomes even more relianCleyg whose role is that of the
Many. Uncultured Clegg depends on Miranda’s knoggednd humanity.

As for existentialism, he described it as an attetopcombat the dangerous sense
of ‘nemo’ that is nothingness or emptiness in uscdkding to Fowles, the central
proposition of existentialism is reflected in tHergseexistence precedes essetitat is
an independent acting of individual and responsiblescious being (existence) and not
a stereotype, labels, roles, definitions, or ofw&conceived categories the individual
fits (essence). Fowles further explained his notmh existentialism as personal
acceptance of one’s good or bad actions and useg tfor the improvement of his
future actions. Miranda is a portrayal of such atarece but we do not know, except for
her diary notes, whether she would change heritifeeal, for her life is ended
prematurely.

The theme of freedom in Fowles’ essays about natufecused on the fact of
human incapability to live in harmony with naturedao let nature live freely. It is clear
from the sources that problem of dehumanising cfetp and alienation from nature
was caused by scientific approach by Victorianagma so by man.

As emerged from my analysis, the philosophybeing andhaving can be varied
depending on the kind of relationship — the refship between two humans or the
relationship between man and nature. There can heviagbeing or abeinghaving
relationship between a man and a woman, lmavang-having rarely abeingbeingkind
of relationship. What is sad though is the factt ttere will always be a notion of
havingman in relation to nature.

The analysis shows that Fowles’ attitude towarés ¢onsisted in freedom. He
rejected the idea of scientific existence for lagel for wild nature which could not be

limited by words, let alone labelling.
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Resumeé

Tato diplomova prace je zahena na témdayt a vlastnit v konkrétnich dilech Johna
Fowlese. Cilem prace bylo analyzovat literarni texisialismus v dile tohoto
vyznamného britského prozaika. V praci jsem se walby gedevSim prvnim
Fowlesovym romanerSkeratel (The Collectoy v navaznosti na tématiku moci gera
otazek lidské svobody fyzické i mentalni. Prace edd&onfrontuje Fowlesovu
esejistickou tvorbu s romane®krratel a je zamifena zejména na jeho soukromou
sbirku filosofieThe Aristosa jeho eseje offsodk Seeing Nature Whole, The Tree, The
Enigma of Stonehenge.

Diplomova prace byla roztena do pti hlavnich kapitol. Prvni kapitola pojednava
0 autorovi samotnéngjli o pozadi jeho spisovatelské kariéry a jeho #ivm postoji,
coZ je upesréno v kapitole teti, kde je hlavni wtaz kladen na jeho zkuSenosti se
spole&nosti a je&t predtim v kapitole druhé, kde je popisovan @vatinin Fowlesiv
zpasob psaniCtvrta kapitola zahrnuje filosofibyt a mit jako Gstedni myslenku této
diplomové prace a je dale zaloZzena na Fromineuwrii byt nebo mitPata kapitola je
vénovana literarnimu existencialismu romafleratel, jehoz analyza je spaies
s teoriibyt a mit hlavni naplni této prace. Kapitolthe Collectorje dale rozdlena do
¢ty podkapitol, které se zabyvaji vnimanim realityvhigh hrdini, jejich osobnim
rozvojem a nebo stagnaci, zlem v Cleggovi a v ramgiitomnou intertextualitou.
Nasledujici kapitola je zaffena na Fowlesovu nefiktivni tvorbu o lidské spatesti
(The Aristoy a o girock (Seeing Nature WhaleThe Treeand The Enigma of
Stonehenge

Témabyt avlastnit kterym se mimo jiné zabyval také Erich FrommygeSkerateli
velmi zZetelné. Fromm, ktery roztil lidstvo do dvou skupin, popsal vlastnosich, co
spadaji do skupinyyt, jako orientované na zazitky a na proces, zatijedoce ze
skupiny vlastnit jako materialisty s pt¢bou nabyti a uchovani majetku, az jde
o &ci nebo o lidi. Filosofibyt, na rozdil od filosofielastnit, chape jako aktivni proces.

Ve vztahu ke spotmosti Fowles hovid 0 zperZeni radosti ve smyslu posedlosti
pertzi jako takovymi. V romanskeratel dochazi k setkani zastupitelvou rozdilnych

spole&enskych vrstev, které jsou charakteristickegnym posazenim intelektualnich a

65



socialnich hranic. Clegg zosalje prototyp anglickédnické tidy padesatych let a jeji
zkuSenosti a naprotiému stoji vzdlana a sociak zvyhodréna Miranda, ktera si neni
apln¢ védoma své, vtuto chvili bezélné, vyhody. Cleggovy vlastnické tendence
koresponduiji s filosofivlastnit kdezto Miranda chape Zivot, jako zastupkgkupiny
byt Stejré tak, jako Fowlesova Eva ma pebu rjakého pokrokuei zmeény a jeho
Adam, ktery ma ze z#émy strach. Svym tvrzenim, Ze nejlepSi pohled ndegpost je
pohled @ima humanismu se Fowles v otazce sgrubsti odklani od jakékoli formy
extremismu. Na jednu stranu kritizuje nerovnost, lich druhou stranu vSak maziuje
nezbytnost dvojiho pohledu nagsvinspiraci mu byl Hérakleitos, ktery chapal spdje
dvou rozdilnych sil, jako ktbvé pro vyslednou harmonii &a. Na zaklad této teorie
hovai o vzajemné zavislostnensinyavetSiny a popira tak sveé sklony k fasismu. Tvrdi,
Ze kazdy natlak na spdleost zfisobuje obranou reakci a socialni stagnaci vidio jak
hlavni iniciator valky, Upadkwi revoluce. Fowles si jako realista adomoval
nemoznost dokonalé harmonie lidské spadesti, ovSem fiznal, Ze i pes tyto Spatné
odbaky véii v pomaly pokrok.

