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C O N T E N T S

FOREWORD


The process of thinking is two folded: the linguistically, oriented thinking and the nonoriented, associative one. The first one is the instrument of culture and the tool of the particular development of thinking from individual to social.


According to Külpe, the process of thinking is a kind of “inner action of the will“ whose missing leads inevitably to an “automatic game of representations“. Therefore, when there is no sense of direction “printed“ on thinking our thoughts float randomly, unoriented, towards past and future, moving away from reality. The linguistic form stops from being present, one image is connected to another one, one feeling to another and a strong tendency towards a structure totally different from reality is revealed, a structure which would fulfil one’s own voids, a “should-be“ reality. The material for this reality, for these thoughts can only be the past with its deep-rooted memories, with its fantasies. These become active in day and night dreams, by turning one’s back to reality and releasing the subjective tendencies. When one becomes subjected to fantasy, reality is left behind and a personal flow of ideas takes the lead, hence we deal with a thinking motivated by inner unconscious reasons, building a subjective, personal world, a world driven by the pleasure principle, a world existing in order to fulfil wishes, desires which reality does not allow, desires made from refused, driven back recollections, wishing to be fulfilled in the future.

Day-dreams or fantasies are what a grown up uses to replace the play of  childhood. When we are children we pretend to be and to do whatever pleases our ego. Once having grown up we never cease to play and pretend but we do this at a different level, that is by day-dreaming.

One whose fantasy is rich and active can be either a neurotic or a writer, they both having in common the idea that a happy person never fantasies, only an unsatisfied one, a frustrated one, as a correction applied to reality.


To understand the humans and their manifestations we need to resort to a psychoanalytical study. What is important for us though, is that the psychoanalytical investigation regards art and creativity as something special. Psychoanalysts – and we should mention Freud at first rate – have many studies related to art. We could mention Freud’s study on Jensen’s Gradiva 1907, on DaVinci’s childhood, (1910), or Otto Rank’s study The Artist – 1907, Ernst Jones’ study on Shakespeare’s Hamlet, Melanie Klein’s research on Julien Green, and there were many others.


Undoubtedly, one of the reasons why someone would become an analyst is the fascination the unconscious exerts upon him. Consequently, that person’s interest will be aroused by any element which allows a direct touch of the obscure valleys of the psychic.


The analyst, the same with an artist, is able to perceive unconscious relationships and to bring to light psychical data ignored so far. Of course, an analyst applies a theoretical support on an artistical product, but the result is the same with a creation in case of an artist, as they both bring out new faces of the same diamond. The difference is that the first uses technique and the latter makes use of imagination, but they both need inspiration. One cannot believe that no matter how clumsy an analyst would be, he is not touched by enthusiasm or admiration for the artistic product undergoing the psychoanalytical analysis.


My story goes back to the days when, still a student at  University I had to read John Fowles’ The Magus and I was amazed by what a symbolic puzzle this book could be. Then Jung’s definition of “symbol” sprang to my mind: “the symbol has an extremely complex nature as it is made up of data resulted from all the psychical functions”
.


Since then I have constantly been interested in John Fowles’ books and in what they hide, also being on Freud’s side related to the fact that psychoanalysis is the tool that is aimed at explaining an individual entirely.


My concern is to get to those primary forces which led John Fowles to write his novels, considering that the process of writing is not totally different from dreaming, on the contrary, there are many similarities.


Even from the early ages people believed that dreams help the subject travel to another world and one of the sources that a dream often uses its elements is childhood, while others are subjective stimuli (which give rise to the hypnagogic hallucination, to fantastic visual appearances). Also the subjective forces give rise to day-dreaming, whose result is the literary product. In other words, the one who “dreams” in broad day light is the imaginative writer. The imagination he makes use of is activated by the emotional tension (wishes, life experiences, character, disposition, actually – the whole personality). This emotional tension is motivated by the need gratification process. Gratification of any need helps to determine the character formation.


Of course we must consider the relation between the ego, the id and the superego as it is known that an important fight goes between the ego and the superego on one hand and the ego and the id, on the other, while the superego is moulded on the parents’ superego. Therefore, the individual will fight in order to accomplish the goals imposed by his parents, unconsciously.


When we think of the forceful superego and his general tendency towards perfection, we immediately recall Fowles’s The Aristos, because “aristos” in Greek means “the best in a given situation”. The Atistos is the best example to show that Fowles thought of perfection, of being one of the Few.


We should regard this book with due consideration as the original title was “self-portrait in ideas”, according to the author’s confessions.


Here Fowles introduces the idea of ego ideal, adding that a self-aware individual will always live his life by creating a persona to comply with his superego. If he does not succeed and he is aware of it, there comes neurosis. This is what the reader encounters in The Magus and The Collector: the main character facing anxiety. Once the reader gets familiarized with Fowles’ anxieties he then is to understand the concept of “nemo”. “Nemo is the impossibility of becoming what we dream of; the “nemo” is a lack, and Fowles fights against it through his main characters. His view is that one needs maturity to undergo self-analysis and then to fight against the nemo. Mantissa also is a book about the nemo as Fowles states that it is about the difficulties of attaining personal freedom, in terms of discovering what one is.


To see why John Fowles looks for perfection in his books we should recall his autobiographical book The Tree, where we can see a frustrated father who must have imprinted onto his son this idea of rising above his condition.


But if we speak of the superego we actually speak of unconscious, as this one and the id both act unconsciously, only the ego has a conscious attitude.


How do these unconscious forces come to the surface to find their peace by means of sublimation, by means of art?


When the nervous concentration and the individual’s energetic resources start to fade, the other side of the inner life comes to light. The spiritual involvement in ordinary activities is lowered and the thought leaves itself be invaded by images. We must yet consider that the awake state and the delirious state are sides of the same spiritual life, but with a different emotional tone and rhythm.


It is the need for balance and inward satisfactions which determines, the refuge in the dream world for those who have suffered a defeat. The retreat in the dream world represents a consolation which the individual gives himself after an unsuccessful action. They thus take back what reality refused to give them and they do this through a liberty of thought.


People rejected by the nearby reality, impractical clumsy human beings, use day-dreaming to plunge into a satisfying world. The day dream represents a blend between a delirious mechanism unfolded spontaneously and a conscious intrusion, both acting simultaneously.


However, a day dream differs from a night dream in that the real life events, memories, blurred desires organize themselves in structures which are consciously guided by the wakeful dreamer. What is important though is that this conscious guidance is almost zero right after waking.


The feelings that urge day dreams to occur can be lack of satisfaction, desire for revenge, driven-back erotism, a desire for self-assertion. The impossibility of taking action in real life determines the subject to do so in a day-dream, and if the dream is transferred on an adequate plan of the consciousness, it becomes a form of creation. The day dream is part of the subject’s idealized self. Among the factors that stimulate an artist’s productivity or the quality of his work may be the pain of loss but also the relations of the superego and the ego ideal, and the imaginative writing is the land where the pleasure principle, subjugated by reality principle daily, finds a region where it can operate freely.


If we question whether inspiration can also be induced, the answer is positive; it can be induced by the use of drugs and alcohol. However, studies have shown that creations brought to light in a time of constant drug or alcohol use are not different from those “shaped” in a “clear” period of time, as it is the neurotic psychic which always acts. In respect to this, Baudelaire considers that if someone is not gifted, there is no use taking drugs or drinking alcohol, imagination will not work in a poor spirit.


We should now ask ourselves how much of Fowles’s books is conscious intrusion and how much is unconscious drive in order to fill a void, how much is imagination that is driven by the superego and by the ego ideal and how much is imagination induced by alcohol and drugs. The answer lies within the paper.


Speaking about the process of writing, Fowles’s opinion is that while you can control what you choose to write about to a certain degree, there is always a childlike attitude underneath, which gives you the feeling you do not know where you are going. What he meant actually, is that books are not planned. Nevertheless, at a closer look one can notice recurrent patterns his books are concerned with: “dead parents – orphan children”, “collecting things”, “the double”, “the letter M”, “the island”, “the journey”, “the forest”, “the water”.


To consider the obsessive structural features of an author is part of a  psychoanalytical study, but also a part of it is psychologists’ point of view that all the characters in a novelist’s work are nothing but different aspects of his personality. Therefore we shall then go further with our study and see if Fowles’s characters are all different fragments of his ego. We shall label them as extrovert-introvert type focused mainly on sensation, thinking, feeling or intuition to later compare them with Fowles himself, with the image we could sketch helped by his interviews.


When we have reached the end of the study we should be able to draw a portrait of the man John Fowles and of the novelist John Fowles; if we bear in mind that all his novels whisper the same idea, the same wish of self-actualization, we shall then see which are the characteristics of a self-actualized individual and if John Fowles succeeded in fulfilling his dream

 in real life or at least on the fiction land.

I

DREAM, REALITY AND LITERATURE

· Literature – a product of the unconscious, a result of a dream-like process 

· The need gratification theory – the bedrock that motivates an individual to create

· The perfection need gratification in John Fowles’s work
Dream, reality and literature

I.    Literature – a product of the unconscious, a result of a dream-like process 

In one of his diary page dated April 4th, 1933, Julien Green was writing that in all his books the idea of fear or any kind of strong emotion seems to be related in a strange way, to a ladder. He said he noticed that one day while he was skimming through the novels he had written … and he wondered how he could have iterated this effect so many times without having noticed
. It is not often that writers come to be aware of the recurrent patterns in their creation which are a living and breathing part of the author’s inner and unconscious torments. Should they stop at a certain point, go backwards and read their own novels after some time, some would probably notice that no matter the plot or the characters, they all bear a specific resemblance. From this point on, we should consider different types of reactions: some would probably say – “this is what I intended to be” thus pretending and trying to lie to themselves, ignoring the unconscious drives, while others would be purely astonished to acknowledge the power within and they would start to question over the persistent traits:  “why and how did this happen?” This is the moment when we should call Freud on the stage as he considers that psychoanalysis does not apply strictly to psychical disorders, it is yet used in finding solutions for torments within art, religion and philosophy
.


Applying psychoanalysis to literature out of the need to explain and understand the drives that led to the frequent pattern and to outline the writer’s psychological portrait, has never been welcomed by critics and not even by religion. However, people rejecting the ideas  that – as far as art is concerned – no creation is fully conscious and that there are images which can always be related to what an individual believes and also to the traces from childhood, have this attitude out of indignation regarding the power of the narcissic wound. They refuse to admit flaws in their character or frustrations of their self. The psychoanalytical vision of the world is full of skepticism. Human nature will never be cured, changed, modified. 

Nevertheless, I might say, we should try and understand it, in order to answer each case properly; how can we “interpret” or “decode” a novel if we do not get to the seed that generated the plant and come to see its characteristics, so that we could, from that point on, take proper care of the plant and place it where exactly it belongs? Freud openly stated that psychoanalysis is the tool that is aimed at explaining an individual entirely. “It is inconceivable that one should ignore the function of the psychological elements when it comes to human’s reactions […]. These elements determine all people’s actions, as humans can only react with their self preservation instinct, with their aggresivity, with their thirst for love, with their need to look for pleasure and get away from troubles”
. Generally speaking, the most popular artistic creations seem to have been guided by an inner urge to overcome the evil, the difficulty, the pain, in order to heal wounds, to mend broken spirits, to narrow gaps, processes which – psychoanalytically speaking lead to a state of completion, of self-sufficiency by mastering the dark sides. Sigmund Freud places the work of art within a special field. He considers that this is an uncertain ground because of the form given probably consciously or not to a work of art, and thus this area cannot be subdued to psychoanalysis, considering as a revolving point that of sublimation. Sublimation represents a change in the nature of drive (which is de-sexualized) and a change of purpose. These changes allow the drive to get to the surface and manifest itself, becoming thus useful.


Therefore, a work of art or a literary one is considered closed, opaque, because of the sublimation process, as discovering the basic drives that underwent it does not tell us which are the forces responsible for sublimation to give such results and not others.


What is important to be mentioned here, though, is that this paper is aimed at getting those primary forces which led John Fowles to write his novels and it does not focus on the circumstances that made these forces have him create such kind of books. We do not question why these drives were embodied as such. Probably this was the only way they could release pleasure for their master. Therefore this thesis is interested in “what” forces not in “why” they came to the surface as such.


Undoubtedly one of the reasons that leads someone to become analytical is the fascination he/she feels for the unconscious. The bedrock for his action is Sigmund Freud’s “The Interpretation of Dreams”, as only dreams allow us face the unconscious. A dream is considered to be “the royal path towards the unconscious” Freud himself considered poets and novelists to be mediators between the unconscious and us. He states that poets and novelists are precious allies as they have a lot of knowledge about the soul, and they, in their turn responded positively confirming Freud’s beliefs. They understood the significance of the dream, its function and value as a revealing force of the deepest psychical strata.


Moreover, I feel bound to say that it is even Fowles himself who acknowledges the connection between dream and a literary work, between these two and the unconscious: “I think probably deep down it’s not up to chance, because the unconscious is such a large part of every artist…”
. He enjoys his imagination and that is why he states: “I can always lie in the darkness and let my imagination run riot … The period when I’m going to sleep and the dream is taking over I usually use for working on stuff I’m already writing about; … The French Lieutenant’s Woman started in this way, I saw this woman standing on the end of a quay looking out the sea. It was one of these hypno… hypno…waking up things”. He then adds “Hypnopompic: between sleeping and waking. Hypnopompic.”
.

For an artist, to create means to re-discover a segment belonging to everybody’s inner world, a segment which is virtually present. The discharging process is an element that gives pleasure. Nevertheless, we should mention that to please one of the deepest forces inside one can be either in a state of dreaming (at night) or he can simply “hallucinate” while he is awake, that is he can imagine things, he can day-dream or phantasize in a perfectly awake state; however, he should reach a certain state in order to come at peace with censorship, one way or another. We talk here about the driven-back feelings or attitudes that contradict the reality principle, and they fight censorship, supported by the pleasure principle until they find a way to get released. The stimulating factor for all this is the desire. The content of a dream is represented by the wish fulfillment, which is “materialized” as a hallucinatory psychical manifestation. There are, according to Freud, two types of wishes which try to find their fulfillment by means of day-dreaming: erotic and ambitious wishes. “I wish I would sail” is the desire for example; “I’m sailing” is the dream-content. Therefore what happens is that a thought (an idea) is turned into an event.


Even from the early ages people believed that dreams help the subject travel to another world. In 1855, Jessen considered that a dream content depends on the subject’s age, gender, cultural and social background; while the philosopher I.G.Maas argued that we often dream things related to our most ardent wishes; he further admitted that all our lust and all our disappointment that is all latent in out “heart” can, on condition they are stirred, raise a dream represented as such, borrowing though images and elements from the real world. One of the sources that dream often uses its elements is childhood. Thus it is not only Freud who considered this. In 1875, F.W. Hildebrandt stated that it had been absolutely admitted that a dream sometimes represents as loyal as possible events long ago forgotten. Others, on the other hand consider that a dream only makes use of impressions which have recently been lived. There is, however, another category which considers that impressions can only appear within a dream only if they have been strongly repressed. In case of novelists and poets I believe we should speak of repressed impressions and archetypal symbols that make up a day-dream. The repressed impressions are the generating force and the archetypal symbols are the  material used as such.


Other elements responsible for generating dreams are the subjective (sense) stimuli, which unlike the objective ones are not related to the outer experience. The main proof of the dreams generating power that is given by the sense stimuli is the existence of the hypnagogic hallucination, described by Johan Müller as “fantastic visual appearances”. These are quite vivid and changing images that are produced often enough in individuals before falling asleep, and they can also reappear in the moment of waking up and persist for some instances after eyes have been opened. Maury discovered that for this to happen the subject needs a certain psychical passivity, so that this could happen a relaxed awareness. A second is enough if one slips into this state and this hypnagogic hallucination comes up. The auditory hallucination (words, names) can also come up within a hypnagogic hallucination to repeat itself afterwards, within a dream. Freud situates himself beside those who consider that a dream (night dream) “hallucinates”, in other words it replaces thoughts with hallucinations.


Some characteristics of these hallucinations or dreams should be considered:

· when the subject gets asleep he gives up the voluntary coordination of his representation. The dream becomes rambling and it makes the most conflicting ideas meet, admitting situations which are impossible in real environment. Lemoine states that the rambling images represent the main feature of a dream and people from Cicero to Maury and from Hegel to Dugas have all denied any coherence of images within a dream:

“Le rêve, c’est l’anarchie psychique, affective et mentale, c’est le jeu des fonctions livrées a elles-mêmes et s’exerçant sans contrôle et sans but; dans le rêve l’esprit est un automate spirituel”
. A dream is a safe-check escape  as dreams always heal and relax. Dream impulses come directly from the spirit who, overloaded, tries to set itself free.


The idea of rambling images and thoughts is also met when we refer to the non-oriented type of thinking (as opposed to the oriented thinking which is rational, realistic and aimed at communicating logically with peers).


The non-oriented type of thinking lacks the superior representation and the idea of direction. We do not force our thoughts to follow a certain attitude; on the contrary, we let them float, get low or high according to their own weight. According to Külpe, the process of thinking is a sort of “inner action of the will” which in case it lacks, we unavoidably reach an “automatic game of representations”
. William James considers that this “purely associative” thinking is usual and it is represented by series of images that call one another within a sort of passive dreaming, getting farther and farther from reality in phantasizing about past and future. Nothing looks like reality any more but it gets the shapes of a hypothetical universe, the universe we wish for. A common name for this process is day-dreaming. Jung believes that there aren’t many differences between the oriented, logical thinking and the non-oriented, creative one, called day-dreaming. The first one strives for communication with linguistic elements, it requires effort and it is tiresome. The second, yet, unfolds itself easily, spontaneously, with already existent elements driven by unconscious reasons. The first one tries to act upon reality, the second one turns its back to reality, setting the subjective forces free. One only needs a slight bound to let attention get loose, some exhaustion in order to cut the psychological ever adjusting feeling related to reality, and there comes day dreaming. We get distance from a theme and let flow of ideas and images. The more self-awareness falls asleep, the more phantasy comes into action.


The problem that would rise now concerns the nature of images that day-dreaming makes use of. There are two important trends: it is Freud’s one who considers that day-dreaming relies entirely on images dated back to childhood while C.G.Jung’s opinion is that the unconscious principles of dreams and fantasies are only apparently infantile remains. Jung believes that in day-dreaming we deal with primitive forms of thinking, archaic ones, based on instincts, and consequently he relates all this to myth. I would situate myself on Freud’s side considering that phantasies coming out to surface go back to a child’s inner life and to the way he received the impact with the real world in the process of growing older. However, the images that day-dreaming makes use of may be cultural symbols and they may be archaic images with different symbols, in other words - experiences from childhood lay prints on the individual’s psychic, and they, being repressed, try to get to the surface using images and symbols from the collective unconscious, images common to all people, inherently. The decoding of these images will somehow follow later within this paper. At present we shall focus on the process of day-dreaming as a main part of creative-writing and thus we shall bring into light Freud’s point of view about creative writers and day-dreaming.


In his article from 1908 he considers the first traces of imaginative activity in childhood, comparing a child’s activity at play with a creative writer in that they both “play” and create worlds of their own by merely rearranging reality and data in a system that would meet their inner requirements. Both the child and the writer take the world they create very seriously. Freud considers that an adult will never give up things and thoughts that pleased him once and thus he exchanges building sand castles with “castles in the air”
; instead of playing, the adult starts phantasizing. The difference between them is that a child is not ashamed of his play and he does not hide it in front of the grown-ups while an adult is much more aware of his play, and he tries to conceal his activity from the intruder’s eye. Why would an adult hide the idea of his kind of creation? From his peers studies have shown that for one to day-dream he needs to long for things or states that bring him happiness, things which, for some reason or another are out of reach. To put it differently, “a happy person never phantasies, only an unsatisfied one. The basic forces of phantasies are unsatisfied wishes, and every single phantasy is the fulfillment of a wish, a correction of  unsatisfying reality”
. An adult does not want to admit his frustrations and thus he hides his phantasies. According to Freud there are two types of wishes that an adult longs for accomplishment - either ambitious or erotic wishes, which more or less get along together.


There is, however, a certain extent to which we can consider these phantasies as normal; if they become over-luxuriant and over-powerful then the premises for neurosis or psychosis are set. The one who dreams in “broad day light”
 is the imaginative writer, and even though we might admit he makes use of myths and legends in the process of dreaming, we can still speak of independence and unconscious when we refer to the process of selecting the material and to the changes which are brought, so that the final structure should please the creator, the master’s wishes being thus fulfilled . 

Related to this I feel bound to introduce here the scientific view over the process of imagination: Imagination is seen as a complex cognitive process which elaborates new images and projects prior experienced data by merely combining and processing them. Imagination interacts with memory, reason and language. As  a matter of fact imagination relies entirely on memory which is a spring of images for the combinations performed in the process of the imagining things. Also, if reason guides the individual towards knowledge and understanding of the essential things from the existent reality or from the hypothetically possible but logical environment, it is imagination the one that endlessly explores the would-be facts of life, the future and the unknown. Reason is the one that guides imagination and the latter one, in its turn gives hypothesis and strategies of reaching a solution. All this happens by means of language. Imagination is activated by the emotional tension, which implies wishes, profound life experiences, character, disposition, in a word – the whole personality. Thus the product of imagination expresses one’s personality. Images combine and give rise to imaginative products if they are supported by the emotional and motivational elements. 

Anyone who finds himself in a state of relaxation tends to let his thoughts go rambling. Starting from what he sees or from the idea that is vivid in his memory, he starts to unfold, mentally, an endless chain of images and ideas fed by wishes and expectations. Day-dreaming is a sort of mental experiment regarding wish-fulfillment and it can be, somehow a certain fiction-like satisfaction. Sometimes day-dreaming is recommended as a stimulus for creativity. We are interested here in creative imagination, which is stimulated and supported by creative reasons and attitudes: a special interest for new, a need for self-achievement, a trust in one’s own possibilities, curiosity, routine rejection, a bound for adventure, a certain sense of value, an “inner need for raise both socially and professionally”.

II.   The need gratification theory – the bedrock that motivates an individual to create

Related to personality, creative people are those who have a non-conformist  attitude (epistemic and pragmatic). It is not enough though to have the ability if one does not have the motivation and the required attitude. Ability itself is not enough, as one could be intelligent enough but he/she may lack motivation. The bedrock of any motivation and attitude is the basic need gratification theory.


The chief principle organization in human motivational life is the hierarchy of less or greater priority or potency regarding the basic needs. When they are not satisfied, the psychological needs dominate the organism, pressing all capacities to work. If relative gratifications occurs, then the next higher set of needs in the hierarchy start to dominate, and thus organize the personality; thus for example hunger obsessions turn into safety obsession. It then happens all the same with the other set of needs like love, esteem, self-actualization. Even higher needs may occur after voluntary or forced deprivation, renunciation, suppression of basic needs and gratifications such as sublimation, ascetism, rejection, discipline, isolation, etc. The need is gratified when we experience the lack. When the need is gratified the organism is released to seek for love, independence, respect.


Gratification of any need (basic not neurotic), helps to determine the character formation. Moreover, any true need gratification tends toward improvement and strong development of the individual. Therefore, any need gratification is a healthy process, away from neurosis. Inversely, need frustration brings hostility, as opposed to friendliness in an individual. Many traits characteristic of the healthy adult are positive consequences of childhood gratification of the love needs such as the ability to withstand lack of love, ability to love without giving up autonomy, ability to allow independence to the loved one… On the contrary, to teach a child to go seeking in all directions for affection and to have a constant craving for it is partially to deny him love, while if we love him well we produce a reduction of the strength of love need through later life.


When we refer to the safety needs we must mention fear, dread, anxiety, nervousness for which gratification brings lack of anxiety, lack of nervousness, confidence in the future, assurance, security.


What happens though after gratification has been performed? Immediately after satiation the organism allows itself to give up pressure, tension, necessity, in order to loaf, to relax, to be passive, to play and have fun, to notice what is of no importance, to be casual and aimless, to be unmotivated. What is important to bear in mind is that need gratification allows the emergence of unmotivated behavior.


The creation of art for instance, may be relatively motivated when it seeks to communicate, to arouse emotion, or it may be relatively unmotivated when it is expressive rather than communicative. Here we must mention the aestethic experience which is unmotivated. Also the mystic experience, the experience of delight and wonder, of mystery, of admiration, are all rich experiences of the same passive, aesthetic sort. People who prove their creativeness are less inhibited, less constricted, less bound, in a word – less enculturated. Positively speaking these individuals are more spontaneous, more natural, more human, they care less about clichés, about conversations and yet they can hardly be called rebels. They perform the process of sublimation in order to “produce” art.

 The creative writer we are interested in will therefore speak about his torments because early in his childhood his ego-ideal was enculturated, he was forced to fit into patterns, but also because he cannot cope with his needs frustration anymore and he has to gratify them somehow. He thus gratifies his needs by sublimation in art because he was “taught” to do so within the environment he comes from. He is motivated to create and communicate his ideas to the people (readers in our case) in order to obtain recognition and fame and he needs to express himself in order to come at peace with the “black” forces within. I might say though that both activities are motivated but by different drives.

 When we intend to perform the writer’s “anamnesis” – if I dare use this word – we  should first sense and presume what we really look for but above all we should have information about the psychical general activity. No matter how complex human symptomatology can be, the basic mechanisms that are responsible are only a few and they are always the same. For example, any psychically healthy adult is the subject of the castration complex traits, be it sometimes only in dreams. Currently speaking when we say castration we understand the cut from the sexual needs and the accompanying behaviour. Psychoanalytically, by castration we understand “frustration from the hedonistic possibilities”, that is a frustration from any possibility of seeking pleasure. Another conflict that could be considered a corner stone in the individual’s psychical development is the oedipian conflict which marks the subject for life according to the way he/she takes action against it.

We’ve mentioned earlier that an individual creates for a need gratification, he/she creates in order to fill a void, to gratify a need. “Where do these needs come from”, “when” and “how” are questions that need an answer in order to see actually what is the drive that makes one write or create and how all that happens, and this is all related to the three psychical entities – the ego, the id, the superego (ego ideal).

· The id is a blind drive spring, which strives to find a way; it is also called the great reservoir of the libido, of the drive energy, it is that side of personality responsible for all the unconscious forces. Freud considers this area a chaos. He states that it is filled with an energy coming from the drives but it lacks organization and it doesn’t promote a general will.

· The ego is the headquarters of both conscious satisfactions and insatisfactions, it is the limited, the organized, the coherent and aware nucleus of the personality. By means of the ego the id gets in touch with reality and with the outer world. The ego is first a sort of a buffer between the id and the world and then, starting with the age of 6-7 years old – between the id and the superego.

· The superego is a kind of master formed by the allowed and forbidden experiences integrated the way they were lived in the early years. As a center for an inhibiting force which acts blindly, the superego is unable to act by itself over eight years of age even though all the given circumstances change the outer world requirement.

The id and the superego both act unconsciously while the ego is only partially conscious.

The superego assimilates the forbidden ideas from the outer world in order to avoid disappointments, but once formed, the superego is rigid. Thanks to it, the drives are spontaneously restrained, even before becoming conscious. We can now speak of the process of repression.

The superego is the one that enables the inner forces to get free and come to manifest themselves even though they had been repressed; and this happens by means of sublimation, which is the course the libido takes in social accepted activities or in those stimulated by the outer world. If the sublimation is performed with the help of the superego, the ego is quiet, effortless and avoids the permanent process of cutting down pleasures, if the process of sublimation is not enough for a release or if the ego is quite violent, we face neurosis.


Sublimation is important both for the individual and for society. By sublimation we understand the change of pre-genital impulses into nonsexual attitudes. In this light, for example, in Freudian terms stinginess is the sublimation of an anal-erotic pleasure, referring to the retention of the excrements; the pleasure to paint is taken for the pleasure to play with excrements; the sadistic impulses can usually manifest themselves in doctors practicing surgery or in executive positions; the wish to create something is partly due to the desexualized desire of having a child from one’s own parent, partly as an expression of narcissism. Therefore, whenever an individual considers he has the most sublime feelings, the most noble activities (such as art) he undoubtedly serves his masters, the instincts. Any psychical phenomenon is determined in many ways by different things, not only with a sexual nature – is Horney’s opinion who partially disagrees with Freud in considering all the forces that determine character and behaviour as being of a sexual nature. She nevertheless lays great stress on childhood experiences and the child’s power to adjust in the world.


All his life man tends to gratify his needs governed by the pleasure principle which all the time is contradicted by the reality principle K. Horney considers that we should also consider safety and satisfaction principle as people can, in the end give up food, money, consideration, affection – if necessary, but they could not give up the feeling of safety; actually it is all the above mentioned that would bring this feeling back and keep it; besides, an important factor is the human specific relationship that the child has to cope with in the process of his upbringing. Those who are severely affected by existing difficulties especially during childhood, are the ones who suffer from neurosis. There may be difficulties in the child-parent relationship, or differences regarding parents’ preferential attitudes towards their children.


An individual must, in the end, reach perfection in order to meet the demands of the superego and to avoid punishment and guilt. All the needs gratification level is imposed by the superego; it is the one which determines to what extent the need is gratified and it also establishes the level of expectations for considering the need satisfied.


What is important though is that, according to Freud, the superego is destructive, generating anxiety and a feeling of guilt. Consequently, the neurotic need for perfection is considered to be a consequence of the tyrannical power of the Superego. The individual must attain perfection “volens nolens” in order to meet the demand of the Superego. As a result, an individual striving for perfection tortures himself, that is he suffocates himself with restrictions. Karen Horney goes even further than Freud and she considers that when someone is eager to achieve something but he meets barricades inside him, he is bound to reach the reason for the barricade and he tries to pull it down. A sane person will do so whereas a neurotic will never be aware of this “trip”, he will never look for the reason that blocks the way, and what is more, he will start to blame himself without looking for a solution. Actually he will blame himself for the incapacity of overcoming the hindrance on the way of achieving his goal. Horney’s opinion is that superego is not to be taken for the force responsible for the perfection need, but for the need of a seeking perfection.


These individuals show strong propensity towards being independent. It is more of an independence generated by defiance and thus it is just pretended. The real thing is that they are extremely dependent on others, of course in their own ways. Their feelings, thoughts and actions are caused by what they believe people expect from them, no matter if they respond such expectations by obeying or defying. They also consider other people’s opinion about them; they think it is a must that their infallibility be acknowledged. If they speak about the need of perfection it is actually a need to look perfect in their own eyes. This characteristic is usually manifested as a need to be omniscient.


To a certain extent anyone living within an organized community must keep up some appearance and each of us is aware of the behavioural rules. Also, to some extent we are all dependent on others’ opinion. What happens yet with a neurotic is that all his life is a façade. It simply does not matter what one wishes, likes, what he dislikes or values; the only thing that matters is to meet the demands in society and fulfill the duty.


The obligation to be perfect can refer to anything that is appreciated in a given society: order, tidiness, punctuality, conscientiousness, efficiency, intellectual or artistic achievements, logical judgment, generosity, tolerance, selflessness. The type of perfection a subject focuses on is related or depends on different elements: individual’s own capacity, people or qualities that impressed him favourably in the course of his childhood, flaws he faced during childhood and which determined him to seek perfection, his real ability to make himself conspicuous, the type of anxiety against which he had to fight and protect himself by the need to be perfect. The Superego’s interdictions are some remains of the parental taboos. The child is forced to comply with the parents’ wishes. He will therefore lose his personal initiative ability, he will not have goals of his own or a judgment that would be representative for him. He will nevertheless try to avoid and escape this situation by narcissism or masochism or perfectionism.


The history of a subject with clear perfectionist features shows that he had parents who played a very important part in his life, who exerted their authority over the child, with respect to behaviour or autocratic personal regime. It is highly probable that the child suffered from unjust treatment which, even though not excessively performed, it generated resentment and indignation within the child. The standards that he possesses at a certain moment tell him what to wish, what is fair or unfair and this is why he actually – in a false way – believes he has a strong character. By adhering to his parents’ standard he gets a superiority feeling. Thus he feels the urge to tell others how silly or valueless or woeful they are so that they would feel like a social waste. This kind of individual gets the right to look down to everybody and consequently to cause others the same troubles his parents caused  him. He becomes anxious because inwardly he feels a need of revolt against everything people expect from him. Thus he will be tormented by a double action: the urge to do what he has to on one side and the disgust against work, on the other as a result the subject becomes anxious regarding a failure, which is actually the fear of being unmasked, and this leads him to a motto “nobody likes me the way I am”. This brings exclusivism and alienation. This type of subject has adopted his standards under a pressure of fear and for the sake of peacefulness; however, inwardly he is in a permanent fight and hostility.


Melanie Klein considers that the cornerstone for a creative activity and sublimation is depression and the feeling of guilt related to this. By means of creation the individual can satisfy his standards without any efforts, creating a satisfaction refused by reality and helping  thus to maintain the illusion regarding his image, the illusion of being omnipotent. From all these opinions we can see that it is art thus which acts as a conciliator between the pleasure principle and the reality principle, by creating a mask, a persona in which the creator acts according to the superego rules. Any work of art is a portrait of the artist, is Wilde’s opinion. The truth is that a work of art is the reservoir of  the whole psychical constellation.


The psychoanalysis of a work of art is always criticized because of the multiple interpretation of a written text which cannot be compared with the process of psychoanalyzing an individual, a living true self, not a “paperman” – the author, as all we have from him, all his ideas and words and manifestations are nothing but written words. However, this type of analysis of a work of art is somehow similar to a psychoanalytical treatment which focuses on the traumatic, often repressed elements and intends to bring out the instinctual conflict.


As a result, an art psychoanalyst will look for pathogenic elements within the artistic product and this is how he will try to explain why some images are recurrent and more frequent than others, to elucidate certain symbols and to find a relation between the pathologic aspects of the author’s personality and the content of the work. A work of art can be analyzed for itself, no matter the author’s biographical data, as the work of art is seen as a subjective product of the unconscious, not of the objective biographical ones, as the creative impulse is contemporary to a depressive state and it comes from the need to regain the lost object. When the subject becomes aware of both the positive and the negative sides within, he will feel guilty and thus he will try to “mend” the bad, the dark side, a process which is ordered by the Superego.


The creative act (performance) may have either the function of “mending” the object or the one of mending the subject himself and in this case the subject evades the feeling of guilt (by object we understand the one invested with love by the subject); what we actually speak of is reaching maturity by means of a creative activity going through a lot of sublimated instinctual discharges; it is all linked to correcting all the flaws of their maturity process in order to reach the full narcissistic stage (when the subject is satisfied and even in love with himself and his state). All this is performed irrespective of any real outer help. On a certain level the creator does not expect anything from anybody and he gets full autonomy only in the world of creative activities only.


By means of creation an artist comes to give himself plenarity, an enviable plenarity in front of the audience or in front of his readers. Freud showed that the admiration an artist feels is related to the possibility that his creation could offer an unpunished joy for his own phantasies, getting thus released from a certain pressure.

III.   The perfection need gratification in John Fowles’s work


When we relate all the above to John Fowles and his creation, the first book that would be suitable for a discussion – according  to my opinion – is The Aristos. This is because “aristos” in Greek means “the best in a given situation” and we have just spoken about the perfection need gratification and about superego and being omnipotent. The Aristos is the best example to show that Fowles thought of perfection, of being “elected”, of being one of the Few. It is the book in which we meet his thoughts, his opinions, his concepts which will also be perceived – but in a veiled manner – in his novels.


Written after he had already published The Collector and after he had written The Magus, The Aristos comes as a recognition of the frustrations he had sublimated in his novels. He clarifies to himself the ideas about life and world, therefore we could say he reaches a maturity in reasoning, in seeing life and world. He had “handicrafted” himself an image through those novels, a persona that now, with The Aristos he may either enforce or destroy it.


In the foreword to the above mentioned book (which – to be honest cannot be called a novel as it is not) he states that his main goal for The Aristos was to keep the individual’s freedom, against all the pressures threatening this century. He is – most of all – against the idea of labeling people according to what they do or say. For one reason he doesn’t want to be labeled as a novelist, to be considered for his ability of writing novels, other sides of his personality being ignored. He thus wants to be taken for the individual John Fowles, not for the one who produces novels. He wants to be considered for his feelings, for his ideas, for his way of being, not for the best-sellers called The Collector or The Magus. He somehow is not fair as,  after he had veiled himself in order to fulfill his wishes and to come at peace with his frustrations by means of novels, he now discloses and invites the reader to be himself and to utter his own opinion, to be fearless and state whatever beliefs he/she has. He admits to be a heraclitean in the way he perceives the world and the people, however he does not totally agree with this idea. He is able to see flaws in each human as “errare humanum est”. And if one makes mistakes – Fowles considers – it is environment, society, background to be blamed. This is what he meant in The Collector.


My opinion is that we should regard The Aristos with due consideration as Fowles himself confesses the original title had been “Self-portrait in ideas”, considering that this title would have expressed best what the book is about.


In The Aristos Fowles expresses his own point of view over problems as “isolation”, “anxiety”, “happiness and envy”, “ego” and “existentialism”, “pleasure”, “art”, “inner education” and many others. What is interesting to notice is that the same important ideas uttered in this book, come to surface – at a close  reading – in his novels as well.


Stereotypes get people isolated by imprinting masks upon our faces, determining us to take distance from our real self. We all live in two words: a world of absolutism, revolving around man and the tough world of relativity and it is the relativity reality that frightens us, isolating and exhausting us. This is best exemplified in The Magus where things are forced a little and the reader experiences even a three layer world which finally torments the main character – Nicholas Urfe. The more people and society generally try to interfere watching over an individual, the less useful that individual becomes and the more estranged, the more stranded. The individual’s behaviour is the result of society, of cultural and social patterns. Nicholas Urfe is such an example: he adopts parents’ required behaviour and he behaves as he should, as the son of the brigadier Urfe, but at a certain moment he adopts a double attitude: in society he behaved as required, while secretly he joined the group “Les homes revolteés” where - sharing existentialist ideas he could manifest himself totally. This was a way of releasing the driven back attitude. He sought a way to release the pressure of being enculturated and he did so. This is why, when his parents die, that is when the force imprinting social patterns upon him disappears, he says “After a sudden shock, I felt released”. Fowles speaks of acknowledging (to a certain extent) the type of person each of us wants to become, introducing somehow the idea of ego ideal. He proclaims that each of us should know where he/she has to reach, what kind of inner development he/she strives for. He states:  “our stereotyping societies force us to feel more alone. They stamp masks on us and isolate our real selves. We all live in two worlds: the old comfortable man-centered world of absolutes and the harsh real world of relatives. The latter, the relativity reality, terrifies us; and isolates and dwarfs us all. Greater social concern may paradoxically increase this isolation”
. And this terror is seen as anxiety.


When he chooses to speak about anxiety, Fowles admits there are more types that could be discussed. He first defines anxieties: “An anxiety is a lack that causes pain; a game is a lack that causes pleasure”
. He might thus suggest the main reason he wrote novels. He played games. We should not forget that The Aristos is neighbour, in time, to The Collector and The Magus, his best novels, his most expressive ones – to my opinion. An anxiety is the bedrock for art, using sublimation as a tool, in order to get a compensation in an imagined world for something that is missing in a real one: “Anxieties are tensions between a pole in our real life and a counter pole in the life we imagine we would like to lead”
. There are many anxieties an individual might have and sometimes one only needs one to change his whole life and behaviour, to become a permanently frustrated person. Among them there are those that define an individual socially: “Am I the person I want to be? Am I the person other (my employers, my family, my friends) want me to be?… Am I doing the right work?”. No matter what one should say, no matter the mask he/she wears, we all want, or at least wish, to attain a better position and let others be satisfied with the persona we created. A self-aware individual will always live his life by creating a persona to comply with his superego. Of course the level of expectations could be high or low, a persona could be more or less complex, related to the social background the person comes from and goes into. If one does not succeed and he is aware of it, there comes neurosis. As a matter of  fact this is what the reader encounters in “The Magus” and in “The Collector”: the main character facing or fighting against the anxiety Fowles utters in his chapter in “The Aristos”, with the difference that in “The Magus” Nicholas Urfe succeeds in reaching individuation, in getting to know himself the way he is and also to master his inner forces in order to create a “perfect” – if we could say so – persona – a complete well-rounded man, while in “The Collector” Frederick Clegg will only try to “tailor” himself a persona (he is always interested in the way people consider him) without acknowledging why and how he does that. He will never be able to tame his inner forces which he will let lose inside the little house where Miranda dies. When he goes out he will wear the mask so that nobody knows what his dark mind is bound to do. And all this happens because Frederick, unlike Urfe, cannot acknowledge “the point of fulcrum”: “There comes a time in each life like a point of fulcrum. At that time you must accept yourself. It is what you are and always will be”
 – tells Conchis to Nicholas, while the latter one asks: “What happens if one doesn’t recognize the point of fulcrum?”
.


Should we go back to the anxiety of creating our own persona (the social mask we display and which must conform to the norms of superego – that is of parents) we could bring forth Jacques Lacan’s opinion, that we are beings who are looked at, in the spectacle of the world. The spectacle of the world appears to us as all-seeing. However, the world is all-seeing but it is not exhibitionistic – it does not provoke our “gaze”. At this point we feel the need to mention that “gaze” is a term used to show the symbolism of what we find on the horizon and it is related to the lack that constitutes castration anxiety, the gaze implies the existence of others as when the gaze is involved the subject tries to adapt himself to it.


For example, if we take a painter and his painting, the painter knows that his morality, his search, his quest, his practice, is that he should sustain and vary the selection of a certain kind of gaze.


The function of picture, in relation to the person who is offered the painting – is tied to the gaze. The painter wishes to be looked at. He gives something for the eye to feed on, but he invites the person to whom this picture is presented, to lay down his gaze and see beyond, as what we look at is never what we wish to see. The gaze is related to desire. The gaze represents the ability one has to see what he or she actually desires, what he or she lacks, and by means of catharsis he solves the frustration, by transference.


Going back to Fowles’ novels, Frederick’s anxieties of “social position, of class, of birth, of money, of status in society”
 and “the anxiety of not being loved by others”
 or the guilt springing from “the anxiety of inability to love and help others”
 are all to be encountered openly, in Fowles’ book of thoughts, The Aristos.

Once the reader gets familiarized with Fowles’ anxieties he then is to understand the concept of “nemo”. First he mentions the Freudian concepts of superego, ego and id so that he could then introduce a forth concept, that of an anti-ego, the concept of “nobodiness”, the “nemo”. He considers this “nemo” to be a psychical human force, a negative one. Whereas the superego, the ego and the id seem to be favourable to the individual, the “nemo” is against it. The “nemo” becomes powerful when we blame society or education or the economical situation for what we cannot be according to the rules they impose. The “Nemo” is the impossibility of becoming what we dream of. When Fowles speaks of “nemo” he says that we are all failures and we all die. He is very pessimistic. He says nobody wants to be “a nobody” which is true. It is important, however, what we do and how we fight in order not to become a “nobody”, a “failure”. He considers all humans to be dwarfs, small creatures feeling the void inside. This is why he fights, in most of his books, to face this “nemo” and make it surrender. Should we infere from the texts, we could see that what follows is an explanation for some of his novels; it is why he conceived them the way he did, beyond the unconscious drive. 

We can see, acknowledged here, the same concepts his novels breathe out. He states that  there are two ways to fight against this “nemo”: by conforming to the norm or by a state of conflict. You can read this underneath The French Lieutenant’s Woman, The Magus, The Collector, which all deal with norm and revolt. The problem that comes here is that from Fowles’s point of view, the one who respects the rules of the society he lives in should use all his power, all the symbols of success in order to show that he is different. He should build a unique persona as elaborated as possible, to defy the others. 

The question that I feel would rise here is “why should he do such a thing?” Why does he feel the need to be unique and remarked? This is an idea that The Magus and The Collector profoundly deal with. He then thinks he is a “bohemian”, a “dandy”, an outsider. He believes that the great variety of styles in modern art is due to the fact that each artist seeks his own individuality. Everybody wants to evade the state of nobodiness and become famous, no matter what it takes to do so. He mentions the Oswald case (the murderer of president Kennedy) – Oswald felt himself treated unjustly and thus he killed the president to enter the world of the famous people, to become equal with them. Fowles kills his parents by means of his novels in order to eradicate the gap between him and them. If the ego represents something certain, the “nemo” represents a lack, it is very strong as it determines him to create, and by means of transference to fight against it through his main characters. The nemo in Daniel Martin is not clearly shaped as the main character always wants to go back and forth and still looks for his place.


The characters in Fowles’ books always look for an ideal image, veiling actually the fight between the ego ideal and the ego, Nicholas Urfe reaches a moment when, aware he cannot reach his ideal, he is bound to commit suicide. If in The Aristos Fowles mentions the Oswald case – the individual who commits a crime just in order to get the public eye watch him, this is what Urfe does to himself. He looks for a “memorable death”, not the death of a real suicide which makes everything vanish. When he admits though he does not have the courage to do so, he actually acknowledges his “nemo”, his state of nothingness. He concludes he is a “false” individual in existentialist terms, an individual lacking authenticity, a man wishing to live no matter how deserted or sick his soul might be. It is also Frederick Clegg who also feels the need to be authentic, to have people’s eyes watching him and this is why he chooses an exponent from the crowd to do so. He kidnaps Miranda to make her love him, appreciate him, watch him.


This idea of a clearly shaped individuality could be related to the existentialist beliefs that Fowles deeply shared. He even states that existentialism is the individual’s revolt against all the systems of beliefs, against the social and political pressure which tries to take one’s individuality away. 


Existentialism helps the individual understand that he must learn to choose and control his own life. Sharing existentialism means facing the nemo and it means trying to overcome it. Fowles uses the existentialist way of seeing life as it helps him express his own identity, his own beliefs. He believes existentialism is a personal expression of one’s own views, the way The Aristos is.


Going further with the process of reading The Aristos and trying to see beyond each line a key to decoding the novels or a correspondence between what the author of the book takes to be his self portrait in ideas, we continue to read “The Aristos” paragraphs but with every sentence we cannot help but making connections with his novels. When he mentions the act of making copies of reality in order to supply pleasure for those who cannot reach it in a natural way, we call Conchis on the stage. He will burn all the books in his house simply because they imitated life. He is not satisfied with a simulated pleasure. Books offer pleasure that reality refuses to give by means of transference (the reader identifies himself with the world in the book) Conchis is against pleasure obtained by means of art. He looks for real pleasure and he fulfills his wishes by transference onto others, by means of a real performance, not a mental one. He is thus voicing Fowles’ opinion related to a fake pleasure – by feeling a false pleasure one fools oneself in becoming a complete individual.


For Fowles art does not express any reality but the author’s, the creator’s one, the same way psychoanalysts believe. Again we can go back to his novel The Magus in which he quotes Ezra Pound’s lines about reality and knowledge and the impossibility of ever finding the “real reality”:



“Knowledge, the shade of a shade,



 Yet must thou sail after knowledge



 Knowing less than drugged beasts”

These lines send us to Plato’s cave: what we find out is the shadow of another shadow; the relativity of truth. All in all everything is illusory. A drugged beast is more than suggestive: a beast cannot think by its own nature; being drugged reinforces the idea of the inability of thinking; when one is drugged he sees the things without perceiving the real core. Everything  staggers and seems unreal. The real meaning cannot be touched, because there is no real meaning at all. Each individual has his/her own reality or meaning about something. Thus each of us must discover our own individuality first and only then look for another. This is – according to Fowles the artist’s meaning in life and art: he considers that to be an artist you should first discover yourself and express yourself in appropriate words. Poetry itself means that you should say something about yourself using words set in rhythmic patterns. However, it is only when one reaches maturity that one can fully get to know oneself. In The Aristos Fowles suggests that this process cannot be fulfilled before 30 years old. Until one reaches 30 he/she is in a permanent search for plenitude. Should we consider that he wrote The Magus and The Collector – his best and most expressive novels between 1955 – 1965 and that they were separated by The Aristos when he was 30-40 years old, we could say he tried to define himself through these books and all these books were a search for identity. He projected himself into his characters, he sublimated his drives and he wrote those successful books (we should not forget that he was born on March 31st, 1926, he completed the first draft of The Collector in late 1960, in 1964 The Aristos appeared as a collection of philosophical thoughts and musings on art, human nature and other subjects, and in 1965 The Magus was published though he had been working on it for over a decade). I would say he first wrote (as a process) The Aristos and only afterwards did he crystallize his ideas in a “sugar coated form”, in his novels: “The Aristos certainly preceded my novels and yes, often bears heavily on them”


It is even in the foreword to The Magus where Fowles confesses that while he was working on the novel his state and his inner self underwent different changes, many alterations. They were, of course, the changes that led to maturity. In The Aristos Fowles gives a beautiful definition for “maturity”, for adulthood: he states that the adulthood is not an age, it is a state of self-knowledge. This state can only be attained by means of self-analysis. Education can only teach us to tailor a mask, a persona which to wear in different circumstances but Fowles advocates for less and less frequent uses of  a mask. He encourages individuals to live freely, but only after they have reached that state of inner education, of self-knowledge, so that they would know exactly when to wear the mask and when to leave it aside. This is what we could call a weltanchauung: “Who am I? To what extent am I alike to the other people and to what extent am I different? Which are my “musts” towards myself? Which are my duties towards the other peers?”