Clovek, ktery chape podstatu Zivota, si podle Fowlessinmt wdom veskerych
svych skutk a z tch horSich se pd@it a pouzit je ke zlepSeni sebe samagcdily
pojem pro Fowleds existencialismus fgdstavuje ,nemoctili nicota neboli prazdno
v nas, které se spisovatel ve své fikci sna®@mmci. Fowlegv Buh, na rozdil od
existence, je ndgfiomny a zcela nepoznatelny. N#gpmnost Boha ovSem vyvolava
v souvislosti s Fowlesovym psanim pozitivni reakcqg se osobnihoustu tye,
portvadZ nezodpaizeni otdzek vede k dalsimu a daldimu tazétené je tak nucen
zamysSlet se a wdomit si smysl Zivota a zvazit, zda Zivot opravdie haplno, zda se
nenuti do cizich postdj Fowles, sdm inspirovan Hérakleitem, ve svém es&jafkovi
trva na tom, Ze i on ji&tterpal z jeho mySlenek.

V romanu Shratel je kladen nesget existencialnich otazek, které ovSeistavaji
autorem a samotnymripéhem takka nezodpo¥zeny. Ostaté je to Fowledv zaner,
kterym se snazi probudit ween&i touhu po odpo&di a tim ho nuti vést rozmluvu se
sebou samym. Probouzi ¥m jeho soudnost a dale jehtedstavivost v otazce, jak by
se vypdadal s roli Mirandyi Clegga, s roli ¥znénéhoc¢i véznitele. Podle literarnich
pramerii vSak nejsou poziceézréného a ¥znitele tak jednozrimé. Clegg sice bere

Mirand¢ svobodu, avSak pro svou posedlost saitava u¥zrén ve svem st
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exempldd, povrchnosti, emini zploSElosti a neschopnosti empatie. Miranda je
uvézrena ve fyzickém slova smyslu, avSak prdipné idealizovani sita, vZivani se do
roli hrdinek z knih a napodobovani Pastonovych .JG#®stofi nelze jeji stav od
Cleggova zcela odliSovat. Z konc#hghu je zetelné, Ze @k neni jednoduchyi viibec
mozny v kazdém z¢thto dvou pipadi. Mirandino vysvobozeniipdstavuje az smrt, ke
které dochéazi zidrodu Cleggovy obavy odvézt ji do nemocnice. Cleggoysvobozeni
Z jeho obsese a neschopnosti zamyslet se nad pdgigota pravépodobré prinese
také az smrt. OdliSnost v jejich proziti zivota &pé v rozdilu mezi slovespyt a
vlastnit Miranda, proZivajici Zivot prvnim #pobem, je oteena zmnam,
originalnosti, individuali, pokroku, rozvoji atrstu. Clegg naopak stagnuje ve smyslu
potieby vlastnit Mirandu, drzet ji a ziskat si ji nasil Stagnuje ve smyslu pocitu, Ze
Miranda ho chce ielstit, Ze ho chce pokib diky svému socialnimugvodu, a také
v tom smyslu, Ze ho ani nenapadne zamyslet sevtadrsinulosti, nad itsledky svého
jednani v pitomnosti a nad tim, Ze¢komu bere svobodu. Fowles chapal odpirani
lidské svobody jako ten néjSi Hich, avSak co se &g Skeratele nengl v umyslu
vytvorit dilo, kde vyhrava dobro nad zlem. NicnééMirandé osud nefinesl jen
prediasnou smrt za stisnych podminek, ale zajistil ji také miigmny osobni irst.
Z moderni a velice kritické divky se stdbvek, ktery je schopen sebereflexe viastni
existence, ktery je schopen pochopit a soucitibwkem, jehoZ vinou se nachazi
v takto bezvychodné situaci. Otazk&eni je jednim z pitti romanu. Nejen Miranda a
Clegg jsou, i kdyz kazdy jinym #Zgobem, u¥zreni, ale také samotn§tend, ktery je
uvézreén ve dvou monologach aquevsim v odkazani na sebe samého v otazeeuzav
piibéhu, ktery Zistava autorem neopodstatn