An artist uses his gift in order to fulfill three tasks at once: to describe the outer world, to express his feelings about that world and last but not least – to express his own feelings about his inner world, to express himself actually. Fowles states that the artist’s style distorts reality but it is this distortion which expresses his feelings: we are given the reality he perceives with his own eyes, with his own feelings. Maybe this is why we experience all these different styles in literature at present – because artists have started to express themselves plenary, leaving patterns aside. But once an artist expresses himself in the artistic  product he can see himself in his work like in a mirror. However, should we recall the Freudian idea that any adult has day-dreams and that he has the tendency to hide them being ashamed of his unfulfilled wishes, it is also Fowles who admits that in order to hide flaws of his ego while expressing himself in a work of art, the artist deliberately introduces “closed” elements or even better – “ambiguous” ones in his work, to puzzle the perceiver (the reader in our case) so that he would not be able to get a full picture of the author’s ego.


Consequently he admits that an artist lures the reader into ambiguity being aware that he expressed himself too much into his novels and what is more – he is not flawless. He does not want the reader to perceive his flaws and thus he introduces ambiguity, he introduces open endings and a play with reality and imagination, mixing phantasy and real life situations, to distract attention from symbols expressing the author’s veiled personality.


When Fowles speaks about The Aristos he considers it “very arrogant”, but there are things in which he says “I still feel and believe”
. However, later on, in one of his interviews he considers all the ideas in it “outrageously idealistic”
. Obviously, with time passing by he also altered his views.


One of the most interesting and unusual notion he introduces, “the nemo”, is explained in 1985 when Jan Ralf asks him about the role the Nemo plays in the quest for authenticity. First he tries to introduce ambiguity by saying that “I wouldn’t take The Aristos too seriously” and then he continues: “I think I meant by the Nemo the dread of being or becoming a nobody … It haunts all of us at some period of our lives – that existence is nothing, all a waste of time”
. When he was asked why all the ideas he shares directly in The Aristos are expressed in a novelistic form, Fowles answers that “the nice thing about the novel is that it usually has a sugar coating”
. Therefore he “coated” his ideas so that they would be easily “swallowed” by the readers. Then, some pages later he underlines: “The Aristos was an early attempt to explain … myself. I would still very largely hold by what I said there…”
.


The “nemo” concept is clearly represented in The Mantissa, where Miles Green considers closely what he is and he concludes he cannot pretend that he lacks a body or that the outer world does not exist or that he himself is nowhere, … but despite this, he cannot pretend also that he does not exist … . Should we decode these lines, we would get the concept of nemo or the fear of being nobody or nothing, of not having a clearly shaped personality. Actually the whole novel deals with the idea of nemo and with ways of getting out of this nemo. Fowles himself admits that Mantissa is about “the difficulties of attaining personal freedom, especially in terms of discovering what one is”
 It is suggested that one can only get rid of the nemo by means of art (the encounter with the muse). This is a problem of a writer, of an art creator: “Mantissa was really meant to be a comment, no more, on the problems of being a writer”
. It is also Frederick Clegg who was a “nemo” because, as Fowles puts it “the nemo, the sense that you are nothing or nobody, can drive all of us to violence and unreason”
. Maybe this is how Frederick’s violence is explained. He was a nemo but he wanted to fight this state in order to become a real individual. Unfortunately he lacks the ability of surpassing his state. As a result of the fact that he was enculturated, he was living according to stereotypes, to social patterns and he lacks the freedom to choose, to make his own way through the crowd. By being enclosed in patterns he will never become an individual, he will never be authentic. He will remain a copy of what society produces: the Many. He will never succeed in becoming one of the Few as he will never give up  set attitudes.


To generalize, we could say that Fowles’s favourite individual is the one who fights in order to reach perfection, who considers other people’s opinion about him; the Fowlesian individual believes that his infallibility should be recognized (Nicolas Urfe). Sometimes he feels guilty as he is aware he has met some barricades inside him but he cannot yet pull them down (Daniel Martin). In other cases he becomes a neurotic as he tries his way towards perfection imposed by his superego yet his ego doesn’t signal any flaw, any barrier. He tries but he doesn’t understand he cannot (Frederick Clegg). All his life is a façade.


It is difficult however to find why Fowles looks for perfection in his characters. It is obvious that it is a problem of compensation (he designes his characters to look for perfection and try to be perfect as he himself did not succeed). He fulfills his wish by means of writing. We do not know what yet had made him look for perfection. It is known that superego, the one which is responsible for the tyrannical power, represents remains of the parents’ superego. The child forms his superego according to his parents’ one.


Should we recall Fowles’s autobiographical book “The Tree”, we could find clear traces for this longed perfection in John, the son of Fowles senior:

“My father was one of the generation whose lives were determined once and for all by the 1914 – 1918 war. In most outward ways he was conventional and acutely careful not to offend the mores of two worlds he lived in, suburbia and business London. … He had trained to be a solicitor but the death of a brother … forced him into the tobacco trade”
. Here we can see a frustrated father, who had targeted for high standards but life forces him to a trivial life, the one of a tradesman. This duality – living in suburbs and working in London leads also to the torment between special (city) and ordinary (outskirts). Fowles then continues: “My great-grandfather was clerk to an attorney in Somerset and I think his father was a blacksmith. I like having such very ordinary ancestors, but my father … did not. He was not a snob, he simply hankered after a grander sort of life than life allowed.”


It is obvious now, the father’s desire to ascend socially, wishing to deny his roots if possible. When the war ended Fowles’s father wanted to move back from Devon, at the countryside, to leave the green paradise for the “grey limbo” as he considered that life at the country doesn’t offer a status. It is this desire that was transferred, imprinted as a requirement, in the child’s superego. The old Fowles is full of vanity and he fears failure in society’s eyes; related to this, John Fowles, the novelist, remembers: “It was not somewhat scandalous – in suburban terms – content of The Collector that worried him … as he thought that it might be a failure”
.He further acknowledges that his father had however, a number of both good and bad traits, “of what used to be called the ghetto mentality: on the one hand, a keen admiration of intellectual achievement and of financial acumen, a love of the emotional…”
.


The feeling of guilt accompanies both characters (Daniel Martin, Nicholas Urfe) and Fowles himself: “children are notoriously blind towards their parents … what he abhorred, I abhorred”. Son and father – different as branches in a tree sharing however, a common body, which he calls to be “the same mechanism of need”. Here we encounter again the need gratification theory.

Fowles writes in order to get to know himself. Both in “Conversation with John Fowles” by Dianne Vipond and in “The Tree” by John Fowles, it is the novelist himself who asserts that a novelist writes for himself first, to discover himself. He says: “I can concentrate when I write, but purely because it is a sublimated form of discovery, isolated explorations”
. He lets his imagination run riot and only afterwards does he tailor the form, on the body that imagination built, and all his discoveries talk about the lectures of a tyrannical superego: to be the best, to be one of the elected, one of the Few. This is what he wished he had been, as his father had wished it. His mother is remembered as a trivial woman, a common one. Maybe it was her condition he wanted to surpass too. His parents must have exerted authority over the young Fowles. By adhering to his father’s standards he gets a superiority feeling, feeling the need to tell the others how woeful they are and how elected he is. This is why he is attracted to the heraclitian thoughts related to the Aristos. He is actually anxious inwardly, he is anxious regarding any failure that might appear, and the most important – the fear of being unmasked. He has created himself a persona, an intellectual one by means of his creation, he veiled himself as an “aristos” and he doesn’t want to be disclosed. This brings exclusivism and alienation. Psychoanalysts say that this type of subject has adopted his standards under pressure, for peace’ sake, however his torments still exist inwardly.


In “Who’s who” they tell us that John Fowles’s main hobby is living a recluse life. Isn’t that a way of alienation lest his real self should be discovered?
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John Fowles – Recurrent patterns in his novels

According to the dictionary, a pattern represents a person or thing so ideal as to be worthy of imitation, or a model, a guide, a plan used in making things, something representing a class. The need to classify ideas or things comes from an inner drive to set an order and label everything, an influence of technology on human mind. Throughout the years cultural anthropology devised theories to explain the origin of aspects of various human cultures.

In the 1930s the American anthropologist Ruth Benedict believed that each culture had, over the ages, given its members a unique orientation toward reality, a model that determined how members saw and processed information from their environment and it all happened by means of arts and institutions. She believed it was necessary to study such mental or psychological conditioning to see how it functioned in a given society. By taking this into consideration, among many other features, one could arrive at a clear structural description, or “model”, of it – “a model” that the members of the society themselves are not fully aware of. The social and psychological makeup of a culture is however determined by its technology, and it develops from mankind’s increasing ability to harness energy and use it effectively.

Among other arts and institutions literature is an important instrument used in molding attitudes at a given moment in time, on a given wheel of influence, should we consider that literature is written by certain people, for other people and even for themselves. People write out of material and spiritual needs.

The inner drive responsible for turning a gifted person into a successful writer is always to be found in one’s first experiences related to the“ psychological” cut of the umbilical cord that links a child to his mother.

Literature psychology deals with the psychological study of the writer, both as a type and as an individual, the study of the creating process, of the psychological laws that govern literature. The nature of the literary genius has always been a matter of speculations, genius being considered a state in close relationship with madness (translated as s term with a wide range from 

neurosis to psychosis). The writer  is “possessed” . He doesn’t look like all the other people, being, at the same time, both more and less than them. The unconscious that, however, speaks for him, is not only “subrational” but also “suprarational”
.

Some people considered that the gift someone has for writing is a compensation for another lack; eventually any kind of success can be ascribed to a wish for a fulfillment.

The basic question is whether the writer is himself a neurotic and the neurosis is the one that supplies the ideas for the work or it only represents the reason for this. If the writer proves to be a neurotic through his themes he probably deals either with an archetype or with a neurotic personality.

Freud considered that the writer is an untreatable neurotic who, by means of creation avoids a collapse and hides himself from a real healing. “The artist, says Freud, is at first a person who takes himself off reality because he cannot bear the idea of giving up his instincts, therefore, in his fantasy, he releases his erotic wishes and exacerbated desires”
.

Carl Jung, established an analytical psychological typology related to reason, feeling, intuition and sensation, dividing people into “introverted” and  “extroverted” making use of the terms “collective unconscious” which refers to remembering from the past of your species and “individual unconscious” that represents each individual’s own past and especially early childhood,. He noticed that while some writers reveal their type in their work others reveal their opposite.

One fact is to be taken for valid according to the psychologist’s point of view: all the characters in a novelist’s work are nothing but different aspects of his personality, the negative characters representing the virtual “personae”. “Madame Bovary, c’est moi “ says Flaubert, as a reinforcement of this fact.

Related to this, Austin Warren inquired about the relationship between the characters in someone’s work and the true personality of the novelist. He considers that the more numerous and different they are, the more indefinite his own personality
. Beside the multitude of characters leading  actually to the different sides of one’s personality, there are also some ideas, some symbols or themes that repeatedly make use of in his writings; these are nothing  else but a material / physical layer for the psychological dissatisfactions rooted in early childhood. Throughout writing, the novelist  plays with words – similarly to a child’s game – in order to fulfill his voids but at the same time always disclosing  few obsessions that torment his soul.

Reading carefully John Fowles’ novels one could trace, at a close and deep “translation” of the meaning, that there are always the same main symbols and images which make the novels breathe . For each novel – the flesh is somehow different, but the skeleton, the bones are always the same. When he speaks about major themes in his fiction, he metaphorically brings forth the  image of the potters; he says that on the wheel one makes pottery of every shape and yet no two pieces are identical, though they are all made of the same material and with the same tools. It is this material that sets the basis for all his “pottery” which is going to be considered in this paper.

Speaking about the process of writing, Fowles’ opinion is that while you can control what you choose to write about to a certain degree, under that secure adult consciousness of where you’re going there’s also a kind of childlike, unconscious cycle going on. He considers himself “hypnopompic”, which is a state between sleeping and waking: “The period when I’m going to sleep and the dream is taking over I usually use for working on stuff I’m already writing about”
. He states that books aren’t planned. They write themselves. This is a strong argument to make us start our psychological research on his novels, trying to reveal the hidden obsessions or the tormenting ideas that stirred his need to write, to create,

He agrees with the Freudian theory which he would apply to all artists – that some people have had a peculiar experience after the loss of their mother and the discover of their own separate identity. He himself believes that people write novels out of a permanent loss – the loss of a more perfect, magical state to which we are all trying to get. The heart of all art – states Fowles – are the infancy experiences and a certain kind of separation trauma.

I found quite beneficial for my research what Fowles admits: “I have often found psychoanalytic and psychiatric investigations of books a great deal more fertile than purely literary ones”
. He considers that when some aspects of your experience begin to obsess you, self-therapy  is a very strong drive behind all artistic creation and by self-therapy he understands writing. One has to express oneself by writing, to compensate for the frustrated feeling. He lays great importance on the subconscious in his craft and he admits  this regarding the choice of his titles: “I go to subconscious, to Freud and Jung”
.

For all these reasons we shall consider all the ideas and symbols that, at a careful regarding, are recurrent in Fowles’ novels in order to find a set of rules or features that best describe his work.

I.  Modern or Postmodern?
Whether John Fowles’ novels are modern or postmodern is a matter of debate.

“Modernism” is central to any discussion of twentieth century art and literature but so is “Postmodernism”. Modernism has been called the “tradition of the new”, or better said it was an attempt to reject the old habits of thought. Modernist writers look for new ways of expressing  human experience, in order to transform the way we see the world. They focus on “ways of knowing”, briefly on “how” we know “what” we know. Modernism in general is an attempt to construct a new view of the world and of human nature through the self-conscious manipulation of form. Modernist writers played with appearances to suggest the shifting and uncertain nature of reality; they broke up the plot of perspectives. They use interior monologue and free association to express the shifts in consciousness. They blend fantasy with reality to provide the setting for psychological dilemmas. Fascinated with psychology and subjective processes of mind, 20th century novelists have made epiphany an important and very frequent device, some of them using it as an essential technique. Through the sudden recollection of the past, an epiphany may introduce a flashback revealing some aspects of background of personality. Moments of revelation may allow characters to transcend the limitations of their minds and see into the truth of things; during such moments a high sensibility can catch a glimpse of truth, a sense of the ultimate meaning of reality.

The character is now seen as the sum of his whole emotional experience. His reaction to every new event or situation is seen as conditioned by past. This way, the new technique in fiction becomes, as D.Daiches stated, “development depthwise rather than longwise”
, and isolation of the individual consciousness becomes the most obvious psychological fact. The sense of complexity of the world is encountered in magical realism, the name for a kind of novel originating in South America. Magical realism reflects the ontological uncertainty of our times. With the magical realism the reader is striked by the bizarre nature of the events and stories that are included in the plots, many of them calling upon and exploiting myth. The magical realism expresses a third world experience and draws on local cultural traditions.

The antihero is a dominant fictional type after World War I. He is characterized by the loss of purpose, inability to find meaningful direction to his life or to all human existence. Generally he’s an outsider, a person aware of the loss of all ties that bind man to a community, aware of the emptiness of his life, seeking  meaning and purpose but unable to find.

Having considered all these main traits of Modernism, we have nothing else left to do than try to show evidence of this in Fowels’ work, in order to state that part of his work belongs to Modernism. I dare say “part” of his work as my opinion is that Fowles is more of a Postmodern author than a Modern one. However, were we to take the Modern values at this point what is to be discussed in his novels could be: the manipulation of the form, the breaking up of the plot for unexpected connections, the blend between fantasy and reality;  the epiphany, the magical realism and the antihero. Some of these things are considered modernist by some critics and postmodernist by others. The truth is that we cannot set fixed boundaries between them and as they exist in a continuous temporal flow.

With regard to the manipulation of the form one can, by taking a distance from the text, see how Fowles plays with his books and with the reader implicitly by writing  either a so-called “linear” story where apparently nothing happens (see Daniel Martin), where everybody tries to save the past and heal old wounds and show that no matter how hard one tries to change oneself there is a part inside that will always stay the same, or by presenting a “sinusoidal” story, apparently a thriller on the surface, with an “inner-outer” reality balance, in The Collector. Should we mention “Chapter 13” in The French Lieutenant’s Woman then we should say nothing more and let Fowles speak for himself. Let us remember he gives himself away and he totally destroys the link the reader had created with the text before that. He plays God and it is as if he tells the reader – “Well, what you’ve taken to be clear so far is now turned upside down. Don’t believe me anymore, I’ve guided your response so far but that is all for the moment. Now it is for you to choose.” This is a clear example of blending, to my opinion, of modernist and postmodernist procedure. It is also in his books that one can mark out the Nietzschean concepts; Nietzsche focused on the individual, not on the society, and he admired only the superior being who refused to be bound by Christianity, with faith in science; he insisted on the individual’s complete freedom in a world in which “God is dead”. So is Fowles’ faith in The Magus, with his thrown icons that Nicholas writes about: 

“From this skull – rock strange golden roots throw 

 Ikons and incidents; the man in the mask 

Manipulates, I am the fool that falls …”

 Nietzsche represents the bridge from Modernity to Postmodernity and he stays for the end of modernity and the beginning of pluralism, of fragmentation, of Postmodernism. To be Postmodern means to be weak because unity becomes multiplicity and the explosion weakens the “one” by sharing that energy into a multitude of sub-unities. The “Few” and the “Many” come to meet in The Collector where Miranda is “the chosen” while Frederick is part of the “common”, living the drama of not being elected. Through Miranda’s voice we can hear Fowles’ words: “When Miranda talks about “The Few”, in The Collector, these are the kind of people I mean her to mean; preeminently creators, not simply highly intelligent or well-informed people; nor people who are simply skilled with words”
. This is modern in The Collector.

Going back to Daniel Martin we can state again  Fowles is modern. The story is relatively straightforward and realistic. It even has a happy ending instead of the novelist’s customary final ambiguity (The French Lieutenant’s Woman ends in a Postmodern feature with two endings). Daniel Martin is filled with Fowlesian analysis – of philosophy, history, politics, literature, movies, on the other hand Daniel Martin is also postmodern in continually shifting from the first to the third person narrative. As Linda Hutcheon puts it, “shifting from the first to the third person narrative and back is a value of the text and it always indicates that the author is aware of the double position of his ego: as a narrator and as a subject of the narration, a postmodern attitude, “the schizoid self”
.

The Ebony Tower as a story itself is also a modern one, the reader being led by the narrator to meet an art critic who, apparently, comes to know a famous painter in order to write a book about the latter. Somehow, yet, I might say that the subject is a microscopic scale for what happens in The Magus: the story is modern but the end is postmodern – it is conveyed in just one sentence which can get two or maybe more decodings: it is simply: “I’ve survived”. “Survived after what or what for?” – one could wonder. It is  for the creative reader to find the answer for himself according to his inner structure.

As far as “breaking up the plot for unexpected connections” is concerned, the statement is positive as, yes, John Fowles is modern in this respect also; there are novels in which he uses this device in order to play with the reader’s trust and sense of reality. Novels to be mentioned here could be – first of all The Magus, then Mantissa. In The Magus he uses narrative complexity and mythological dimensions faintly suggestive of Magic Realism, while Mantissa is an erotic phantasy about “la femme inspiratrice”. Iser sees the meaning of a literary work of art as embodied not in the content or structure of work itself but as arising out of an interaction between the text and the reader
. The reader’s contribution reflects a particular horizon of expectations with regard to fiction, because readers build structures of equivalences between what they find and what they don’t. They naturalize the unfamiliar elements. In Iser’s opinion blanks are considered to be chances given to the readers so that they could operate connections within the text. John Fowles is an advocate of Iser’s conception; he doesn’t state this textually; however, his opinion about breaking the plot and introducing blanks in the text is that ambiguity leaves the reader more freedom to choose from among a variety of possible interpretations. He considers that the art of the novel is in the omission. One’s own forgetfulness is very important. “Leaving out is a major part of the skill of a writer – that is, persuading readers to supply what is not said. Readers posses a huge stock of latent imagination and one needs to use this”
. “Cutting out – this is  one of the great arts of creating, especially the novel. Omission is a way of involving you…and the other”
. He obviously speaks about breaking the plot and changing the perspective in order to let the reader make the connections between the two different and abrupt sights. This is a feature that comes close to present and it is taken up by Postmodernism with a little further “improvement”: the whole text is built from puzzle, cuts and games with text fragmentation.

In The Magus second meanings always hung in the air, ambiguities and unexpectedness threaten the reader with each paragraph. There is an unseen web of godgames constructed by Conchis to catch Urfe and engage him with the mysteries and atrocities of this doomed century. The Magus opens its first pages revealing an action taking part in nowadays reality, later to enter a stage where, under the reader’s eye and breath, a group of so-called three different levels of reality: marches the level of Urfe’s existence where  the meeting between him and Conchis is situated, then the level of Conchis’ stories from the past and the third is the level of the world where Conchis tries to lead Urfe, a world beyond transcendence . The first one is somehow deprived of symbols but starting with the second “layer”, myth and symbolism start to breathe. The plot is broken all of a sudden for the reader to be taken into another modernist device – the magical realism. And we can say that “magical realism” lives in The Magus because the moment the reader is stopped from the linear reading and taken to “another” reality, bizarre events and stories take place, many of them calling upon and exploiting myth.

Mantissa, which means “of little importance” is a kind of literary “jeu d’esprit”; it pokes fun at Fowles’ own persona as a novelist. Along the text the reader is misled all the time by sudden changes of perspectives. The male character is always the same, Miles Green (or better said the novelist) but with respect to the female character in the book and the background of the action, one is continually deceived as the moment you believe you know exactly the ones involved in the story, an unpremeditated swing brings forth another perspective with other people; the reader’s attention is stirred now by Claire, the patient’s wife, then by the doctor called Delfie, then by the Muse itself .The background is now a hospital room, then a strange gray room symbolizing the author’s mind, then really an inside view of  the novelist.

 The shift is never signaled and thus one may end up in a total misunderstanding of the text, an exception being the creative and aware reader, a modernist reader with incipient postmodernist views.

Regarding the characters in Fowles’ books again, we have to mention some ideas about the Nietzschean concept of freedom and the modernist “antihero”.

“Freedom” will be a notion wider explored later in this chapter as I consider it to be a “recurrent pattern” for John Fowles even though it is “masked, costumed” in different metaphors. We shall take a deep analysis and see that some different images in his novels all lead to the idea of freedom of the individual. What I need to mention at this point is that Fowles is Nietzsche-ian in his books and therefore in this aspect also he is a modern author.

The antihero – again a modern device – can be met in “The Magus” and in The Collector. Both Nicholas Urfe and Frederick Clegg act like one. They get involved in the plot only because they are antiheroes.

For Nicholas Urfe the Mental Pattern (the pattern of himself as he would have liked to be) doesn’t correspond with the physical actual one. This leads to disillusionment. Being an only child he grows up with a certain egotistic trend. Having been grown up with a worship for his father, Urfe comes to be of totally different outer and inner formation than his parents expected. He behaves like an individual with no purpose  in life, an outsider, unable to love, to give and receive true love as he himself doesn’t know what he really wants. He is like a ship with no sails when he meets Allison  and he cannot live a life together with her as he lacks deep involvement in a relationship. He is in a permanent search for “otherness”, for himself, for a tie to bind him to community. This is Nicholas Urfe when he comes to meet Conchis, on the Spetsai island.

As far as Frederick Clegg, (or Caliban as Miranda called him is concerned in The Collector) he is also a psychological victim of his childhood. He is the orphan that worships his uncle (paternal substitute), he is abandoned by his mother and therefore psychologically doomed. He feels himself lost in a world where nobody cares for him, a world that is felt estranged and complicated, giving him no chance to go further. He thus isolates himself and starts to create his own universe, a tiny model for what he would have liked. He even tries to create a scale model of love relationship but it all proves to be fake in the end. The clay model is destroyed by the creator’s hand itself, the only reason being that he hadn’t stopped searching meaning and purpose to life when he should have.

Related to epiphany, we only meet this method as present in “The Magus” when Fowles lets Conchis have flashback memories – the stories 

from the war, with the Nazi and Seidavaare and these stories are set there in order to reveal aspects of Conchis’ personality but at the same time to place a psychological testing background for Urfe. The conclusions of Conchis’ testing upon Urfe are for the reader to find.

After the midcentury modernism became something wholly different, separating itself into an explosion of styles and perspectives that stand for the diversity of contemporary cultural experience. Postmodernism is an attitude that derives from modernist thought but in some respects turns away from it. Postmodernist writers go on with the use of fragmentation taken from the modernists, to create a “jagged” text in order to better present reality, with its randomness and shifting perceptions. The modernist writer guides and controls the reader while the postmodernist author creates an open text that the reader “shares in writing”. There is no plot and the burden is placed on the reader to reconstruct a meaning. From modernism, postmodernism inherits the fragmentary schizoid self and the bizarre experiences. J.L.Borges is the first one who adopts other types of narrative technique: world as a labyrinth, parallel layers of time, alternative future, which are the basic idea for experimentalism
.

Shifting from the third to the first person is a constant of the text and it always helps at underlining the fact that the author is aware of his double status of his ego – as a narrator and as a subject of the narrative. This is a permanent fact in Daniel Martin where the reader doesn’t know anymore whether the story is narrated by Daniel, by Fowles, by Jenny or by Simon Wolfe as nobody signals the permanent change of perspective. At a certain moment we run into an even stranger situation: the author is omniscient and he confesses this to the reader: “to tell you the truth, he hadn’t gone…”
.

In this respect, Fowles considers that whichever person he starts the novel in, he very soon begins feeling its restrictions, and remembers the liberties of the other, thus he plans of setting towards the third
.

All postmodernist writing is different just as not all the contemporary writers are openly postmodernist. Some authors play with the language and create “self-reflexive” works that refer to their composition. Fowles’ Maggot focuses on the process of producing and decoding the fictional historical writings in an especially self-reflexive attitude.

In the self-reflexive novel of the 18th Century, for example Fowles’ Maggot, the epilogue is twofolded: it states that an historical event has been fictionalized – it is mentioned that the real historical characters that live in the novel are, almost entirely (except for the name) an invention. But the epilogue firmly roots the fiction in the historical and ideological reality.


In The French Lieutenant’s Woman – a self-reflective 19th century novel, instead of the perfect ending used in the 18th century, at the end of a narration for which he first sets the boundaries and then he undermines it, Fowles offers us an epilogue which is not signed “Fowles” at all. Whose is the voice that speaks in the end? In this novel Fowles shows us the part performed by playing with texts to render metafiction. The social and literary Victorian history is provided together with the fictional narrative and metafictional remarks represented by the footnotes which give details about the sexual attitude, vocabulary, politics and social life in the Victorian age.

All this above mentioned is a proof of postmodernism in Fowles’ writings.

Alienation from the text is another result of inserting historical documents (old texts) within an actual text and this is also classified as postmodern. The historical document inserted in fiction interrupts any illusion and turns the reader into an aware assistant. To reproduce some pages from The Gentleman’s Magazine in The Maggot is to give other contexts too, apart from the fiction itself. This is a reminding of the fact that we only know the external world by means of other texts. Maggot therefore can be called to be a postmodern text.

Another device that should be present in this section is existentialism. Existentialism speaks to sense of 20th century as a chaotic and catastrophic era, where certainties have been lost and man is faced with the abyss of nothingness or with his capability for evil. It is about awareness of freedom of choice (according to Sartre) or awareness of original sin (according to Kierkegaard).

Fowles insists upon an existential world in The Magus . He sees life always as irrational and irregular, always as an enigmatic labyrinth. Let us just consider his utterance in chapter 13 of The French Lieutenant’s Woman and relate it to the diagram of action in The Magus: the idea is that we cannot have pre-established scenery. A character is alive only when he moves freely, when he doesn’t obey his creator, it is the freedom of choice; hazard: “I don’t have absolute control of the action“
– states Conchis, “the creator“. Urfe, the character, is seen as a mouse within the labyrinth. There are moments when the creator considers to let the mouse – the character – move freely, to see what that would bring about. It is about man in the hands of destiny.

Thinking about the attitude of controlling the individual’s process of evolution is of primary importance to Fowles, thing which relates to the idea of exerting power over another’s body or spirit or heart, either for good or for evil. As a result, in The Collector a man exercised power over a woman, in a physically way only. In The Magus a man manipulated another man psychically and psychologically through women. In The French Lieutenant’s Woman it is a woman, Sarah, who controls a man, Charles, psychologically and sexually. Consequently, one can render a complete psychological scheme for the subjects Fowles deals with.

To conclude this section I should say that John Fowles is at the same time a modern and a postmodern author, in a continuous flow in most of his novels. One couldn’t say that one novel is modern and another is postmodern because, as the issues blend and flow from one period to another, the same way modern and postmodern characteristics combine in his books in a provoking way.

II. _“M“ – dominated__
Speaking about writers and writing in an interview given to David North in 1977, John Fowles considers that the writers are made genetically, in the sense that they need to have a certain natural gift and a sense of loss implanted when they are very young. He states: “the Freudian theory of this, that I would apply to all artists, is that the same people have had a peculiar experience after the loss of their mother and the discovery of their own separate identity. Young infants really don’t have clear frontiers between themselves and their mother. With some people it’s the kind of fluidity of this experience, the changing of shape and supreme happiness from the sort of union with mother that probably dominates their adult lives, unconsciously of course. All this goes into the unconscious
. He later continues by saying that there should be somewhere a dim memory of a more perfect, magical state to which we are all trying to get and people do this by novel-writing. Psychiatric investigations show that people write out of the need to reach, in fiction, that primal state of perfection and total happiness. They try to create an ideal world for them to be as happy and satisfied as they had been when they were one year old. They are writing in order to fulfill an old and unattainable wish: to be happy and complete, to feel protected and to be one with the maternal womb, to be linked again to the umbilical cord, both physically and psychically.

Therefore generally speaking, according to the Freudian theory, people write out of a subconscious urge to become complete, to create, fictionally at least, a world full of beginnings; as far as Fowles is concerned  he  admits overtly he has written by being psychologically motivated.

At a certain moment he was asked whether the fact that the male character’s pursuit of an idealized young female masks his own sense of separation and loss of the original mother / child bond, connected also to the idea that in The Tree he had written a lot about his father but he doesn’t make any reference to his mother. Fowles skillfully evades the question and he doesn’t give a clear “Yes / No“ answer. Nevertheless, he admitted he owes a great to his mother, to her maternal normality but he also has a sense of guilt towards her because he hadn’t had enough patience toward her “faults“ – and by this he means “logorrhea and triviality“. Should we conclude his mother was part of  “the Many“ while he considers himself to be one of “the Few“? What is important for my paper, however, is that he admits :“psychologically …. She did make me. I am her”
. No matter what he would try to tell the people around, Fowles’ novels speak about his last utterance and they prove that his mother really left psychological prints on her son: More than a few titles of his novels comprise the letters “MA“ in them, most important of which is letter “M“, and also the novels make use of some words which are basic to the meanings in his work: “mask“, “magic“, “magus“, “muse“, “maze“. Having been asked about this aspect he finally recognized that he is “M“ – dominated. “Does M stand for a maternal symbol?“ – one could wonder. As an answer we could quote the author himself, John Fowles: “I think the drive to write fiction is mainly a Freudian one. Male novelists, anyway, are really all chasing a kind of lost figure – they’re haunted by the idea of the unattainable female and, of course, the prime unattainable female is always the mother. The attitudes of the most male novelists toward their heroines, I think, practically always reflect some sort of attitude toward the mother.”
. Let us have a look now at the implications these recurrent words have in relation to John Fowles’ novels.

The “mask“ is a manner of representing the universal self. The mask sets one free, it operates the same way catharsis does. It doesn’t hide, on the contrary, it reveals the inferior propensities that must actually be driven away. Psychoanalytically, the mask is identified with “persona / personae“ and psychoanalysts are trying to take someone’s “mask“ away in order to let this one face the deep reality.

Should we watch someone closely enough in different situations, we could see how much his personality changes whenever he acts in a different environment each time with a well-outlined character and obviously different from the previous one. A certain environment asks for a certain attitude. The more often the attitude is required the more habitual it becomes. Those people who are extremely energetic and daring, stubborn and determined in their public life, seem – at home and in the middle of their family – cheerful, kind, tolerant and weak. Which is their real behavior actually?

Through one’s identification – more or less – with a momentary attitude, one gets to deceive at first the others at first and then even oneself with respect to one’s real character. This means he sets himself a “mask“ according to his intentions on one hand, and – according to the environmental requirements on the other. This “mask“, which represents a momentary spontaneous attitude is called “persona“. “Persona“ is the outward attitude, the outward character. One of the most difficult achievements of education is to change the “persona“ as this one is strongly influenced and continually moulded by environment.

As long as the outer attitude is called “persona“, the inner one is called “anima“, or  “the soul“. The soul (anima) is the twin of “persona“. They are independent and relate one to another the way opposite attracts, as when one is positive the other is negative and vice versa. If the “persona“ is intellectual, the “soul“ (anima) will undoubtedly be sentimental. The complementary features of the soul are also related to one’s gender. A purely feminine woman has a manly soul, a purely masculine man has a feminine soul. The features of the soul can be inferred out of the person’s character. All that should normally be in the outer attitude and it is clearly missing, can definitely be found in the inner attitude. If persona as an expression of adjusting to the environment, is strongly influenced by this environment, the soul is strongly shaped by the unconscious and its qualities.

We have spoken so far about the symbol of the mask which psychoanalytically stands for one’s “persona“ and we have introduced the idea of “anima“. In order to have a fluency in ideas we should now speak further about the “anima“ and we are enabled to do so because we also have to speak about “mother“ which stands for the “M“ – dominated words.

In the modern psychoanalysis the symbol for “mother“ gets the value of an archetype. “Mother“ is the first shape that “anima“ takes in one’s life (that is the unconscious). It is destructive because this is the spring for all the drives (instincts), the total of the archetypes, the place for the supra-individual experience. Due to its relative superiority which comes out of its impersonal nature, the unconscious can turn against the conscious mind that springs out of it and it can destroy it; its part is then one of a destroying mother.

There are cases where we can discover, in some children, a distorted image of the mother and an involutive attitude, performed as a fixation over his mother. In this case the mother keeps exerting an unconscious fascination which threatens to paralyze the development of the ego. In dreams the mother is sometimes symbolized by the bear or by the wolf. One can say that everything innate a child has, merges with mother’s image. The separation from one’s mother is deeply satisfying on condition that it also implies a separation from the archetype.

The relation a child has with his parents is considered magic, because all the things that imply unconscious influences are magic. A child is untied from his parents and transposed into adulthood with the help of a magical ritual. The young one is initiated into life’s matters by means of a magical state, an initiating episode.

This state of magic is presented in Fowles’ “Magus“ by bringing forth the image of the magician, of the “magus“ himself, Conchis. The magician symbolizes the will, the skill and personal initiative as well as lie and imposture.

The magician stands for the initiating point characterized by all the features needed to fulfill its destiny. This is the setting for presenting the relationship Urfe has with the anima, probably the tendencies of getting separated from his mother. Coming to know  and master the inner forces, to get separated from the umbilical cord and live a life of one’s own, acknowledging all the realities around, one could create his / her own weltanschauung. However, we cannot speak of weltanschauung unless someone has seriously tried to state, as a matter of concept or intuition, his / her own attitude, that is to try and answer the following questions: “Why and what for do I act like this?“, “Why and what for do I live like this?“

To get a weltanschauung means to get an image of the world and of yourself, it means to have the knowledge of what world means and of who you are. This means that one should reach the core, the utmost inner light to be able to answer these questions. The journey to the core of the real self is a journey on a maze – like road. The labyrinth is, before all, a crossroad that always includes, among other blind alleys, the true way that leads to the center of this cobweb. The labyrinth must allow one to reach the center by means of an initiating cycle and it also must forbid the access to the ones who are not qualified for this. The access is permitted only after one has undergone spiritual tests, on the path of the sensations, emotions and ideas, eliminating any obstacle that could prevent pure intuition on condition that one comes out to the light without being deceived by the winding road. Going to and coming back from a maze would be a symbol for a symbolic death followed by a spiritual rebirth, as the labyrinth also leads to the innerself, to a sort of hidden sanctuary. The metamorphosis of the ego which takes place in the middle of the labyrinth and which will undoubtedly be revealed at the end of the turning back, at the end of this switch from dark to light, represents the victory of the spiritual against the material world and simultaneously, the victory of the intelligence versus instinct, of the everlasting over the ephemeral.

We have dealt so far with concepts like “mask“ which psychoanalytically stands for “persona“, “mother“ coming from the “M“ – dominated words and stands for the “anima“ and “maze“ which is the labyrinth symbolizing the sinuous and difficult road one must follow in order to find himself spiritually, to acknowledge the weak parts and try to come at peace with them, that is getting the anima, persona and the shadow in good terms. These are the components inherited by the human psyche, in the collective unconscious. Bringing into conscience the personal unconscious means integrating the shadow, which is the first step in an analytical process; the existence of shadow can be realized by facing the enemy, an opponent, while anima – through a relation with the other sex. Persona is what one tries to be, in a social context. Persona is related to anima and they both fight the shadow, on the maze – like road towards individuation, which is that point of fulcrum that Fowles often mentions. And this is what he wants to tell us about, actually, beyond words, in his novels The Magus, The Collector, Mantissa, Daniel Martin…

Whatever happens to Urfe in The Magus turns out to have been planned by Conchis with a precise calculation of “hazard“ which withholds Nicholas from any power, except the power to understand: “What you have just decided is precisely what I decided that morning forty years ago at Neuve Capelle…[…] Their living reality become a matter of technique, of realism gained through rehearsal”
. I will firstly speak about Nicholas Urfe’s behavior with its good and dark side as at this point this is of main interest.

The Mental Pattern (the pattern of himself as he would have liked to be) doesn’t correspond in Urfe with the physical actual pattern. This leads to disillusionment. Being an only child, he grows with a certain egotistic trend (everybody situates him in the center of the world and thus he is the only one who benefits from his parents’ love). The normal comes to be pathological when, by a misfortune, he suddenly loses both his parents. The umbilical cord had never been cut. Nicholas is doomed to remain in the mirror stage for ever, as Jaques Lacan named the stage when discrepancy between identity and outward reflection is performed. The child is dependent on his mother and considers himself to be the very center of the world around him.

 Years went by though, for Nicholas never to get beyond this mirror stage, as there was no mother to help him pass throughout all the normal stages towards maturity. In the mirror stage he doesn’t have an identity of his own, the child sees himself as a projection of his parents.

Having been grown up with a worship for his father, Urfe comes to be of totally different outer and inner formation than his parents expected: he possesses affinities to literature, a fact not so much appreciated by his parents. In public, that is his persona, he behaves himself as he is expected to, he obeys the social conformity rules – as the son of Brigadier Urfe. In reality, that is his real self, he is public and innovating; in private he considers cinism to be a masque for the incapacity of adapting himself to life as it were. He is revolted against his own past which didn’t “burn“ as he would have liked to. He has unaccomplished desires and deeds. The energy for these was stored and driven back. His innerself is ill because of his parents (they were too strict with him and they didn’t allow him any freedom; and freedom was actually what he really wanted but they were playing according to the social conformity rules which didn’t allow this).

About their death he says: “After the first shock I felt an almost immediate sense of relief or freedom”
. Then he set the basis for “Les Hommes revoltes“, another proof  of unchaining the spirit. The freedom comes from the fact that he had no more restrictions from doing or saying things that “would have apoplexed“ his father
.

His normal link having been broken all of sudden, he is in a perpetual quest for an equivalent of mother. Yet he feels like an abandoned child because in fact he hates women. He treats them only as objects for sexual purposes. He doesn’t involve himself sentimentally. For him, love is just a game with words, masks, dialogues. Because he didn’t follow the normal steps – gradually from imaginary to symbolic order, where – according to Lacan – the desire of mother is repressed and transferred into another and the child must move out of the triangle of the family into a world where he is no longer the center, Nicholas has the illusion that he transferred the love for his mother into himself. He considers himself to be narcissist. He doesn’t act overtly like a narcissist though there are some minor signs of it: a narcissist person has no relation with the environment, he totally denies the presence of everybody as what matters for him is just his own person and Nicholas sometimes proves to be like this; he considers he doesn’t need anybody, he is self-sufficient.

When he meets a woman he behaves like a weak and helpless baby-boy until he attracts her, to later remove her when she becomes boring. He is always in a search for new, for unexpected; when everything becomes clear he vanishes in order to look for something else. This is what a child does with the toys. He considers women as toys – none of them has soul, feelings, according to Nicholas opinion. When he gets separated from Allison he considers himself to be the winner in terms of the one who won freedom. He would better be free and not involved in a relationship as he fears the day of being defeated, of being abandoned. This comes from the fact that he was once abandoned  through the death of his parents and he was also defeated by destiny, by Chance. It was the chance that had chosen for him (let us remember that he was not the kind of person he had wished himself to be).

He doesn’t have the power to face the truth. Alison hated life while Urfe hated himself. Should it have been possible, he would have taken it again from the very beginning by moderating himself according to his own wishes. He cannot face the truth of himself not being such a special person, therefore he tries to commit suicide, though he has no courage, as what he really wants is to make himself somehow known, popular. He wishes to have a “death to be remembered”. He is aware of the fact that he is false, “in existentialist terms – unauthentic”
.

What does this prove to the reader? The only thing is the conclusion that – considering the psychological types – Urfe belongs to the extrovert category. His interest and his attention is drawn upon the external things. He is integrated in the society, yet not adopted. He feels lonesome and separated from the rest of the world, rejected by the society. He chose the carrier that promised him all the best. His main characteristic is that he perpetually tries to be remaked, to impress others, to be the best and in the middle of the human Universe. He is very easily influenced. This is all about the conscious level. Dealing with the unconscious let us remember that there is always a compensatory relation which calls for a strong egocentric trend within the unconscious.

Considering the thinking of an extrovert, his ideas are given by the tradition, education, upbringing (remember the moments that when he speaks about his duality, about his split up personality, Urfe says that in society he behaved obeying its rules, the way he had to behave considering that he was the Brigadier’s boy, yet his real essence would lead him to liberty of ideas which, because of the conscious which controlled them, they were rejected and driven back. He is always there where there are possibilities to be explored. He gets quickly involved to later quit when there is nothing left to be known. His morality is neither intellectual nor sensitive; he possesses his own kind of morality. He is faithful to his view. Even though it doesn’t seem to be like this, Urfe is clearly fixed between boundaries of time. He possesses preconceived ideas, he is trustful and knows a little about everything around him. He will be attracted by the traps set by Conchis because he is in a permanent search for new but never rationalizes why and which is the point of all this. He is like a willow in the wind, whatever the direction would be, its branches would follow the wind (remember how easily he is influenced by Lily and Rose).

He is not aware of his real self. When he has the revelation of his real value and capacity he is about to quit fighting: “I hated myself. I had created nothing, I belonged to nothingness, to the neant, and it seemed to me that my own death was the only thing left that I could create”
. But of course he doesn’t have the courage as he is in fact a weak character, incapable of taking life at its highest values, unable to face a fight with reality. He is self-content to live in shadow – that’s why he chooses the Greek Island: because he hadn’t succeeded to make himself known in public, in society; he would drive back, retire in an isolated place, with little people to know.

The educated reader would take the story up to this point – that is chapter 9 of “The Magus“ – as the psychological file of an English Literature teacher, living in England about the beginning of the 20th century, an individual named Nicholas Urfe.

Starting from this point on, it is what one would call a metaphysical way of presenting the receipe for the analytical process which has as a first condition the awareness of the shadow.

The shadow could be achieved only in relation to an opponent, while anima in relation to a person of a different sex. The shadow, the anima and the persona give account for the most frequent archetypes that continually bother the ego, which is shaped in the individual life, and comes out of the reactions between the external world and innerself. The variants of these archetypes are: for the shadow – fictional villains, Satan, Mephisto; for anima – heroine in fiction (remember that anima speaks for the image of the mother); for persona – social personality different from the true self, imposed by the fashion of the ideas used at the time. In society one must obey the rules of that the society or act and react according to the spirit of the time. In most of the cases the real personality can be seen in the family where the person unmasks himself, free from any convention imposed, the persona is the fictional hero.

To put all these ideas together we might say that after he had written down Urfe’s psychological file, Fowles chose to deal with a story where Conchis is to make Urfe aware of his shadow and his persona (Lily and Rose), of his vital energy, and altogether to impose the idea that through a profound concentration upon one’s self and by directing all the attention, observation and power of analyzing towards the inside, one could transcend this mortal and ephemeral world, this world led only by artifacts and artificiality, because the real self and the real world and the real true idea, are always to be find Beyond. This may also be an invitation to a quest for the self that everyone should perform, isolated in a far off place surrounded by nature, a nature bearing the sense of the primordial existence, when the soul first appeared – the shadow, the anima, the collective unconscious. Briefly, it is an invitation to a personal Weltanschauung.

Related to the private theatre Conchis has selted this also implies the symbol of “mask”, which is the way how the Universal self appears. He spoke of a theatre where “between departure and conclusion the participants invent their own drama”
. Why all this?

“Because we are all actors here, my friend. None of us is what we really are. We all lie some of the time, and some of us all the time“. Again the true self is implied, the complementary side of persona
.

A true and clear proof about Nicholas’ persona is represented in the following:

„What was I after all? Near enough what Conchis had told me: nothing but the net sum of countless wrong turnings … all my life I have tried to turn life into fiction, to hold reality away; always I had acted as if a third person was watching and listening and giving me marks for good or bad behavior – a god like novelist, to whom I turned …. With the power to please … this leechlike variation of the superego I had created myself …I had always been incapable of acting freely. It wasn’t my defense; but my despot … now I saw it, I saw it a death too late”
. Nothing more is to be said but that he is entrapped in his own persona, which is really strong.

So in the end Urfe realizes that he was suffering from a defense mechanism against the unpleasant representations and affects. Among the defense mechanisms one could identify regression, isolation, a turn toward innerself.

Freud considers these are ways of adapting oneself. Why was Urfe enchained by this regression we may never know for certain, as he doesn’t give too many clues about his childhood. However, he was regressed indeed, he had remained fixed in the mirror stage, with the tendency of never getting away from it. He wanted to be isolated because he feared society. Thus, trying to isolate himself, he – on the contrary – gets entrapped within a sophisticated web.

After he had passed through all the experiences Conchis had settled for him, Nicholas comes to realize how his inside was, why his character was like that and why his life had got on that path. His conclusion is that he himself is the one to be   condemned for his behavior; after the shadow has been integrated, Urfe is released.

The story “The Prince and The Magician“ used by Fowles in his book originates from Diogenis Laertios, whose story is used, in his turn, by Jung; it is actually speaking about the sophism enkekalymmenos (of the veiled person, or the mask, the persona); decoded, it might say that related to a person or a thing one could say that, at the same time one both knows and one doesn’t know for certain that person or thing. It stays for the representation which consists of the image one perceives as being real plus the image resulted from the subjective perceiving. Generally, one sees only one aspect of the representation, without reaching the core.

What Urfe won after all these experiences is the power to see both sides of the representation.

At a second reading The Collector , his second novel written but first published, we find that this one also hides a weltanschauung.

First of all the novel itself unfolds  by presenting a clerk whose hobby was “to collect butterflies” and has, all of a sudden, become rich. He kidnaps an art student whom he had long ago coveted. He is Frederick Clegg, later called by the girl – Caliban, and she is Miranda.

A common element with The Magus – regarding this part of the paper is the image of the child who loses his father in a car accident and mother abandons him. This is why, by capturing Miranda, he tries to regain his mother. Nevertheless he remains with an eternal melancholic idea about the paternal concept (he worships his uncle: “He was as good as a father to me. When I held that cheque in my hands, he was the person, besides Miranda of course, I thought of.”)
 and full of hatred for his mother, because she had abandoned him. Therefore he hates women, he lacks woman’s comfort assimilated with maternal care, and here springs the desire to posses. According to Jacques Lacan it is the desire for unity. This is the one which makes Caliban kidnap Miranda and forces her, somehow, by separating her from the world, to love him: “I want you to get to know me”
. He wants to accomplish a stage that he had never been through in his childhood.

Nicholas Urfe didn’t care of the sensitive side of a woman, he was interested just in her body, while Frederick is interested mainly in her feelings and doesn’t feel like considering her body and sex – at a first glance. However Frederick’s shadow speaks for something else, that is for a second, deeper glance: he only says he longs for her feelings yet he wishes to take pictures of her naked body while he also tries to immortalize couples making love in hidden places. This is the repression of his driven back sexuality.