Alegoricky piibéh romanuSkeratel, vyprawjici o povaléné Anglii a o hodnotach
jeji spol&nosti, byl inspirovan Bartokovou operdvodrovousv hrad a novinovym
¢lankem o muzi, ktery &znil Zenu nedaleko Londyna. Prolina se jim Shalaspa
Boue, kde Miranda firovhdva sebe ke stejnojmenné hrdince a Cleggauzprv
k Ferdinandovi a pozgi, kdyz zjisti jeho umysl, ke Kalibanovi. Kalibaimsou pak
nazyva i jeho eufemisticky apob vyjadovani. Prospero jifjpomina Pastona. Miranda
se déle vziva do role Emmy Woodhouseové a dod&&hape jeji druh snobstvi.
Pritom stavi Clegga do role Eltona a Pastona doKalghtleyho — tim si ale neni zcela
jista. Po zjisni, Ze Clegg se sifnpodoba Caulfieldovi Kdo chyta v zif, mu dava

67



knihu precist a tvrdi, Ze steff) jako on, Clegg nikam nezapada. Dale Clegga sk@/na
se starcem fgdstavujici Emé na cest Sindibada, s hlavnimi hrdiny sobotu véer,
v ne@li rano a Misto nahae, kdy je Sokovana lhostejnosti kigit druhych. Fznava,
Ze Sillitoe chil praviEpodobré poukazat na problém spoitesti, ktera plodi takové
lidi, ale podle jejiho nadzoru to neobjasnil a tim tava stefh odpornym, jako cely
pribeh.

Snobstvi, ke kterému se Mirandafizmava, souvisi siznanim nalezitosti
k mensSi. Podobné znaky nese prototyp zasadoveé proteséantdinky u¥domuijici si
svou vyvolenost a myslici na dobro celé s{odesti.

PrestoZze Miranda nenavidi Clegga a Pastona izljez jeji vase se rozplyva
v duchu existencialismu a realismu. S Cleggem ne&osouciti, usddomuje si, ze i
kdyZz s nim nechce byt, je zde jisty s@ol osud a je siddoma, Ze oplacetékomu
stejnou minci by ji stafo na jeho Urove. Pastona, v dabpred u¥znénim, obdivuje a
chape, jako ztesreni spravnych hodnot, ale nedokdze ho milovat phno j&k a jeho
sexualni rozvolénost. Clegg i Paston jsou v jistém smyslu obératblé, protoze
u obou se objevuje tendence vladnoutzezpochyhovat jeji ungélecké ambice.

Ve své literatie faktu Fowles pojednavd o svém vztahu ke <pokti,
o socialismu, odmitani industrializace sgolasti, vyZaduje rovnost umni a svobodu
pro literarni i socialni rozmanitost. Zde, na rozal své fikce, sé€tendi otevira, a ten
tak miZze snaze pochopit Fowlesovu osobnost aremgwvsSim v knizeAristos ktera
piedstavuje spisovatelovu soukromou sbirku filosafiabyva se zde tématy, jako je
lidsk&d existence, #h a naboZenstvi, umi a \&da, posedlost peémi, politické
problémy, individualita, vz&lani, svoboda atd. S trochou nadsazky lze krAhigtos
nazvat moderni Bibli, ktera zahrnuje vSechny Foaxtgdlavni myslenky objevujici se
v jeho fikci i literatde faktu, udavajici mozny navod na Zivot. V pre¢asti esejelThe
Treepopisuje suj vztah k otci, ke kterému choval Uctufiegto, Ze byli oba tak rozdilni
— jako Wtve jednoho stromu s¥tujici opa&nym snérem. V druh&asti eseje nazvanou
Seeing Nature Wholge zabyva hlavnvztahem girody aclovéka a néici silou wdy a
viktorianské piimyslové spolénosti. Ve feti ¢asti tohoto eseje Fowles, prochazejici
kolem Wistamnova lesa,igmitd o podstatptirody a nemoznosti jejiho pochopeni
lidmi a zavrSuje jej ohlédnutim se&ma tento les jakoby Zpnohama na zemi.
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Jestlize v esejihe Treezminuje Fowles problematiku odliddvani spolénosti ve
smyslu postupného odldeni se od firody wdeckym gistupem, esefhe Enigma of
Stonehengge dikazem toho, Ze prastdnictvim ¥dy nebude nikdy lidstvo schopné
rozlustit vyznam dchto kamen ani zpisob, jakym byly postaveny. Pokud je tetlye
Tree zaméten na vztah mezilovékem a pirodou, The Enigma of Stonehengéade
duraz v prvnitact na svobodu a tajemstvi.

Na zaw¢r bych chtla uvést Fowleds citat, ktery se tyka jeho optimistického a

velmi proziravého vnimani budoucnosti.

Stat budoucnosti nebude donyslovy stat. Ostaghani byt nenize,
pokud se automatizace dim nezpomali. Stat budoucnosti musi byt
univerzitni stat, v fvodnim smyslu slova univerzita. Bude to stat
systémem, stat, kde vSichni budou moci vyuizitych sluzeb, diky nimz
bude moZné studovat, titp cestovat a ziskdvat zkuSenosti a zazitky. Bude
stat, kde se prvek nahody, rizika #elvapeni zdeni do spoléenského

systému a kde radost nebude i hodnotou.
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