A fantasy is strictly related to the desire – states Freud, and he even gives a concept for this: the fantasy-desire. This is related to setting the stage for the interdiction which substitutes the desire. His sexuality is driven back, therefore he substitutes his desires with the act of taking pictures, immortalizing things he would have liked to perform but he doesn’t. His drives are driven back. One would ask why would his sexuality be repressed. 

Leaving aside the disadvantages of practicing psychoanalysis on a paper-man, we could assume that if he kidnapped Miranda as a substitute for his mother, in order to make her give love and understanding, he couldn’t turn this image, this relation into an incestuous one. Nevertheless, should we “slice” the girl’s name for a meaning, we would get to “Mirra-n-da”. “Mirra”, a mythological character who is said to have loved her father beyond limit and had an incestuous son from him, Adonis. She therefore represents the incestuous love. Maybe that is why Caliban’s sexuality is repressed – how could he have an incestuous relationship with Miranda if he sees in her the lost and regained mother?!

Connected to the beginning of this section, the “M – dominated”, Frederick Clegg comes as an answer, as a reinforcing idea for what we have  supposed so far: when Miranda dies he cleans the place and starts to plan for another kidnapping, of another girl, but – attention please – the new one’s name is Marian! It is the author himself who draws the reader’s attention: ”I haven’t decided yet about Marian” (another M!…)
. He states this time there won’t be love involved anymore. He would do it out of curiosity and in order to compare the two.

Why would both girls that he would kidnap be named with “M”? This is the evidence for what John Fowles states in one of his interviews given to Dianne L.Vpiond  in 1995: “It had never occurred to me before. But yes, I see I am indeed M-dominated”
. This could be well connected to the childlike qualities of the artist that Fowles speaks about when he mentions his influences from Freud and Jung, when he states that these two are valuable for the personality of an artist.

III.  Dead parents, orphan children
What strikes someone who has read – Fowles’ novels or at least – a main part of them, is that most of the characters – the important ones – are orphans of one or – worse – of both parents. Let us start with The Collector – the first published novel: Frederick’s father died in a car accident when the boy was two years old and after the father’s death, mother abandons the child leaving him with aunt Annie. The former child, the actual grown-up story-teller motivates this: “She wanted to live her own life”
 (we need to mention that Frederick Clegg – later to be called Caliban – was the story-teller for half of the novel). He further states: “Cousin Mabel told me once mother was a street walker and that she had gone with a stranger”
. The result of this is that the child grows up to later feel disgust for vulgar women, especially for the young ones (the time of his mother’s life when she left him).

He thus develops an abandonment neurosis which manifests itself through abandonment anxiety and need for security. This is a neurosis whose etiology is preoedipian. The subject suffers from a fundamental affective insecurity and from an endless need for being loved, which signifies the attempt to find the lost security, whose prototype is a primitive merger with the mother. Therefore Miranda stands for a substitute mother.

In The Magus Nicholas Urfe comes to be orphan only in his early adulthood: when he was a student at Oxford his father had to leave for India and took his wife with him. The plane crashed and both young Urfe’s parents died.

His reaction is again a matter of debate: “After a first shock I felt released”. And this because family didn’t represent an obstacle for the development of his personality anymore. He had felt enchained when they were alive. He had been determined to have a dual attitude: the real, natural one and the one his parents would have liked him to be. Therefore parents’ death is a long-waited liberation.

Daniel Martin, a failed playwright, a successful though unsatisfied screenwriter and hopeful novelist, had been a mother-orphan since he was 4 years old. He has a father who lacks the abilities of looking after a child and thus the child is going to be taken care of by an aunt, Aunt Millie. (This makes one recall that Caliban in The Collector was also looked after by an aunt, aunt Annie) Regarding the “portrait” of Daniel Martin, Fowles said, “I wanted a man who felt artificially underexpressed, who felt a kind of frustration”
.

We run again into an orphan main character but what is more in Daniel Martin is that not only Daniel is a mother –orphan child but also other characters in the book: Jane and Nell, the two sisters that would later share the love for the same man, are father-orphan children, Nell’s future husband, the one she would marry after her husband’s death, Andrew, was also a father-orphan child.

Should we draw a psychoanalytical conclusion out of these aspects one could say that the author’s obsessive idea with the dead parents calls for the nonexistence of the author’s super-ego. Freud states that the super-ego is formed on the basis of renouncing at the oedipal wishes for love and hostility and it is enriched by means of subsequent contributions brought by social and cultural requirements. He further adds that the child’s super-ego is formed according to his parents’ super-ego; it gets the same content, it becomes representative for the tradition, for all the valuable judgements that are created and nourished along generations. We also know from Fowles’ confessions in this autobiographical book The Tree and also from the interviews, that he had an authoritative father, and a mother preoccupied with trivial things to whom he had been “beastly” he says. We could possibly assume, on this ground, that the author doesn’t want to identify himself with the image of his parents, he doesn’t want to give up oedipal drives and thus he doesn’t let his super-ego come to life. The aim of this super-ego is to act as a judge in relation to the ego. According to Freud, the moral conscience, the self-observation, forming the ideals, belong  to the super-ego. He also states that the attitude of self-reproaching, common to obsessional neurosis, can be unconscious as also unconscious is this attitude of judging of the super-ego. The subject that suffers from these constraints and compulsions acts as if he were dominated by a feeling of guilt which he, nevertheless, ignores completely so that we could call it an unconscious feeling of guilt, another obsessive idea, that is recurrent in Fowles’ novels: his main character in The Collector and The Magus, Caliban and Nicholas consider themselves guilty of an ancestral deed: Caliban suffers from a feeling of inferiority, he tries to act with a compensation towards magnifying the sense of personality and then he feels guilty.

Daniel Martin in the novel with the same title confesses he feels guilty and miserable, in different instances of the book, and so does Nicholas Urfe in The Magus: he feels guilty of leading a double life, the life his parents require and the life he feels he would really live and that is why he somehow feels released when his parents die, because the family couldn’t set obstacles in his personal development anymore. Again we face the dominant parents, the censorship that would make the child wish his parents had been missing, had been out of his development. He longs for the nonexistence of the censorship, of the super-ego.

It is even in The Tree, that John Fowles mentions he had a father who "“as conventional and acutely careful not to offend the mores of the two worlds (he lived in suburbia and business in London)”
. This would be a final reason (The Tree has been said to be an autobiographical book) to state that the fact that most of  his books deal with orphan children psychologically speaks for the author’s wish of denying the existence of his super-ego; he looks for freedom, he wants to be free from any social, moral and psychological constraints.

IV.  _Collecting things / collection

Collectionism or collectionarism is an activity which involves a pathological gathering, keeping and collecting of some things that belong or not to a single category. There are different types of collectionarism among which we distinguish the monoclepto-colectionarism defined as a selection of a single type of things, preserved attentively and religiously. Psychoanalysis considers collecting things as an image of a fixation in the anal – sadistic stage of an obsessional personality (a psycho-astenic one), with an anal-erotic component. The link between sadism and anal-erotism focused on both destruction of the object and its maintenance through domination.

In The Collector, Frederick Clegg collects butterflies systematically. He speaks about uncle Dick’s understanding for his jars full of caterpillars, deposited in his storehouse. The caterpillars are the symbol of transformation, of evolution. He later speaks about collecting butterflies, in complete series, rare species and even “aberrations” as he calls them referring to the fact that he would also collect peculiar types of butterflies. Being light and graceful, the butterfly represents the travelling spirit in its metamorphosis, a symbol of instability.

Were we to take all this as an interpretation we could say that Frederick’s soul is in a perpetual transformation, he is in search for the equilibrium, and for an answer to the questions “who am I?”, “which is my place in the world?” – existential questions. As far as the idea of collecting butterflies is concerned should we remember that once in the novel he names the butterfly-“imago” this calls for the Jungian concept describing the maternal, paternal and fraternal imago. The imago and the complex are close connected notions: they both deal with the same field: child relations with the family and with the social environment. However, the imago represents an imaginary trace of one member of the family. It can also be “materialized” into feelings and attitudes. Therefore Frederick would collect butterflies to “catch” and “kill” his parents that had abandoned him in an early stage of life. It is a case of transference, a process in which the unconscious wishes are made active  and acted upon some objects situated in a certain kind of relationship to the subject. It involves a repetition of the infantile prototypes, actualized with an acute sense of “here and Now”.

In The Magus, Conchis collects a lot of valuable books which he then burns. The act of burning, a symbol for any sublimation (taken from chemistry where sublimation means the way by which an object changes itself from solid into liquid), in psychoanalytical terms used by Freud it represents the use of the sexual energy guided to another purpose, a cultural one, that is for creating art or researching. The forces used for the cultural labour come, mostly, from repressing what we call perverse elements of the sexual drives. The analytic interpretation of this myth confirms the general meaning: inside the id or outside it, everything that represents an obstacle, is burnt. Once one has burned the hindrances inside the id, one would get an inner completion and by destroying the impediments outside the id the external power will be reinforced. The reader might wonder what kind of obstacles we are talking about. The book is considered to offer another kind of reality, a dream world or a world of ideas and copies. Conchis burns everything that imitates life and he condemned Urfe to have taken life as a fiction, because he rejects fiction as some artifact that copied life. It is even the invitation given by Ezra Pound’s lines that confirms the idea: “you must sail after knowledge”
, you cannot just be satisfied with a copy of it offered by copies of reality. Therefore one must burn the obstacles to a real knowledge of the Universal Truth, otherwise, being satisfied with copies, the true light will never be searched for; and the true light, according to Fowles, is to be found in nature.

Even though we have given an interpretation to Conchis collecting books (which also calls for a fixation in the anal-sadistic stage) and then to his act of burning them, we could say that the idea of collecting was written by itself (Fowles himself is obsessed with the idea of collecting), then it is followed by a conscious choice of the author, to make Conchis burn books, to render the interpretation we have just stated.

As we have previously uttered, John Fowles himself is obsessed with the idea of collecting. He collects orchids, rare orchids and so does Daniel Martin. Symbolically, the orchid represents a guarantee for paternity. It is a confusing flower which takes back all it gives. It could be an unconscious drive that might have led Fowles to sympathize with collecting orchids. However, during his trips in Portland, Oregon, in 1996, where he was convinced to go only if he had been promised a trip to the woods in search for rare orchids, John Fowles said he had spent most of the day on the bank of the Columbia River in search of a rare orchid called Calypso valvosa. He even stated: “To hell with human beings, I want to see a calypso!”
. Earlier, in 1989 when he suffered from a stroke, hospitalized – he kept repeating, almost as a mantra, “tenthredinifera, tenthredinifera, tenthredinifera”. The doctors believed it was a sign of illness but David Streifeld, in his article “A Writer Blocked” states that this word really exists, it is the name of a rare orchid that Fowles had seen years before on the Greek Island of Crete. It is also D. Streitfeld who would try a decoding of this word; he says it could mean “I’ll never be able to travel again, I’ll never be able to climb the mountain again where I saw it”
.

Orchids are distinguished from other orders of flowering by a combination of floral characteristics rather than by a single characteristic unique to the group. About half are epiphytic, growing on other plants for support only, but some are parasitic and other saprophytic (living on decaying vegetation), some lithophytes, growing on rocks. They all obtain their nourishment from long, spongy aerial roots that absorb moisture and nutrients from the air. A few Australian species complete their life cycles entirely underground. Orchids are most highly organized flowers among  monocotyledons, and most of them are luring for insects in view of pollination.

This whole paragraph with general ideas about orchids was written here in search of a question: Why would John Fowles collect orchids and not other flowers or plants? Needless to say what  “collecting” means  as we have debated on this subject earlier, and associated with this we can say that Fowles follows the same psychoanalytical pattern. The question now is: why orchids?

All that is to follow is only a matter of assumption as we can get conclusions from the little information we have about his early life. Should we consider that orchids are special flowers we could say this reinforces his idea about the “Few and the Many”. An orchid is representative for the Few among all the other flowers while the rest stand for “the Many”. He might feel strong and powerful, he might feel lucky and chosen, favored by Destiny once he has seen another kind of orchid; this might give him strength and a sense of being among The Few. If we think at the aerial roots of the flower and that about half of the number of species are growing on other plants for support, then we could infer that part of Fowles’ drive to collect orchids and not some other plants is a transfer of his unconscious idea of not having earthy roots, it is the wish to deny his roots; he doesn’t want to admit their existence. An over-controlling father and a trivial mother could have led him to have, as a strong wish, the denial, the nonexistence of his super-ego. This wish could have been transferred onto collecting orchids, psychoanalytically speaking. We are also supported in this theory by the cultural symbol of the orchid, which represents paternity. He wants to collect it, to “unroot” it and make it die in a herbarium; he wants to take it from its place and transform it into a dead thing, in order to feel released from a paternal physical constraint and reinforce, with a proof, the idea that by collecting a special flower (among other activities) he is one of the Few, separated from the Many who get involved with minor things.

V.  The Double

In all the world’s cultures art includes representations of images set in a double because they actually represent a double symbolical polarity, both good and evil. Psychotherapy has to deal with hysterical or schizophrenic split of the self. The problems of the ego, in psychoanalysis come to look like symbols. These problems speak of a regression towards the inner and primitive stages which can be brought to light by means of a dual personality. A dual personality can also appear in the process of knowing, discovering the self, between the experienced ego and the unconscious id. The double can be our opponent, the one that provokes the fight.

In one of his interviews Dianne L. Vipond asks Fowles about the motif of the double, stating that this is an ubiquitous idea in his fiction: twins, sisters, parallel characters and often the dynamics of male-female relationships. Fowles’s answer wasn’t a certain and clear one: “I suppose it’s a sort of longing for an impossible freedom. I have some sympathy for those suffering from that psychiatric illness. I think they call it multiple personality disorder. I often wish I were someone else, and very much so with some other forms of non-human life. This is another reason that I adore nature”
.

In The Magus it is only on the Greek Island that Nicholas feels intensely “the light” and he seems to try and achieve the balance between the ego and the id, found in a perpetual incongruity. He compares himself with Sciron: “I ended like Sciron, a mid air man”
. This speaks for his duality, for his psychic dissociation. Also the existence of July and June, or of Rose and Lily, send us to the idea of double. It is the double of the hysterical or schizophrenic duality. This means regression to the inferior stages. This also indicates a sort of duality in the self-conscious level, as we have earlier stated, related to the ego and the id.

Considering their names as cultural symbols, Lily and Rose, both flower names, Rose stays for perfection and Lily is the end of the metamorphosis; Lily and Rose or June and July are the white and the tanned, the innocent and the skilled, the pure and the vulgar, the known and the unknown, the popular and the strange.

July is the temptation, the forces coming, untamed from the id. June is the ego that tries to defend, to make peace between the super-ego and the face of reality on one hand and the id and its black forces as strong drives, on the other. It is Conchis who speaks in the novel, for Fowles, saying that in front of the new and spontaneous events, people split their personality in two sections: one has a wholly different reaction in front of the new situations when he is previously announced, as compared to the situations when he is not. Constellation is involved, a process which consists of the fact that a certain word or fact produces a sudden reaction; an educated man can easily pass over by valuable predicates (“marvelous, fascinating”) which involve either a lack of participation or a tendency of not being involved, whereas an uneducated person would have to face the unexpected, uncontrolled reactions which come out.

Again number two is mentioned when Conchis is bothered by hallucination and airy vision. Hallucination is a sort of reality perceived only from within by the ill psychic and has no proof and no witness. If this happens then all the reality is turned upside down. We could face two kinds of reality: the one perceived by the normal being and the one perceived from inside by the ill-creatures; there would come a game of words: the real reality versus the non-real reality. All this leads to the relativity of truth and the idea that nothing is for ever settled, which might be translated into Fowles’ words in the Foreword of The Magus: “ If The Magus has any real significance it is no more than that of the Rorschach test in psychology. Its meaning is whatever reaction it provokes in the reader”
 which can be related to “Novels are not like crossword puzzles with one unique set of correct answers behind the clues”
.

In the Ebony Tower Diana and Anna are also a contrasting double: one of the girls was helping old Breasley in his working-room and the other was the one responsible for satisfying his sexual pleasures. Diana was allowed to fully manifest her personality while Anna was tolerated. One of them was trying to eliminate sexual elements while the other accepted them. Anne used a free language based on affection and honesty while Diana had a language based on intelligence and gift. Diana had a detached personality, Anne, as a perfect match (Di-Anne) is the opposite, she is gifted with the power to give, to offer. They are, therefore, the rational and the sensitive sides of one’s personality. David Williams is confronted with these two girls who live with Henry Breasley, a famous painter, in order to be taught the lesson of self-knowledge. “Get to know yourself” – seem to say all the dialogues between the two girls on one hand and  David and Henry on the other. The result? After a few days when David’s ego feels the freedom from conformity, he starts to wake up slowly, as after a surgical operation, and the only words that would answer the question, about his own Weltanschauung are “I have survived”. What he has survived from, is a difficult answer; the problem is – has his shadow been integrated or not? My opinion is it hasn’t, as he didn’t have the time to do so.

If in The Ebony Tower the two girls are friends and former colleagues, in Daniel Martin the double is represented by the two sisters Jane and Nell. Jane is driven by the desire to be “wild” and “unrestrained” and the one who could set the stage for this is Dan, while Anthony, her future husband makes her repress these feelings. Jane, who is to marry Anthony, doesn’t live her love fully with Dan either, because she lets herself constrained by moral laws. She says she is not ashamed she had longed for Dan’s love but she would be ashamed if she didn’t stop at that point.

Jane turns out however, to be a perfect mother, for her two children, Paul and Rose, while Nell, Dan’s wife, is tormented by motherhood. On his deathbed Anthony confesses Dan he had always tried to convince Jane that the spirit must order and justify all our actions, even the most shameful ones, and not the moral laws. He fought for the freedom of spirit, while Jane represents the ego that fights with the id and the super-ego. The id wants to manifest itself freely, the super-ego represents the moral and social constraints and Jane stand for the fighting ego. This double, Jane and Nell, is used here by Fowles in order to bring forth the endless fight between the inner forces of the id, the instincts, and the super-ego, which always lays pressure on the ego, which is the mediator.

VI.  The Island
By the motif of the “island” I do not necessarily mean the island itself but a remote place surrounded by peace and silence and solitude. About islands Fowles confesses: “One of the things I like about islands is the contrast between openness and closeness. Standing on an island beach looking out to sea, one has a feeling of openness. But from a distance islands appear closed, mysterious”
. Asked about the island psychology he states: “Going rather deep, you must voyage. You must experiment. The voyage dominates a lot of English art”
. 

Modern psychoanalysis has emphasized one of the essential features of the island: the fact that it provokes a shelter, a retreat. Looking for a desert island or for the unknown island, or for the island that offers surprise and richness is a basic theme of literature, dream and wishes. The island is the place where the conscience and the will get together in order to get rid of the unconscious drives; it is the place where the super-ego gets together with the ego so as to defy the id.

In Fowles’ novels the island is represented  as such or it is indicated by the existence of isolated places where the subject is taken in order to undergo a spiritual transformation.

In The Magus Nicholas Urfe leaves for the Greek Island Phraxos because he needed new things which couldn’t have been defined with words and needed a new mystery to discover. It is on the Greek Island that he will be made to feel “the inner light” and the view within: “What was I after all? Near enough what Conchis had had told: nothing but the net sum of countless wrong turnings […] all my life I had tried to turn life into fiction to hold reality away […]. This leechlike variation of the super-ego I had created myself, fostered myself, and because of it I had always been incapable of acting freely. It was not my defence; but my despot. And now I saw it, I saw it a death too late. I sat by the shore and waited for the dawn to rise on the grey sea. Intolerably alone.”

It is Conchis who will make Urfe aware of his shadow and his persona. Lily and Rose – of his vital energy and altogether they will impose the idea that through a profound concentration upon one’s self and by directing all the observation and power and analyzing towards the inside, one could transcend this mortal and ephemeral world, this world led only by artifacts, because the real self and the real world and the true idea are always to be found Beyond, in a world where all the negative drives are tamed, where everything is under control and where Man is a superior being. The beach from Bourani where Nicholas goes is the place where one can reach the beginning, as the lines from T.S. Eliot indicate:

“And the end of all our exploring

Will be to arrive where we started

And know the place for the first time.”

This is about reaching the origins, getting to the spiritual core; psychoanalytically it means to call off the infantile amnesia, in order to eliminate the driven back infantile sexuality and other elements in child’s early life. One would thus come to understand later aspects of his personality, he would come to know himself, by bringing things into conscious; Conchis states: “Here comes a time in each life like a point of fulcrum. At that time you must accept yourself. It is what you are and always will be”
.

If The Magus deals with the motif of the island itself, The Collector takes the idea of a remote place and changes it into an isolated old cottage that Frederick Clegg buys, somewhere  one hour drive from London and two miles away from the nearest village, a cottage situated “Far from the Madding Crowd” as the newspaper advert was saying.

It is in this isolated place that Miranda Grey will be brought after having been kidnapped by Frederick Clegg, and it is also in this far-away place that Fowles chooses to deal with the Bluebeard syndrome. Sherill E. Grace sees Bluebeard” as a study in deviant behavior; it is the symbolism of the man imprisoning women underground. Miranda Grey is imprisoned in order to become aware of the dark, male side of her personality (represented by Clegg), her shadow, which she must learn to control and make use of it in a creative way. The opposite choice (that is if she doesn’t tame her animus and her shadow) will lead to her destruction. When one comes to harness the dark side of personality it means one reached individuation. Miranda comes to reach this individuation but it is “a death too late”, how one might say.

In The Ebony Tower the subject that is to undergo a transformation is not taken by force and isolated. David Williams, like Nicholas Urfe, is in search of new, for fame. He goes to Cöetminais, a manor house where the old and famous painter Henry Breasley lived, in order to get to know him better and write a critical review of his work and life. The plan later turns out to be set upside down as the one endowed with the power to analyze and conclude was Breasley; his tools were two young women (again the idea of double) and the subject is David. The hunter becomes hunted. He is hunted for a noble cause: to be made to reach his own Weltanschauung. David is the individual bordered by moral and social constraints, therefore with a strong super-ego, and all the dialogues and the days spent at Breasley’s house are meant to let the harnessed energy come out and manifest itself. The end is slippery. He only says: ”I  have survived.” My opinion is that he has survived the temptations of becoming himself, a real person, someone with an integrated persona and shadow. He has become aware of his shadow but remained the individual outwardly restrained  by moral laws, inwardly changed by freedom experience (let us remember he considers that going away from Beth, his wife, was a freedom he had felt guilty of).

Different from the above mentioned books related to the idea of island, in Daniel Martin the motif of island reduces itself to an isolated house also, (like in The Collector one would say) but not with negative and criminal thoughts involved. It is the place where Daniel always wants to reach in order to get peace and rest. It is Thorncombe, also an old house. He confesses that the need to have such a place came from his deep unconscious, all the other rational conscious reasons being situated on a second level. It was a secret place, a sort of shelter, a place like a cry of victory, compared with a place in California, called Tsankawi, a place which defied time, death of any kind, where past mingles with future. It is the place where he can find his past as Daniel Martin is a book about “ a man attempting to resolve the past and the present, forced to face what he has been and what he has become”
 . It is about the remote place where one comes at peace with past and present in order to prepare for a better future, spiritually speaking.

VII.  Journey, forest, water

Fowles’ characters, both men and women, undertake a twofold journey: it is the quest for psychic integration on one hand and the quest to discover the authentic life on the other. The journey they take lead them to the spiritual center where they come to know themselves existentially, they understand where they sit and why they do so, they can see to what extent they can choose out of their destiny and how they can do so. Most of these characters succeed in creating their own Weltanschauung and thus answer the questions: “Who am I?” and “Why do I do what I do?”. It is true that in order to do so they are isolated, taken out from the system and subjected to different tests at the end of which they either see the light and come to know their real self or they fail and therefore they are lost spiritually, they would never get the long waited freedom.

Fowles once disclosed his concept of the soul, which is like a pinball, bouncing among three cushions; the first cushion is “necessity”, that is things you cannot avoid, such as death, the fight between the persona and the ego, between what you are and what you want to be; the second is “total hazard”, standing for unpredictable happenings, and the third is “freedom” and the fight for it. In his books the soul is tormented by the fight between persona, shadow and the ego, it is faced with unpredictable situations from which he either dies or he gets freedom, or it is in such a situation that it cannot be saved anymore.

All his main characters’ experiences take place near a forest or near the water and they all hide a spiritual journey. For the modern psychoanalyst forest is the symbol of the unconscious owing to its darkness and its deep striking root. It is a strong symbol for the unconscious also as a source of rebirth. Water is the symbol of the unconscious and untamed drives, of the secret and unknown motivation. Water as a symbol states for amniotic regression; it means to go back to the origins and abolish the infantile amnesia which means a functional incapacity of the child to record his own impressions. Wherever a journey is present, culturally speaking, a continuous self-denial is implied. Therefore the individual is not satisfied with himself the way he is, and sets off in a quest for self-discovery, hoping he would find within, a better one.

In this respect Fowles himself asserts that: “You always write for yourself first, to discover yourself first”
. He admits that all his novels are a quest in the search for personal identity. As all his novels echo a more or less obvious journey we could say Fowles is a frustrated individual who is not satisfied with himself.

Thus, as a reinforcement for the idea, Nicholas Urfe is to undergo all those bizarre experiences in a place surrounded by water (he even goes to the beach where he finds an open book – the invitation to start for a journey) and near a forest. It is where the scenes with the nazi take place. Miranda Grey would have reached individuation if she hadn’t died. The place where the house she is trapped in is situated, is near a forest.

In The Ebony Tower David Williams goes into Henry Breasley’s house to undergo the same transformation. This house is also situated near the forest and he even takes a bath with the two girls Diana and Anna, so he gets into the water and then out of it, as a spiritual rebirth (he goes back into amniotic regression, to come out a better man). In Daniel Martin the two couples that will be central for the book show themselves on the stage in a rowing boat, on a lake. This is a sign that the four of them will undergo a transformation but the one that will keep returning to look at his past, is Daniel.

In his tour in the U.S. in 1998, during appearances in New York City, San Francisco and Los Angeles, John Fowles was interviewed by professor Dianne Vipond. Among other memorable things he said there was one on writing which I would chose instead of  a conclusion to this paper:

“Writing is the most difficult thing in the world and takes great courage. Writing novels is hideously difficult. Writers must metaphorically kill their parents and teachers in order to break free from their influences”
. This quotation speaks for itself and tells us about the link between childhood, real adult life, writer’s work and obsessions.

VIII.  Conclusion


To draw a conclusion from  all the aspects discussed above we might say that all the recurrent patterns which were traced in Fowles’ novels involve his constant concern with the individual’s fight for freedom. The subject strives to get free from parental control, from their imposing attitude and to reach out for his real self.


Fowles is M-dominated and we have shown that, it is even he himself who acknowledges it in one of his interviews. Unconsciously he wants to break free from it, as he wants to develop his own ego. He wants to separate himself from his mother archetype also, to undergo a complete process. He can only do this by means of magic, as parents-child relationship is magic. This is why he uses the idea of the magus which psychoanalytically stands for the will, for the personal initiative. He thus breaks free from his mother using a strong will and why not – maybe imposture. Once having separated from the umbilical cord he will set off in a journey to find himself, to know his dark forces and to harness them. He undergoes amniotic regression (he gets into the water and then he comes out a better man) in an environment suggesting a quest: the forest. The quest is about to take place in a remote place – usually on an island, away from the parents – which in most of the cases are dead, killed by the author.


To kill one’s parents even though in a day-dream would reflect one’s wish for the denial of the superego. In Freudian terms this calls for the desire of the oedipal drives (the subject doesn’t want to give them up), maintaining a tie with the mother and “wishing” to kill his opponent, his father. Fowles seems to kill both parents in order to set himself free: he wants freedom both from his father and from his mother. However, he feels guilty for having such a desire. He suffers from an obsessional neurosis manifested through compulsive syndromes: the subject feels himself constrained by a certain inner force (drive) to act in a certain way, to think in a certain way, but he also fights against this. Metaphorically represented we have the idea of collecting things (remove them from their environment and “kill” them in order to be subdued), especially orchids (a symbol for paternity). The subject feels an affective insecurity (abandonment neurosis) manifested symbolically under the idea of the double, the double of the hysterical or schizophrenic duality, a dual personality. This appears in the process of knowing the self, in the fight between the experienced ego and the unconscious id. The id suffers from the fear of being abandoned and the individual looks for the balance. However, he is aware of this fear, of this anxiety, and he fights for liberation; it is exactly this idea of “double” which stands for the fight between the id and the liberating ego. And the fight must take place in a remote place where nothing and nobody could interfere. It is the island, or the island-like place, where the superego supports the ego in the fight against the id. This happens at the end of a journey, at the end of a permanent self-denial. The subject is not satisfied with himself and, by continually feeing this, he will set off in order to reach the beginning, to call off the infantile amnesia, to understand himself, his fears and his qualities, and to become a well rounded individual by mastering the dark forces and by using what is positive inside himself to his benefit.
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I. The creative process seen both as a  psychological and  a pathological process.  A theoretical support          
Life’s endlessly changing reality shows a permanent longing for balance between its inner complexity and outer environment. A permanent contact with the environment, the ability to adjust itself to the ever – changing outer conditions, also preserving the past experiences, allow the organisms, by means of a more and more complex nervous system, a rapid and useful reconciliation with the environment. 

We have to admit thus the existence of an inner world with inner drives, feelings, possibilities of reaction, recordings of past actions, which all make a clearly limited functional area.


The wakeful consciousness defined through a high psychological tension, introduces the subject (the individual) to the outer reality, with time and place coordinates. Consciousness is an instrument of adjustment to the social environment.

 
The subconscious phenomena have also a well-determined reality, however different from the conscious ones. By means of conscious life the individual can adapt himself to the outer reality. Beyond the alert consciousness there lays another kind of reality, which is no more defined through high tension and outer orientation, which is no longer organized and constrained by adopting biological requirements. It is the part revealed by a complete organic and psychologic relaxation, of sleep and day-dreaming.


The entrance to the subconscious world will therefore be represented by sleep and sleepiness which imply, unequally of course, a dullness of the superior functions and enlightening of the deep spiritual (soul’s) realities.


The play wakefulness-sleep will reveal thus the two systems of the spiritual activity, consciousness and subconscious, which have a strong bound, communicating a lot. When the nervous concentration and the individual’s energy resources start to decline, there is another side of the inner’s life, a sleep world which allows us to get to the most intimate functions of the subconscious to the opposition sleep-wakefulness.


Studying the subconscious life one can better reach the depths of automatic writing, psychoanalytic confession, narcoanalysis,  psychic reactions to some toxic substances, delirium structures, day-dreaming, hypnagogic and hypnopompic images.


When the fatigue is at its height and the outer conditions allow it, the tiredness is settled through sleepiness. The spiritual involvement in ordinary activities is lowered. The sleepiness state cancels the objective and logical knowledge and replaces it with an imaginative delirium, in which external objects become simple starting points for the inner phantasmagoria. Not being able to adjust himself to reality, in order to dominate and comprise it with effort and tension, the individual records it, passively and distortingly, through the veil of sleepiness, enriching it with a new, visionary and hallucinatory world. The thought leaves itself be invaded by images. The state of drowsiness allows an irregular flow of latent images, of memories, of unclear spiritual states, which could have embarrassed the individual’s practical activity during the alert state. The dream structure can only be understood on condition it is considered an expression of a delirious personality, a psychic complexity, with a structure that is different from the awake state. The awake state and the delirious state are sides of the same spiritual life but with a different emotional tone and rhythm. Even the most concentrated man over the active and practical plan of life has his own moments of day-dreaming, introspection and inward vagrancy, the same way the most convinced dreamer has his moments of practical and concrete activity. Even in the peak moments of physical and mental straining, the active individual is dominated by the inward, imaginative vision, coloured with the affection of his ideal creation which was previously set as an important target. The project always goes hand in hand with the process of attaining the goal, the image of the model helps its real coming to life. 

Therefore, a normal person’s psychological life unfolds simultaneously on two levels: one belonging to the dream state and one belonging to objective reality. However, this coexistence between day-dreaming and real life, less obvious for those who have achieved many things in life and for those oriented towards a real life, becomes a very common state for the people unable to take action, for the unsatisfied persons or for the highly introverted ones. The spirit, not satisfied with the things he gets from reality, turns towards the thought world, where he can wind the most satisfying dreams to come at peace with his personal aspirations and unsatisfactions. The need for balance and inward satisfactions determines, naturally speaking for those who have suffered a defeat, or who are unable to live fully an active life, the refuge in the dream world. The day dreaming, that winding of events and fiction urged by a feeling, will thus be a characteristic of those unable to be active or of those unsatisfied with what they get from life.


The retreat in the dream world represents at the same time an ideal consolation which the individual gives himself after an unsuccessful action. In the dream world he can find the achievements reality has refused to give; he compensates, through day dreaming, for the lack of satisfactions given to him by the real world. Getting isolated in one’s own world is common for someone with a rich imagination, as a result of one’s daily lack of gratification. J.J.Rousseau describes, in “Reveries du promeneur solitaire”
, this comforting attitude of an inner “stroll”; he states that the habit of getting inside himself took away the feeling and the memory of bad experiences; he says those were joys he owed to the people who continually harmed his soul. Without them he would have never discovered the treasures he had hidden inside himself.


This thing can be well outlined in adulthood. Erotic life gives the most illustrative example of imaginative compensation. Those who are strongly shy or those who suffer from sexual deficiencies become either imaginative, with highly colored and rich phantasy, or love theoreticians. What life takes from them in reality, they get it back either through  abstract considerations or through a liberty of thought.


Beside this compensating effect given by day dreaming which offers ideal joys for someone defeated in real life, we need to mention the case of the dreamers that plunge in day-dreaming with a natural, innate state. These are the ones who are essentially inadaptable, people who are rejected by the nearby reality, impractical clumsy human beings, living predominantly an inner life.


Day-dreaming is one of the essential activities of the human psyche playing an important part in the making of the artistic product. Day dreaming is connected not only with certain moods (generally a strong affectivity with depressing vein) but also with certain physical features.


Undoubtedly, in debating upon the characteristics of the images that build the daydream, we have to bear in mind, the individual’s particularities as well, the sudden reactions, the age, the normal/pathological state of the person in focus.


The flow of thought in a day dream represents a blend between a delirious mechanism unfolded spontaneously and a conscious intrusion, both acting simultaneously. 


In a daydream we can find the essential features of a night dream: sudden association, distortion of reality, inventivity, gathering facts according to a scheme, but more than that, a spontaneous elaboration of the subconscious structures. What differentiates a day dream from a night dream is the fact that the real life events, memories, past feelings, blurred desires, indefinite wishes, anxieties or urges organize themselves in structures which are consciously guided by the wakeful dreamer. A day dream, like the entire spiritual life shows itself as a complex, global state. The main function of the subconscious which organizes creatively the spiritual structures, is not cancelled during day dreaming. This structure is the one which makes two or more memories meet in compound images. The memories merging are associated to intellectual elements or emotive states, giving birth to new brain/mental complexes.


However, this combination of separate spiritual data is not left, like in a night dream, to be led by the own mechanism of the subconscious life. It is the conscious life that starts to act, taking control over the day dream flow. This guidance is not compulsive; it is a spontaneous organization of the flow of thought. This conscious  guidance is almost zero in the moments right after waking but it is well defined during meditation.


We’ve mentioned that the memories merging is associated with emotive states. During a day dream, the dominant feeling can get different forms: lack of satisfaction, desire for revenge, vanity, driven back erotism, a desire for self-assertion. This feeling is a sort of active ferment of the day dream, which coordinates and guides, to a certain extent, the evolution of images and ideas. The impossibility of taking action, the state of being passive, the unsatisfied tension of the spirit in real life find thus one of the most satisfying compensation in a day dream.


Other times, there is no need for an unfavourable feeling to start a day dream. A plain isolation is enough. In such a case, the emotional state which gives birth to imagination is weaker, being made up of escape tendencies, unclear yearnings, premonitions and short trance, insignificant lack of satisfactions brought out by a daily monotony. In this case we come to face a permanent, unstable and changing day dream. In this case the dreamer has certain general themes which he reiterates over and over again, changing them every time.


The dreamer’s attitude is always related to his age. During adolescence the day dream is mainly erotic; he offers himself positive situations, when luck is on his side, or he fancies adventures favourable to his vanity or his sentimental interests. 


Adolescent’s day dream is still in touch with reality; even though he sometimes goes beyond or sometimes he denies it, at least he rebuilds it on another plan. Therefore, the escape from reality is not comparable to the state of someone during a night sleep. The space and time coordinates are more precise. The dream is mainly projected in the future and the evoked circumstances do not totally contradict the real facts and daily events.


During middle age and old age the day dream occurs less often and it is projected in the past. The day dream re-builds the reality, but not an unclear reality. The reality which is rebuilt is certain; it is a world of the past. The day dream, nevertheless, reiterates it, it changes its flow and orientation.


In all the cases yet, a day dream represents a transfer of reality: the dreamer evokes situations, actions, gestures and words, he builds events in which he is a character himself. This elaboration is the result of a subconscious blend of the data coming from real life, taken by the day dream and combined according to a new symmetry.


A dream is the best means of providing information about the psychic structure of the one who dreams, it is a picture of the ego and the id. The function of a dream is to establish, within an individual’s psychic a compensating balance. In the wakeful state the dream takes the individual over. The dream becomes the core of an obsession. However, if it is transferred on an adequate plan of the consciousness, it becomes a form of creation, be it in personal life or in an art product. Edgar Morin considers that any dream is an unreal achievement aspiring to a practical accomplishment. Adler also states that each dream seeks to create the most appropriate environment, suitable for a remote aim. It provides an amount of energy which tries to set the basis for reaching the goal.


Freud concentrated a lot on day-dreaming, comparing this one with night dream. He considered that a day dream, like a night dream, is an accomplishment for a desire based a lot on the impressions made by childhood events. According to Freud, a day-dream is mostly unconscious because the spring and content come from a driven back material.


In his paper “Creative writers and day-dreaming” from 1908, Freud compares a writer with a child at play in the sense that they both create a world of their own by re-arranging the things of the real world in a new way, which pleases them. He considers that a creative writer builds a world of phantasy  which he takes very seriously. Freud calls day-dreams “castles in the air”. These castles in the air are “hidden” from the stranger’s eyes as the creator, the adult writer is ashamed of his play, of his phantasies. Why would he be so? Because, as Freud states, only unhappy people have phantasies, only unsatisfied ones. They are ashamed to admit that they are unhappy. The problems Freud speaks about in unsatisfied persons are two: ambitious and erotic wishes, therefore erotic and self-esteem problem. He also compares phantasies (or daydreams) to night dreams stating that they bear a remarkable resemblance to each other in that they are both wish fulfilments. The difference is that dreams (night dreams), through the distortion of the dream process express the wishes that are most at odds with the reality principle.


Phantasy (daydream) is defined as the most intimate and secret of creations, as Freud remarked. It is like an exclusive theatre in which the characters wear masks made from infantile materials. They indicate the direction of the wish.


A phantasy has two subjects, its producer and its product, or the author and the actor. The actor may play an active part or remain a passive observer.


Every phantasy has a plot, however elementary or repetitive. The action of the drama that unfolds satisfies the forces that generated it. These forces are the wish (striving for fulfilment) and the censorship (repressing and establishing defence mechanisms). The most intensely attracting aspect of the phantasies is their high degree of organization. They are incredibly credible. This distinguishes phantasies from dreams, because, unlike dreams, they are mostly respecters of the demands of the temporality, contradiction and negation. However, phantasies and dreams resemble each other as they are both wish fulfilments both revive infantile impressions, both secure a certain indulgence from censorship, both must resort to tactics in order to overcome the resistances of consciousness.


However, we should not confuse phantasy with memory. Phantasy often distorts memory in order to hide it. Phantasy closes the door to memory. The phantasizer structures his memories in a personal and “arbitrary” way to serve the purpose of fulfilling a wish, but without noticing it. This feature, which is never absent from the private theatre of phantasy, is the dominant one in the creative writer, because the writer, without noticing it, assembles, processes , truncates modifies and adapts the memories he uses to build his creation. Phantasy takes liberty in the reorganization and evocation of factual events, sometimes even changing them out of all recognition. Its final aim is to deny castration.


In phantasies, the words of the parents resound and are evoked. Therefore the subject starts to desire honour, power, wealth, fame and love of women, but he lacks the means for achieving these satisfactions.


Freud considers that we must separate writers who take their material already made by others (by other writers), from those writers who seem to really give birth to original things. The problem is that even those who take material from others, intervene over it printing their own mark on it as there is always a certain freedom (probably unconscious) and certain determinism. Their print is in the way they refashion the already-made material, and in the way they change it, according to their own structure. One way or another they somehow make use, in their basics, of archetypes and “secular dreams of youthful humanity”. 


In the process of fulfilling his wishes, the creative writer also helps the reader fulfil some of his secret wishes by identifying himself with the character /-s in the book. It is a twofold process as the text acts upon the reader and in his turn, the reader acts on the text, seeing in it only what “his visual abilities allow him to see”; that is each reader sees a text according to his / her inner structure, also with a desire to fulfil a hidden, unconscious wish through identification.


An immersion in fantasy may represent pathological tendencies. The typical fantasies of the family romance may be understood as a compensation for oedipal disappointment and narcissistic injuries. Wishes for idealized parents in an idealized childhood are found in the transformed hero, heroine and heroic figures of  the day dreams. In typical daydreams, the forbidding adult or authority figures are overcome, the hero or heroine finds magical protection and reassurance against all the dangerous situations of development and thus injured narcissism and self-esteem are restored. The form and the content of the day dream may indicate defences and adaptive functions. The vulnerable child becomes the invulnerable hero or irresistible heroine; the child succeeds while he is under the protection of an omnipotent bodyguard, godmother or guardian angel. However, the stereotypical day dream is linked to elusive but important issues of self, identity and character.


These day dreams are, like childish creations, not fully compatible with ideals and values, and thus the day dream is likely to be reported with embarrassment, shame, and humiliation. Also it is an unconscious guilt that may be inferred. The adult is ashamed of his / her childish creation. As a blessing and a burden, the day dream, allows the patient to turn defeat into victory and to triumph over a trauma while repeatedly experiencing the gap between illusory idealization and ordinary life. The day dream is part of this patient’s idealized self.


At the conscious center of daydreams are the observing ego and the experiencing self. The self is almost always at the center of the day dream drama. Phantasy is a mediating phenomenon between the conscious and the unconscious state. In a phantasy both impulses and defences are combined.


Freud considered that phantasy is a function of the ego, which produces an imaginative content in an effort to achieve the fulfilment of unsatisfied wish, which may be conscious or repressed. By means of phantasy, or artistic activity we can recover a piece of our minds, which we thought to have been amputated or nonexistent because  it was governed by a different logic. It is also artistic impulse, which helps the subject to recover the lost objects. 


Among the factors that stimulate an artist’s productivity or the quality of his work may be love, the support of other people, the pain of loss, but also, something, which is important, the relations of superego and the ego ideal. The artistic creations sometimes convey a message. Nevertheless, we must not forget that the true creative writer bribes us, with the pleasure he offers us through setting out his phantasies.


Phantasy is the mental place of interchange between the internal and external worlds, the place where the defence mechanisms play, the place where we anticipate our future acts, the place where the disguised fulfilments of our wishes exist. What is important though, is that these wishes (we refer to the unconscious ones) which arise in the present unconscious are modelled on the inner child’s wishes, phantasies and internal relationships, but the objects involved in phantasizing are objects of the present. The child within acts as a censorship. For fear he should be laughed at or humiliated the author tries to veil himself, to hide his wishes as much as possible.


Although elements of conscious phantasy may enter into a day dream, the artist’s product is essentially a derivate of unconscious phantasy – phantasy in the present unconscious which is kept from awareness by the censorship. Creative writing enables the writer to escape the awareness phantasy relatively near the surface through creating a production from which he can distance himself. In the act of creative writing the author will tend to externalise or actualise aspects of his self and object representations and their interaction as they exist in the relevant unconscious phantasy. They will be projected into the characters he portrays in his work, a process well recognized by Freud. To put it differently, the pleasure principle, subjugated in daily life by the reality principle, found a region where it could operate freely – that is dreams and neurotic symptoms (which we do not pay attention to, now), and also imaginative writing.


Ronald Britton considers that imagination is the space occupied in phantasy by the primary object (mother) when she is absent. In that space she is always thought to be with the father (the other object). Shortly, this is the setting for the invisible primal scene. This room provides a location into which phantasies can be projected; it is the room in which the “primal phantasies” – as Freud called them – take place. There are many unconscious phantasies of the primal scene: feasts of the gods, ideal unions, bizarre fusions with monstrous results, polymorphous orgiastic gratifications of all erogenous zones. All these may be the source of worship, envy, psychotic delusions, great anxiety, perversions, but also a stimulus to and a context for the individual’s exploration of his own phantasied notions of the nature of relationships. This last one is taken by Ronald Britton as the basis for serious imaginative fiction. Anyway, what Britton noticed, is true about fiction at present: “the more a work of fiction resembles obvious day dreaming, the more likely it is to be banal, emotionally undemanding, populist and critically disparaged. The more a work resonates with something unconscious and profoundly evocative, the more likely it is to be critically acclaimed. Perhaps one could say that the more fictional writing resembles obvious daydreaming, the less weight it has and the more it resembles real dreaming, the more seriously we take it”
.


A good book should look like a dream for the reader to identify with its plot and characters, in order to fulfil his own driven back desires. However, no one could say that if a book resembles a dream, there is no sense of reality in it. On the contrary, as Hanna Segal puts it in her paper “A Psychoanalytic Approach to Aesthetics”: One could say that the artist has an acute reality sense. He is often neurotic and in many situations may show a complete lack of objectivity but in at least two respects he shows an extremely high reality sense. One is in relation with his own internal reality, and the other is in relation to the material of his art… . The neurotic uses his material in a magic way, and so does the bad  artist. The real artist, being aware of his internal world, which he must express, and of the external materials with which he works, can, in all consciousness, use the material to express the phantasy”


There is a place for escapism in life, just as there is a place for sleep. This place can be a book, a film, a theatre-play, TV.


Creativity can reflect struggles of painful affects and of conflicts related to inhibited sexuality and aggression. And creativity can reflect repetitions of oedipal themes (the eternal triangle), repetitions of narcissistic themes. Creativity generates new combinations, taking into account future possibilities as well as past patterns. The creative individual often uses childhood thought but he goes well beyond it.


Regarding present wishes stirred by our present world and their fulfilment in day dreams, recent studies have shown that these wishes are culturally influenced and, consequently, creative writing is influenced too, culturally. Women are biased by our Western culture toward caring and maintaining relationships as contrasted with men, who are biased toward achievement, assertiveness and competition; therefore, women tend to see moral issues in terms of caring and maintaining human relationships while men see moral issues more in terms of fairness, equity, justice.


Thus, a conscious culturally influenced thought offers itself to the secret alchemy of the unconscious, which recreates it with a distinct paradoxically mysterious lucidity and returns, in its complexity, to the consciousness that rediscovers it, reformulating it in works of art or dreams. When the same subject reverts to the unconscious in a coming and going trajectory that repeats and repeats itself, it means that it tries to pass though the subjective filters of the tastes of the artist’s epoch. Nevertheless, once created, the work of art acquires such autonomy that it can have a determining influence upon the creator, not only in his next creations but even on his own being (take for example “Pygmalion”).


To start dreaming (we refer here to a day dream) means to relax and to separate oneself from the coordinates of an external, real life. This is obtained by lowering the nervous tension and attention and by modifying the sense of acknowledging one’s true self (that is the center responsible for memory, imagination and reason lowers its awareness).


The problem that rises here is that one can reach this state not only by natural relaxation but also by using alcohol and drugs. By using these, one can get the pragmatic consciousness annihilated and instead, gets the subconscious structures revealed. More than that, analysing the psychological effects of alcohol poisoning, Dr. Legrain concludes that alcohol is a way, a corner stone to get to the deep structures of the subconscious. He further states that alcohol allows a sort of exquisite psychoanalysis. 

People have always wondered whether inspiration can be induced. There are, of course different stimuli and also rituals that can induce creativity. Alcohol, opium and other drugs get the conscience asleep and once the censorship has been lowered, the subconscious activity is unleashed. Coleridge and De Quincey stated even stronger ideas – that is opium opens the door towards a world full of new experiences which can be represented on a literary level. However, recent medical research in the field have discovered that the unusual elements in poets’ and novelists’ works are nourished by their neurotic psychic and not by the specific action of the drug. For example, Elisabeth Schneider
 showed that “the literary dreams of an opium eater” written by De Quincey are only slightly different from his diary written in a time when he was really using opium (earlier).


Why does a subject get drug addict or alcoholic? All is connected to childhood.  Segal’s point of view is that if a frustration is severe or the child has little capacity for maintaining phantasy, the immature ego disintegrates. The child has a preconception of a good breast and a bad breast (all phantasy) and the result of mating the preconception with the sense impressions is determined by the child’s capacity to tolerate frustration and by the capacity of the environment to keep the frustration tolerable. If the child cannot tolerate the disillusionment of reality, the capacity to phantasize expands and reality is denied, annihilated. The child functions in terms of phantasy and he fails to develop. He will further try and get ways to eliminate the painful stimulus.


Even more important though, is the fact that other toxic substances like opium, cocaine, hashish can provide even a better submerging in the subconscious structures. All these substances reveal the process of inner life by means of a strong alteration of the normal psychological behaviour. As Baudelaire himself remarked, all these drugs can do nothing but enrich the individual’s imagination in case his spirit is complex, rich. As for a “poor soul” there is no richness of images. Therefore, be it drugged or soaked in alcohol, imagination comes to life only for those that are born with it, for those with a complex soul. Thus the ability for creative writing is not necessarily linked to drugs and alcohol for a rich and efficient work. Not all those that use this method can be creative writers. Someone bound to fulfil his wishes through writing can do it either awake, by day dreaming, or “drugged”, also by day dreaming.


No matter the person, it is well known the fact that the first consequences of these substances over the body give different and strange sensations. We can speak of the sensation that one leaves one’s body losing the sense of weight, losing the time and space coordinates, annihilating the roots of reality. He cannot be aware of himself anymore and he has uncontrolled reactions. Consequently he can no longer watch the outer phenomena being totally absorbed inwardly. The one intoxicated cuts himself from reality and sinks in his inner world. Thus, the wakeful state being cut, the imagination is no longer controlled by the censorship of the common sense and consequently it manifests itself fully. There can appear an unreal gorgeous heaven-like setting in front of the subject invaded by a total cenesthetic bliss.


The toxic action triggers an inner view change: there is no logic now, nothing coherent; the wakeful consciousness is abolished. Consequently, the affective (emotional) values prevail over the cognitive ones, there can be identified no discrepancy between things and settings in the real world and the subject has a global life and view, with blurred colours and sounds, with the sensation of flying; thinking unfolds itself free and wild.


The drug addict, while objectively dependent on the drug, tends to make himself independent of the external object (mother-breast). What he seeks is precisely sensation: plenitude, elation; it is important to be mentioned that studies show that only a few drugs such as LSD and mescaline give rise to a proliferation of images. Nevertheless, we are not encouraged to believe that a true creator uses only images that come to him during day dreamings, as there is also a mythic component, the primitive images coming from the primitive somatic experiences, that add to these day dreams the basic layer , upon which  a crust of symbolic images is added.


Between the changes brought by drugs and alcohol and those brought by sleep-state relaxation, there are differences only regarding intensity.


There is no difference yet, regarding the present environment of the mental creations belonging both to the drugged and to those day dreaming: there is a gorgeous setting, imaging, flight, to mention some of them.


Day dreaming and the imaginative delirium of the drug addict are generally quiet and isolated. To give up willingly or unwillingly the higher mental activities developed under logic control and to immerse in a free, whimsical flow of subconscious life is a retreat, a shelter from the world. A normal or provoked day dream will therefore be quiet, secret, and recluse. However, when we speak of “dreamers”, we can see a range, according to the type they belong to: 

· individuals that shelter themselves in a dream as a result of a failure, of a humility or of injured pride in real life.

· dreamers that find in this unfolding phantasy a way of inner living with a minimum of effort, allowing themselves the freedom to live such a life every now and then.

· those who are meditating.

· the poets who see in a dream escape an ecstatic state, an  inner excitement.

· those who are excessively introverted living in an imaginary universe

· visionary people

· excessively introverted sick people, those suffering from schizophrenia who, by calling off the outer world, get shelter in the depth of their own inner life.

On the other side of the barricade, opposed to dreamers we have those who lie all the time because this is what makes them feel good; this attitude leads to continuous lie and fiction. In this case the individual doesn’t step back inside him to watch in phantasy the blurred outlines of an imaginary universe; on the contrary, he manifests himself ostentatiously, outwardly, associating the others to his wish for building a new world or for altering reality. If the dream is isolated and secret the liar’s activity is essentially noisy. The one who lies pathologically is not satisfied with rare pleasures, unknown by the others; he desperately needs to communicate the results of his imaginative activity to the others.The purpose of the imaginative activity (you can read dreaming) is the same: to escape reality, to change the structure of the world, to get rid of the driven back unsatisfactions or of the injured pride.


Considering the quality there is no difference between a pathological liar’s phantasy and the richness of a novelist, who builds the plot of his novel by reshaping the daily reality which he had approached probably unsuccessfully. The day dreaming or the toxic dissociation of personality float between the wakeful personality and the delirious personality. Both day dreaming and the toxic dissociation have in common the same thing: hallucination. As we have stated at the beginning, any flow of thought in a day dream represents a blend between a delirious mechanism unfolded spontaneously and a conscious intrusion, both acting simultaneously. A delirious mechanism or a hallucination is also met in case of the drug / alcohol addicts or in a pathological case of delirium.


Hallucination is an abnormal psychical state during which an individual has the feeling that he sees things or situations actually non-existent. A hallucination is a “real perception of a false reality”. We should not forget however, that there are also cases of unpathological hallucinations, which are also called physiological: hypnopompic and hypnagogic hallucinations. The hypnagogic state is previous to sleep and it brings to consciousness simple geometric colourful images for an adult, while for a child the images are complex-human or animal shapes. This state is different from a real hallucinatory state as the former deals with images inspired from reality and it doesn’t influence the emotional life. The hypnopompic state follows an oniric stage (it happens as a consequence to a threatening sleep dream). They are not pathological but they can occur more often and they are richer and more intense in a depression or during a treatment with sedating medicine. One of the pathological aspects connected to hallucination, an aspect that falls under our focus is “hallucinosis” which represents a delirious-hallucinatory syndrome having as a main aspect hallucinations.

Hallucinosis can be of different types but our main interest is in the alcoholic hallucinations and the hysterical hallucinations. The alcoholic hallucination is manifested in paranoid psychosis with etilic origin and it is represented mostly by auditory hallucinations (the individual hears voices talking about him as a third person). The visual hallucinations are scarce and less clear (shadows, ghosts). The hysterical hallucinosis is characterized by transient images (masked people, massacres, characters marching as if they were in a carnival). They usually occur at dusk, on an empty room walls, before falling asleep or before waking. These manifestations are different from the psychotic hallucinations through their transient features and the hysterical context that frames them.


This last case occurs in the case of a hysterical personality, characterized by a great capacity to drive back feelings,by a strong tendency toward lie, a clear wish to make oneself remarked and well-known by those around, an outlined disposition of becoming / considering oneself a victim, by selfishness. A hysterical personality is extremely gifted and he can have a strong artistic talent. H. Ey considers the hysterical type as being based on a personality lack of balance with a strong imaginary and artificial expressiveness.

II.   Fowles’s novels  as rewritten dreams

 The aim of this paper is to demonstrate that John Fowles’s novels are nothing but rewritten dreams; by “rewritten dreams” we understand those dreams, those imagined stories “seen” by someone during day dreaming. Studies have concluded that during a daydream the flow of thought is two-fold: a delirious mechanism unfolded spontaneously and a conscious intrusion, both acting simultaneously. However, we do not ignore the fact that the delirious mechanism is translated here as hallucination, be it physiological or pathological.


We shall start on the ground of the theoretical support from the first part of this chapter bearing in mind that we have concluded, in a previous one that Fowles speaks for himself in his novels, his novels dealing with the obsessions he has as an individual: that he is M-dominated, that he denies the existence of his super-ego, that he has an obsessional personality, that he suffers from an abandonment neurosis and he is never satisfied with himself, being in a continuous search; therefore his super-ego is in a permanent journey towards perfection, to reach individuation (to harness the dark side of the personality).


At the time of defending that chapter underlining my conclusion that Fowles suffers from abandonment neurosis and that he has an obsessional personality, ideas also compared to what he stated in his numerous interviews, I have been ironically suggested that not everyone who writes a story is a neurotic; he can only be drunk or under drugs, or he may have poked fun at his readers, especially at those who have fallen into his traps of taking for granted his writings and undergoing analytical psychology for it.


The problem, nevertheless, stays like this: Any creative writer becomes a more or less fruitfull novelist from an inner urge to fill a void, to accomplish his wishes, wishes that reality refused him later in life or those that were driven since early childhood. This void is filled by dreaming – night dreams to accomplish shameful wishes and day dreams to fulfil ambitions / frustrations. By daydreaming one uses present material to mould his past unaccomplished wish into a present fact. He can be hypnopompic or hypnagogic, “seeing” his wishes come true before getting asleep or shortly after he has woken up and these are the cases when the conscious intervention is nearly zero. Or he can use the images he got in these moments and combine them consciously being aware of the combination, in a wakeful state, according to his own will, which is very present and conscious.


Another case is when he fulfils his wishes in a hallucinatory process under the influence of drugs or alcohol, therefore without any conscious intervention.


The case which, to my opinion, cannot be stated as true or untrue without the physical presence of the author in question here, is that of a pathological liar. Why should we bring into focus this problem? Because pathological liars sometimes become fiction-writers. As I have just stated, we cannot still bring this subject under debate without a previous face to face talk with the person in question, therefore we leave it (as a possible alternative), moving our debate center round daydreaming and hallucinations.


My contribution to this paper is to see, or at least presume, to what extent parts in Fowles’s books deal with influences from other authors, with the impact reality / life experiences had on him, or with imagined characters or actions in order to fulfill his voids, to reach that “primeval state”, the one before getting separated from the mother’s body, and to what extent his books are carefully planned, in order to mislead the reader. Then we would question the reasons for this.


The novel most in dispute from all his books, by readers but also by critics, as well as by the author himself, is The Magus. Related to his work, John Fowles often spoke about the influences he received from other novelists as well as about the “childlike, unconscious cycle going on under that secure adult consciousness of knowing where you’re going”
.


In his “Foreword” to The Magus he speaks about influences received from Alain Fournier’s “Le Grand Meaulnes” without which, he says, The Magus would have looked different, and from Dickens’s Great Expectations, from Jung’s works.


As far as Le Grand Meaulnes is concerned, we have to say that Alain Fournier stated: “In this book you will find me”
 (in a letter addressed to J. Riviere) to later add that the hero of the book represents a blend between a lyrical hero, his autobiography and its translation in a dream and myth land, longing for the fantastic young man, the way he had wished himself to be. This frantic search for happiness has been considered by some catholic writers as a mystical rising. Through his book Alain Fournier tried to express the mystery of the unknown world he longed for, a  world of his own, the mysterious world of his wishes, a new and remote landscape of his heart. For him, adventure represents an escape from life to find a shelter in a world “bathed” in dream and fantastic; but the dreaming and the fantasy are discretely expressed / molded on real experiences. Le Grand Meaulnes is a great mixture of dream and reality. Augustine Meaulnes is a character dreamt by Alain Fournier as a type of life and style. In him the author has projected all his childhood dreams and happiness.


Also the shift from imaginary to real is made imperceptibly.


All this is what Fowles took from Alain Fournier , and some were characteristics of the literary time. However, what impressed Fowles, apparently, is the author’s projection into the fictional hero, taking information from reality.


Dickens’s Great Expectations also, is a novel of memory and as such, it  blurs character and personality in a way both convenient and evasive. Pip’s story is told through the medium of recollection and Pip is not directly shown as a snob but always seen through the memory insight and sensibility of his older self.


Coming back to The Magus, Fowles’s conscious influences seen as a conscious intrusion in the ideatic unconscious flow are the facts that he set his story on the island of Spetsai where he had really been as a teacher in a boarding school (like Nicholas) and also the real existence of a villa called “Jasmin”, the model for Conchis’ estate “Bourani”; it is also important that there was an old man who first received Fowles as a young teacher, in 1952, at the villa, who was part the model for Conchis, and also that the ruined city of Monemvasia was the real place where he imagined the scene where Nicholas awakens after the trial and must choose between life or death, at the top of the ruins, we should consider as such the fact that Nicholas was also an English teacher, and that he was coming from the middle class, like Fowles himself. Using this given data from reality he then started phantasizing, started hallucinating, be it hypnopompic – as he said in one of his interviews – or under the influence of a toxic delirious nature.


In “A sort of Exile in Lyme Regis”, by Daniel Halpern, Fowles confesses that the basic idea of a secret world, whose penetration involved ordeal and whose final reward was self-knowledge, obsessed him. It had come from his subconscious. And he knew he could pursuit the idea only in fiction.


The first part of the novel, the one introducing Nicholas Urfe to the stage, seems to me somehow to be an adolescent’s daydream still in touch with reality,   rebuilt an another plan, and the evoked circumstances do not totally contradict the real facts and daily events. This is how we can compare things about Nicholas with things about young Fowles: they both come from the middle class, they both have authoritative fathers, they both want to escape convention and rules and therefore start to act double – a social life according to conformities, an inner life and a secret one according to their true self:, a sort of “Les Hommes Revoltes” – members.


However, with an unconscious image Nicholas gradually becomes different from Fowles, as the latter`s parents had died in an accident. This is the author’s unconscious desire to deny his super-ego, to get rid of his moral consciousness, of his imposed rules. Another difference, also an unconscious image is that Nicholas treats women as sexual objects, never involving feelings in his relationship, which lets us conclude it is a feature obtained by Fowles only through a literary text (he would have liked to be so); We state this as we have information to say that while on the Greek island, Fowles met the woman he would marry and be her husband until she died. What is true again, both for Nicholas and for the  young Fowles, is that the Mental Pattern did not correspond to the actual one, which led to disillusionment. Nicholas says: “Alison hated life, I hated myself”
. Approximately the same ideas has Fowles now, in 1998, about the young Fowles: “MY own odyssey was not only doomed psychologically, I not only didn’t quite know where I was going, but whatever conceivable purpose or meaning there might be in my voyage”
.


Probably the next part, when all the mystery starts to take action was written later, as Fowles himself states he has worked on this novel for two decades. Why do I conclude this? As there is an obvious change of perspective. With Nicholas’ first steps at Bourani everything starts to look more like a mystery, as ambiguities hung in the air, any conclusion that Urfe reaches after every strange experience turns out to have been different in meaning; thus Nicholas Urfe comes to be unable to tell the difference between reality and theoretical settings. Now he is convinced he has lived through a mythical experience or he has been taken back in time, and the next moment he has a proof of nowadays reality. His permanent questioning goes between madness and sheer imagination, between daydreaming and toxic delirium. The time and place coordinates are blurred and the reader seems to experience a literary product which is the result of the toxic substances (opium, cocaine, hashish …) acting over a creative writer. The reason for this statement is that studies have shown that in these cases we can speak of the sensations that one leaves one’s body, losing time and space coordinates, annihilating the roots of reality. The subject cannot be aware of himself anymore and he has uncontrolled reactions; he can no longer watch the outer phenomena ,being totally absorbed inwardly. There is no more logic, the emotional values prevail over the cognitive ones.


This is what happens all the time with Nicolas and Conchis and Lily and Rose. The reader cannot tell the difference between what really happened in the story and what was imagined by Nicholas, or what was set up as a theatrical stage for him. Probably all this part Fowles wrote was deeply under the influences of toxic substances. Conchis in the story is Fowles’ ego ideal; he is a projection of himself, as he would have liked himself to be known: powerful and full of knowledge; Many of Fowles’ ideas about life and happiness and chance, much information from Jung’s “formation of the personality” turn Fowles, in his projection, into a famous psychiatrist in Sorbona.. Conchis is the mask the initiator wears in order to teach people ; by means of his behavior he suggests that the young to be initiated will die for his past condition and be reborn as an initiated adult. All the mysterious actions Nicholas is subjected to, are nothing but the  setting for a powerful fight between the adult and mature Fowles and the young and inexperienced one, or between ego and ego ideal. The ego ideal permanently keeps the ego under observation  and compares it to the ideal.


The author needs a superior force, a “skillful” mind to help him integrate his shadow and reach  individuation; he needs an “outer” force to help him get to know himself. Some authors say that “mask” is the way the Universal self manifests itself. Therefore the author (Fowles in our case) needs an unconscious and yet experienced force to help him reach individuation.


During the process at the end of which Nicholas Urfe, like the patient that undergoes psychiatric treatment, is healed becoming one of the Few: only the ones that can endure everything can be “magicians”,for example: we can see the end of the story The Prince and the Magician Conchis tells Urfe: “the king by magic caused death to appear. Death stood in the door and beckoned to the prince. The prince shuddered. He remembered the beautiful but unreal islands and the unreal but beautiful princesses. ‘Very well’, he said ‘I can bear it’. ‘You see, my son’, said the king ‘you too now begin to be a magician’”
 . The story is strewn with a lot of mythical heroes and heroines and symbols with rich meanings. All these images came from the collective unconscious and they were picked unconsciously during daydreaming as deep inside the fantasizing part of the self, he knew their meaning.


For example the Minotaur, the crocodile, the skull, Icarus, tarot cards, the Anh-symbol, Hermes, Demeter, the Eumenides, Tartar; The Minotaur represents the monster inhabiting  the labyrinth. This monster was the perverse domination of king Minos, which is a psychic state. The Minotaur myth stands for the spiritual fight against the driven back feelings, against repression. The crocodile is the aggressive attitude of the collective unconscious. The skull is the shelter for thought, it is an invitation for a rebirth at a superior level. Icarus represents the fallen faith. Each tarot card has its symbol: the red in the cards is the colour of the inner forces which are linked to the animus; number eight represents the universal, cosmic balance, number twelve is the number of an accomplished state, a complete cycle. The symbol for the Anh is the peaceful agreement between the opposites. It also represents the trance state in which the one who gets initiation stays. Demeter stands for the spiritual God, the escape from any repression. It shows the way towards light. The eumenides represent the two tendencies of the sinful soul which hesitates between remorse and sorrow. They also stand for the confessed guilt. It is the liberating regret. Tartar is the most horrible area of the Inferno, under the sea, it is the place where punishments are expiated. Also, the number that was on all the die’s faces in Conchis` test for Urfe, number six, is not chosen by chance. According to analytical psychology “six” is the physical man lacking the helping support inside him, which could enable him to get in contact with divinity. It is also Conchis’ name that has its symbolism too. Conchis comes from the latin “concha, -ae”, which means shell. It represents different things according to different cultures. It can represent either the instrument used for preparing the mental in order to perceive the natural sound of the Truth, or it can be the instrument for the intellectual perception, or it can even symbolize great journeys for inner or outer evolution.


What conclusion does one get after having decoded al these symbols? That “The Magus” is a book in which John Fowles succeeds in a spiritual fight with the dark forces of the soul and achieves the inner light after a long and tormenting journey. Thus he can be, at least in fiction if not in real life, one of the chosen, one of the Few.


These are only a few of the symbolic images used by Fowles in the mysterious story with Conchis’ psychiatric experiments. 


When the mysterious story ends, the mature experienced and fully aware author starts to excuse  himself, to offer the reader a so-called demystification of all that happened and of all the symbols he used, making use of the psychiatric terms in order to impress us. The voice belongs to an older Nicholas, a Nicholas that gained experience and who has seen the both sides of the coin, an individual who has integrated his shadow and reached individuation. The question is – has he?


This last part is written by a shrewd novelist, who doesn’t rely on hallucinosis anymore, but on hypnopompic images. He is aware he has disclosed himself too much through what he wrote and from this point onward he tries to bribe his reader by stating that he is aware he has been through a psychiatric experiment and he is aware of the changes inside him; He is afraid he could be laughed at, or humiliated and that is why he plays this part in the end; he wants to hide his wishes as much as possible. He wants to make the reader doubt in case he has reached any conclusion regarding the author’s frustrations. He pokes fun at the reader and this is the only purpose: to make one be skeptical about the author’s driven back desires fulfilled by means of creative writing. This is the main and probably only reason why John Fowles likes multiple endings: to mislead, to make one feel uncertain about any trace of frustration the novel could offer related to its author. It is even the quotation at the end of “The Magus” that looks equivocal. My representation for the quotation’s meaning is the following:
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Otherwise said, there is no meaning. Everything is a never ending cycle. The cut (stop) is made  by hazard, if by any chance, it takes action.


Though different in style and procedure, The Collector is another of  Fowles’s novels that I would bring in focus for our debate as – to my opinion – this novel tells us other interesting things about his creator.


The Collector was appreciated a lot by the public for Miranda’s way of describing things and for Ferdinand’s closed view of the world. Some of Miranda’s struggles are the struggles of a usual girl her age. The feminine reader can easily empathize with her. To some people, The Collector was simply a thriller, a novel of crime and abnormal behavior.


Actually the novel is very rich and embodies many of the themes and ideas Fowles usually returns to, the so-called “obsessive ideas”. Usually, in order to fulfill his wishes Fowles makes use of mythic elements and of fairy tale ones.


The first basic archetypes he used in this book were Bluebeard and Beauty and the beast, to which we could add those used by Shakespeare in The Tempest. Fowles confesses that the idea of “Bluebeard” appeared to him when he saw a performance in London, Duke Bluebeard Castle. He was touched by its symbolism and then, a little later there was a real case about a kidnapped girl put into an air-raid shelter, but the story ended happily. Psychoanalytically, “Bluebeard” is a symbol for the deviant behavior, showing problems with the anima, respectively the animus.


For Miranda, Clegg represents the dark side of her personality that she must learn to control and use for a good purpose. If she doesn’t put the dark negative aspects of her personality to positive use, these will destroy her. In order to get control over these forces Miranda must achieve individuation which simultaneously brings the control over the shadow. But before she can get to real knowledge she dies. We must say this was Fowles’s desire – to make her die – as in the true facts that inspired him the girl is released and the sad news ends happily.


As a character, Clegg suffers from a repressed sexuality that leads to his so-called puritanical attitudes – he is a voyeur who releases his sexual energy by taking pictures of couples making love; still the true aspects of sexuality will forever be repressed for Clegg.


Considering the Bluebeard symbol, Bruno Bettleheim refers to Clegg saying that he stands for those dark aspects of sex which might be kept hidden. The way Clegg acts, like Bluebeard, is connected to possessing the partner, without being able to love or to be loved. All this comes from an unspoken desire for unity. (Let us remember that in Fowles’ books we deal with orphan children who are one way or another in a permanent longing for maternal love).


In The Collector Fowles asks what forces in society are needed to create a character like Clegg. As an answer in his book he then implies that Clegg is a part of a product of England’s rigid class-structures and that his problems are actually the problems of British society as a whole.


Fowles confesses that “when Miranda talks about the Few, these are the kind of people I mean her to mean; preeminently creators, not simply highly intelligent or well-informed people; nor people who are simply skilled with words”
. Clegg represents the terrible thirst of a ruthless man for power.


G.P. is the special man, the model for a psychic integration, the model on the way to achieve psychic integration. He, like Prospero in the Shakespearian tempest and like Conchis in The Magus is an archetype representing the wisdom of the psyche that manifests itself for some  in  dreams, for others never. He has supernatural forces but what is important is that his forces come from knowledge, as it is only by knowledge that you can harness the drives. A simple spirit will never question the possibility of fighting the dark sides and he even may not be able to acknowledge it. The same are the things with Henry Breasley, the famous painter in The Ebony Tower.


If “the wise old man” of the Jungian psychology succeeds in his action in The Magus by lighting the path for Nicholas Urfe to the psyche’s individuation, in The Collector he does the same with Miranda. In the solitude and reflection allowed her by her imprisonment she discovers what Georges Paston really means to her. At that moment she attains a kind of “enlightenment” and she becomes the true “existentialist heroine” of the novel, as she has matured emotionally and gets to recognize GP’s weakness and his strengths. She is optimistic; she could have been “saved” spiritually had she not died, and she is aware of it: “…if I escape I shall be a completely different and I think better person. Because if I don’t escape … I shall still know that the person I was and would have stayed if this hadn’t happened, was not the person I now want to be”
.


To say it in other words The Collector is an existential allegory of the difficulty of living according to one’s own conscience.


After the change Miranda comes to acknowledge her shadow (that is Clegg). She is one of the chosen,one of the elect, of the Few. Clegg is the representative of the Many.


The Collector is a parable – as Fowles himself states in one of his interviews. It was meant to illustrate the opposition of the Few and the Many. In societies dominated by the Many, the Few are in grave danger of being suffocated. He also wanted to send us to the idea of Jung’s shadow self and of that of escape, of freedom (remember that Miranda is obsessed with thoughts of escape but before that, she has to kill Clegg, which she will never succeed).


Miranda is Fowles’s anima and GP is Fowles’ own projection, it is the ego ideal, the unconscious force that helps the self integrate the shadow ( that is Clegg) as Clegg is Fowles’ dark force which he is trying to harness. He is pessimistic in this novel as the idea in the end is that the shadow cannot be integrated (Clegg is free to start a new action of the same type). Clegg is going to kidnap another girl but with a same initial letter in her name: “M” from Marian.


In his turn “Caliban” is the endless search for unity, for mother’s lost figure while Mirada is Fowles’s feminine side. As we know if the anima is intellectual, as Miranda is, then the persona is sentimental, as these two are always in contrast.


We cannot say about this novel – what Fowles generally says about his novels – that they write themselves. At least, even though he says he wrote the first draft in one month, mentioning also the “shamanistic moments” referring to the unconscious process of writing fiction and to the aspect that there is no planned skeleton, no previously thought ideas, this is not  true for The Collector, at least to some extent. The mythical components and the unconscious selection go indeed to the part with the “shamanistic moments”. Also, the portrait of Miranda, Clegg and GP, the fact that we deal again with collecting things and orphan children.


However, narrating the same event from a double perspective cannot be unconscious. This instead calls for a schizophrenic side of the personality, the schizoid self. Fowles had to be, at the same time, both Miranda and Clegg, to describe the both sides of only one aspect ; thus, the same aspect would be seen the same way Fowles speaks about the idea of the island: “the contrast between openness and closedness. Standing on an island beach looking out to sea, one has a feeling of openness. But from a distance islands appear closed, mysterious”
.


In order to use this technique of course he had conscious intrusions in the process of creative writing. Unconscious hypnopompic images,  obsessive ideas are those dealing with “Bluebeard” myth (a desire of unity), with “Beauty and the beast” archetype that is the anima and the shadow; also with the image of orphan children (denying the super-ego), with collecting things (to kill and preserve, in a death state, the unconscious image of parents, the imago, the butterfly).


Should we relate all this to Fowles’ confession that all writers have tremendous fix, that they’re obsessive, then we could say that no matter how planned and conscious the book was written, Fowles’ recurrent images speak for themselves.


The same or even more than that is the case with Daniel Martin, as although Fowles denies that he is the model for Martin, the book is, by his own admission, his most personal work. “I don’t think I’m hiding so much in this book”
 he said. 


Martin’s experiences in Hollywood form the core of the novel. He is an unsuccessful playwright, a successful though unsatisfied screenwriter and a hopeful novelist. Talking about the choice of his main character, Fowles confesses: “I wanted a man who felt artistically under expressed, who felt a kind of frustation”
. He wanted to show the conflict between the screen and the novel, between the image and the word, as he had been totally disappointed with the film  versions for The Collector and The French Lieutenant’s Woman.


The book “breathes” a lot of Fowles’ ideas about philosophy, history, politics, literature, movies.


Daniel Martin, a long and somewhat autobiographical novel covering 40 years in the life of a screenwriter, appeared in 1977. Readers took happily the idea of the book, that it is not too late in life to form a new relationship, as life is not over at 45. The truth is that the book is a book for all times, no matter how difficult it is. (My opinion is that it is not more difficult than The Magus).


Fowles confesses: “Daniel Martin is a journey into the hidden valley of me… It’s about self”
.


Beside the story which is the story of a playwright trying to cope with his past, getting to understand it and trying to change himself, the book is about the same Fowlesian obsession: about the idea of the double, about the orphan children, about convention and freedom, about the search for the true and real self. Undoubtedly these are the things that come unconsciously like the image in the beginning of the book which Fowles confessed it was the result of a hypnopompic hallucination.


In common with Daniel Martin, the author grew up to be an intelligent Englishman. He studied French at Oxford, he is well-read and he traveled on several continents. He bitterly remembers about the feelings and attitudes that were characteristic for his generation at the time of his youth, and the same way feels Daniel Martin as well: they felt they lived a chaotic and catastrophic era, where certainties had been lost and man was faced with the abyss of nothingness, being aware of the possibility of freedom of choice (according to Sartre) or of the original sin (according to Keirkegaard). These were all the results of the existentialism that had  laid prints on them. The result was clear:


“A lot of my generation gave up creating” Fowles said, “they became theater directors, film directors, television media men … there was too much grabbing for instantaneous success”
 – maybe this was one of the wishes Fowles wanted to fulfill through the fiction of Daniel Martin – to join his fellows of generation.


Whether it was written mostly unconsciously or mostly consciously, we can take again Fowles confessions. He said that this novel was written slowly (unlike the others) and he explained that the slowness was partially intentional:”I liked living this book … I’ve given much more freedom to the characters than ever before”
 I would say that one could leave freedom to one’s characters if they were imposed no censorship, if they were left to move freely according to the author’s unconscious projections. Restricting the character’s freedom means to have more conscious interventions in the process of free imagination, to change their directions and enforce a fixed trajectory upon them.


However, as conscious interventions Fowles admits that in writing Daniel Martin he was influenced both by Thomas Hardy (for “the constant sense of loss and failure”) and by Flaubert as a prototype in dealing with a generation and acting as a cultural history of its time.


Thus he used these styles on purpose and willingly. Besides this, he confesses he never did research for this book, considering it the reverse of the highly planned work of the others writers, and he even reacted furiously when the critics considered The Magus a “calculated exercise”, as he endlessly states that unconscious is the first and main source for his books, the mostly used method for writing being an unconscious flow of ideas put on the paper, the way they come.


However, we come to the conclusion that his statements are not reliable regarding his shift back and forth related to Daniel Martin – was it a projection of the author or not? Fowles first says that Daniel Martin was not his alter ego but then, as if forgetting what he has just mentioned, he brings  forth some parallels: “I was brought up in a Devon village, the one in the book. Quite a lot of my ideas are spoken by him. I gave him two or three of my interests”
. Besides, both of them are amateur botanists, with a passion for orchids. “Daniel Martin keeps saying that he has an anthropological interest in movie-world people. I also find them interesting”
.

My opinion is that he plays this game of now hiding – now disclosing as he wants to create the illusion of not being reliable. Creative writers, like children, are ashamed of their dreams; they are ashamed to admit that they are unhappy. Fowles doesn’t want to let himself revealed. That’s why he keeps playing hide-and-seek with his reader. Sometimes he admits that writing is a sort of therapy, practiced in order to heal your wounds made by bad experiences in your life which come to obsess you. He even states that “We writers are all, I believe, highly unbalanced people who just happen to have the means at hand to cure ourselves – or at least until the fall off the tightrope threatens”
.
A writer happens to have rich imagination mostly when he feels isolated and depressed and Fowles agrees with this. Being asked whether he can be more honest in his writing than in ordinary social life, Fowles answered positively but in a veiled way; his opinion is that “art must be a kind of striptease”
. Therefore one must open oneself and take off all one’s outer layers in order to show the deep strata of the soul. Only this way, by confessing your misfortunes to the white paper, by turning yourself into the perfect person you can never be otherwise, will you get rid of the bad memories that torment the soul.

Should we like to bring another proof of the part played by unconscious in his writings, we could say a few words about the symbol the names in his books trigger:

The power of the name is a primitive thing; it belongs to primitive mentality; to know the name, to utter it correctly, means to be able to control a being / a thing, to make her live, come to life ; one gets influence over the named person.

When a novelist names his characters, he picks the names unconsciously. Even Fowles admits that only in the end of the book did he realize that Alison in The Magus meant the one that is not insane”.

Should we look beyond and see some of the cultural symbols that Fowles’ names bear, we could say that they are connected with the idea of a journey towards perfection, trying to master the primary forces, the untamed unconscious and  the dark shadow self:

Urfe (The Magus) – comes from “Earth” (they both have the same pronunciation) and “earth” represents the primary forces which have not met the censorship, the volcanic energy representing individual’s drives. The inner drives in Fowles as an individual are those that determined his frustrations as a human, not as a novelist: his urge for perfection, a perfection attained by a profound knowledge of the self and of the others, his desire for unity coming from an abandonment neurosis (authoritative parents) and the need for a magical powerful force that would help the individual keep away from temptations, which are only meant for ordinary people, so that one could transcend the boundary and become one of the Few (the best, the almost perfect individuals).

Lily (The Magus) – thinking of the flower with the same name one might consider its symbol: the end of the metamorphosis, or the temptation that could make one give up the journey towards individuation.

Rose (The Magus) – again calling for the flower with the same name, one could bring forth its symbol: the achievement of perfection.

Daniel (Daniel Martin) – in many Christian works he symbolizes Christ’s unharmful image who defeated death and the temptation of sin.

Miles Green (Mantissa) – green is the unconscious; miles of green = a long way of green, which might be the important part unconscious plays in the process of creative writing.

Delfi (Mantissa) – the image the muse gets at a certain point in “Mantissa”, stands for the one that tells you the truth, that makes you see the truth, or makes you integrate your shadow and see the light, reach individuation.

Caliban (The Collector) – a beast – like figure, an anagram for “cannibal” or a man eater. If one doesn’t tame or enchain “him” (that is one’s dark forces), he will come over and take control over one’s life, “eating” one’s soul.

Mira-nda Grey (The Collector) – stays  for the incestuous daughter; grey is a colour for semi-mourning which indicates that the deeper strata of the unconscious require to be lightened and cleared up by bringing them into consciousness.

No matter how hard would we try to find out about Fowles’ obsessions in his work, psychoanalysis has its limits in the literary use. While it can identify the drives that led the artist to creation, it cannot explain why those drives influenced / tormented in such a way the individual, that made him get peace only by means of creative writing.

All Fowles`s books speak about personality development. But the first consequence of this kind of development is getting lonely, in order to become devoted to one’s own rule / law, that is “freedom” in Fowlesian terms. In “Aristos” he states that we must evolve in order to exist. This is the basic rule he applies to all his books.

We have seen different images and symbols that torment Fowles’s mind and reflect themselves in his work. My opinion is that they come unconsciously in his work forced by some drives and in my previous paper I’ve concluded what drives made Fowles choose, unwillingly, those images. In the present paper I wanted to see how much physiological hallucinations (that is hypnopompic or hypnagogic) or pathological ones play an important part in creative writing in this respect performing analysis for some of his books. My opinion is that there are parts in each novel, written under the influence of hypnopompic images, then toxic hallucination taking control, all strewn with conscious intrusions as a defense mechanism, in order to veil what he has just revealed about himself. I related all to his interviews where he gives snapshots of personal thinking.

Were we to reverse all and take for a conscious writing all his novels and for a permanent carnivalesque  ironic confession all his interviews speaking about his beliefs and methods and ways to look at life and at writing, then we can only say he has a very powerful persona and  that all his life did nothing but build and then preserve this persona. It means he has lived all his life up to present in a continuous lie, hiding all the time from what his real value is. One builds a persona (an outer attitude) according to his social life ; by identifying himself with a certain attitude, the individual comes to deceive those around and often himself. He puts himself a mask which is according to his own intentions on one hand and according to the environment opinions on the other. To an intellectual persona there corresponds a sentimental soul.

If Fowles wanted to show us that what he thinks and what he writes is the human’s journey towards individuation and that he is frustrated from certain things and that he accomplished his wishes only by writing these books, then he wanted to “draw” an intellectual persona for himself, a balanced and controlled one. Therefore psychoanalysis makes us conclude his soul is sentimental and weak, reacting to all sensations, feelings, all unconscious stimuli, features not worth of admiration. If all this is just “persona” in Fowles, we can say all his life was a whole disguising. Nevertheless, which are the reasons why he did this, we shall never know. He might take the secret back with him, to the unknown world we all come from.

 III.    Conclusions   


There are different sides one can look through a prism. The same way the writer can be looked at differently. Having considered that the writer is a neurotic we came to conclude that as far as his novels show, Fowles suffers from abandonment neurosis, from a defense mechanism, from obsessive neurosis, also wishing to deny his super-ego.


Should we consider that the writer is an eternal child who writes in order to fulfill his wishes that reality refused him, then – reading Fowles’s novels – we can find that using different stylistic devices he only wanted to carry out his unspoken wishes :

· he wishes he had been a complex personality like Conchis (The Magus), G.P. (The Collector), Henry Breasley (The Ebony Tower). This is related to the existence of ego ideal.

· He wishes he could have taken control over his actions / impulses / to harness his drives (Sarah in The French Lieutenant’s Woman controls Charles both sexually and psychologically, George Paston in The Collector controls Miranda through the ideas he imposed on her thinking, Conchis in The Magus controls Nicholas Urfe, the Muse in Mantissa controls Miles Green).

· He wishes he could release his repressed sexuality. (Caliban’s repressed sexuality, Nicholas’ way of considering sexuality)

· He wishes he could experience to the end the quest for individuation (in order to integrate the shadow and come to know himself existentially)

· He wishes he could believe in the power of love

· He wishes he could carry out his desire for unity, in order to fill the void created after having been separated from the mother’s body

All these wishes have tried their way towards accomplishment either by means of hypnopompic hallucinations, or by means of toxic influences giving rise to images (from alcohol and drugs), partly with conscious intrusions, partly coming from the collective unconscious (archetypes). They made Fowles write out of a lack of satisfaction regarding his present life, out of vanity, out of a desire for self-assertion. All these active ferments were enforced probably by the isolation he himself imposed by living a recluse life in Lyme Regis with his wife, for years and years. These are all proof of the battle between his superego and ego ideal.


Should all this be a joke played by Fowles to all his readers, then it is also psychoanalytically that we can conclude he has a well and carefully outlined persona. Why he would hide himself both in his novels and in the interviews is again a matter of psychological debate. Only complexed people would dream of fulfilling wishes, only complexed people wouldn’t accept themselves the way they are and from this derives a moral conflict. Persona is the solution. People wouldn’t have to know us exactly the way we are but the way we should be. Therefore the main idea is – going to Freud and Jung – happy persons ,  balanced people never have phantasies, never pretend. In this view, what would you say about Fowles’s novels now?

IV

PSYCHOLOGICAL TYPES –
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· Ideas related to a psychocritical study
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I.    Ideas related to a psychocritical study


A lot of postmodernist debates have as a starting point the philosophical thinking of Nietzsche and Heidegger. In the United States Heidegger is considered to be the first postmodernist. Related to this issue Gianni Vattimo
 has a long series of remarks on nietzschean and heideggerian ideas in his book, The End of Modernity. Here, both Nietzsche and Heidegger considered that Postmodernism was a dissolution of the  concept of “the new”. For them, “nihilism” means “chance”. According to Nietzsche, nihilism represents the situation in which the individual rolls himself from the center towards the margin, dismantling himself in the same time, while for Heidegger nihilism is the process whose completion leaves nothing out of the human being itself. This process is favoured by an epoch of weak thinking, of weak spirit. 

The debolist theory (“pensiero debole”) is, among others, a cornerstone for the concept of Postmodernism. Postmodernism is an era of fragmentation, of pluralism,, and even the process of turning unity into plurality is, in itself, a state of weakening. It is considered that the postwar society tries to make the individual weak so that he will obey their rules, therefore the self is divided, deconstructed, dead.

 Framed by all the above mentioned, the new psychological ideas of consciousness brought by the psychoanalytical school of Freud, Jung and Adler will have a great impact upon the literary creations. Related to art within the psychoanalytical school in America, Ernst Kris focuses on active and conscious elaboration of the psychical deeds in art. He considers that the artist owns the ability to undergo a hyperbolic regression, which is translated through an abandonment in favour of an unconscious process for a clear purpose. This continuous shift of inspiration and plastic elaboration that makes unconscious act in turns with consciousness implies the idea that the ego suffers from a sort of controlled insanity. 

We wonder whether the fact that we are to wait for the artist to use his work in order to subdue his mental disturbances or to render him support represent a form of mental hygiene, a kind of self-cure. This typically British concept of self-control and social integration brings forth the distinction between mental normality and abnormality which is typically Freudian. However, Ernst Jones, who loved theatre, promoted Freud’s ideas related to the artistic life and product in Great Britain also, and Hamlet accompanied him all his life. Jones protested against the idea of isolating the creation from his creator. He even studied the emotional premises that led Shakespeare to his final product: his plays. Ella Sharpe was another psychoanalyst who paid interest in Shakespeare’s plays and made backwards research, from the work  trying to recreate his infantile life ,his early childhood.


For all these critics a work of art was the working field of a latent pathological case, be it sometimes only a writer’s obsession. All the Freudian critics were interested in the way a work of art (a literary one), the same as a dream or a  neurosis, is released from the repressed materials. As a fact, the writer is considered a patient. The patient does not undergo a psychoanalytical process in order to be diagnosed so that his obsessions are defined. The critic has to focus on the recurrent images, which reveal or, on the contrary, hide even more, and also on the portrait of the beloved woman which comes repeatedly in one’s writings.

The four stages of a psychocritical study consist of the following: 

· different volumes of an author’s work are overlapped so that they bring out the obsessive structural features 

· what is thus revealed (and accepted as such) makes the object of study

· the material gathered this way is then interpreted in the light of a psychoanalytical approach; We can this way get to a certain image of the unconscious personality, along with its structure and dynamics

· as a back-up control we can compare the correctness of our results to the information we have about the writer’s biography (the unconscious personality is the same  for an individual seen as a writer and as  the man inside the writer.

Related to all this, the psychologists’ point of view is that all the characters in a novelist’s work are nothing but different aspects of his personality. More than that, in the literary theory field Austin Warren considers that the more numerous and different the characters are, the more indefinite the author’s personality is, the multitude of characters leading to the different  sides of one and the same personality. This multiplicity calls for the nietzschean dissolution, for the postmodern concept of turning unity into plurality, it calls for fragmentation and for the dismantling of the self.

The aim of this paper is to answer the following question: Are Fowles’s characters indeed fragments of his ego? Are his characters’ behaviors nothing but different aspects of the author’s personality? We shall set off for an experimental quest in order to find the answer by trying to set Jungian patterns on the Fowlesian characters so that we could label them as extrovert-introvert type mainly on sensation, thinking, feeling or intuition; we shall end this quest by comparing fictional heroes and heroines to Fowles himself (as labeled as he could be from his interviews, bearing in mind the limits of knowing and understanding a person by means of his interviews, in relation to the subjective feature in answering the interviewer’s questions). If Fowles’s characters bear psychological resemblance to the author, then we can agree the psychologists’ point of view related to the connection between the author’s ego and his characters. If the answer is negative, that is the end of our exploration reveals that the author is totally different from his characters who are also different one from another within their world, it means that Fowles succeeded in veiling himself so much and in creating a multitude of persona, lest he should let people perceive (too let critics conclude) a certain portrait of himself, the way he wanted to be perceived, not the way he really is. If so, there is a reason for his strategy as well; it means that in his true heart Fowles is dissatisfied with himself and his ego ideal calls for the persona he created by means of his work. It means he has never wanted to be disclosed, to undress his soul, and the strategy to do this was a continuous play with his readers and critics.

II.   The Magus

The first novel brought under the light of discussion will be The Magus, his first novel in terms of creation .In the “Foreword” Fowles wants to take a distance from being involved or from being made responsible for his writing stating the literary influences that laid prints on his text. However, we need to mention, for those who haven’t read the books Fowles brings forth as inspiring, that what influenced him was the method, the way of looking at things (to mix dream and reality in order to look for a world of one’s own, for the mysterious world of one’s wishes, for a new landscape of one’s heart, to find the fantastic young man, the one designed by the ego ideal). Fowles might have mentioned Jung’s influence in order to let us know he is a “connoisseur” with respect to designing psychological types in a fictional world so as not to be taken for granted. Should we read between lines however, we can speak about the feeling of alienation Fowles felt at the time of writing The Magus, and the feeling of insecurity, the love for being a mid-air man: he states he supports the existence of dilemma.


Opening the first pages of the novel, the characters whose psychological profile we are going to explore according to what they say and do, are Nicholas Urfe, Lily (one of the twin sisters Urfe gets in-love with and who plays the part of Conchis’ fiancée) and Conchis himself.


Nicholas is not satisfied with the person he is. His inner psychological pattern is different from the outer one. He is brought up with an absent father, nevertheless he is forced to order, to conformity. Every time he tries to contradict his father, the latter reacts violently. Nicholas’ inner urges for being himself, are repressed. This leads him to a double way of life, of behavior: in society - he acts according to the social rules , whereas in privacy – he is trying to be himself. The escape comes while he was a student in College, through his parents’ death: “After a sudden shock I felt released”. Family didn’t represent an obstacle for the development of his personality anymore. Nicholas is a nietzschean in thinking, talking a lot about the abyss of nothingness and chance. He became cynical out of revolt. He was revolted against his own past, still bearing ethical prints though his father had died. He unconsciously decided  to have an unbalanced behavior towards women, to be cynical, to treat women as sexual objects, not getting involved seriously. He considers himself living in a glass birdcage, isolated from the rest of the world, he feels excluded from the contemporary reality (maybe it is for introducing the opposition between the Few against the Many). He feels like Sciron, a mid-air man. He has an unstable personality, he is off-centered. He feels himself belonging to the abyss, to the void, he considers himself lacking authenticity. An authentic man has values while  he had no guiding principle. He doesn’t know where to sit and who he is.


T.S. Eliot`s lines found on the beach suggest Nicholas to call off the infantile amnesia, to get to know and master his basic conflicts. However, a later answer to his suggestion comes with Ezra Pound’s lines – to know is the shadow of a shadow, and one will endlessly navigate on life’s ocean to find no more than a drugged beast can see: the relativity of truth. This calls for the Platonic Cave myth. The core of the ideas can never be perceived by mortals, by ordinary people. However, the Few, the chosen, may be able to do it, being lured by curiosity and spirit of adventure. This is the moment in Urfe’s life when the Magician comes to change his view, to change his way of seeing things.


Maurice Conchis is the psychoanalyst in Urfe’s psychical treatment sessions. Should we call the process that Nicholas goes through a psychiatric cure “session “or “the journey towards individuation”? I dare say they are both. Maurice teaches Nicholas the distinction between form and content, between surface and core, between word and meaning. He considers that the most valuable ideas of life cannot be comprised in written texts, that is  why he burns all his books. He says that words must state the truth, not fiction. Fiction must be burnt as it distorts reality. Nicholas believes our lives are not predetermined, Conchis is the one who tries to make him aware of the fact that not all is hazard, chance. It all depends on the path one chose within the maze. The mouse traces his own labyrinth. Nicholas is the individual whose faith has fallen while Conchis is there to show him that there always exists a sort of governing force. Conchis the psychoanalyst is here to make Urfe aware when his point of fulcrum has come, when he either admits himself the way he is and gets to know the real self within him, or he is lost. It is the moment when one comes to harness his dark forces. He teaches Urfe to be skeptical. He teaches him not to trust anyone and not to take any individual for what he is apparently, literally. Conchis considers that only being under the influence of alcohol one can be responsive. He is one of those secret persons who believes in the existence and need of mystery for the human mind to survive. Nicholas behaves as if nothing touches him, nothing impresses him and thus he experiences  an adventure after another as he knows that nothing, not even the one who hypnotizes him can be powerful when it comes to one’s superego. Conchis is the one responsible for instilling mistrust in people’s life, responsible to make people have doubts and be skeptical.


As far as Nicholas is concerned, he considers that a force which cannot be understood is superior to us (for example God is very intelligent and we know this because we cannot understand him). Conchis tries to convince him and July of the important part that mystery plays in our lives. Conchis is the self-governing force which provides settings for people to experiment their reactions ad get to know themselves. He teaches Nicholas and Lily self-control and responsibility for their choices. He teaches them the art of pretending. He is inclined to label reality in a scientific way and to characterize it, to take a deep cut into it in order to get to the very essence of it. He considers himself an eternal unhappy spirit. He likes to lure people into misleading them. He teaches people self control.


Julie cannot be labeled as a certain and clear psychological type in the book as she is in a permanent hide-and-seek game with Nicholas, the reader getting blocked at the moment when he has to tell Julie apart from June or Lily from Rose. They both try to design one feminine character, not clearly outlined within the book as they now react naturally, then they react according to an induced behavioral programme (through hypnosis), then they are part of a play, acting on life’s stage. Julie is dangerous and susceptible, apparently not being aware of these two traits in her character. She nevertheless tells Nicholas: “none of us is what we seem to be”. When forced to react, she would lie until she totally confuses her collocutor.


Julie, the girl that Nicholas Urfe falls in love with, has a chameleon appearance in Fowles’ book: she is now Julie Holmes, an actress employed by Conchis to perform in an experimental play, then she is a schizophrenic young girl under Conchis`s psychiatric treatment, then she is Conchis`s goddaughter, who trusts her godfather blindly. She then is meant to cure Urfe, to help him rediscover his latent sexuality. She gives no details of her life except for the fact that she had a failure in a love relationship in Cambridge. Love failure made her weak, fragile, shy psychically but sexually imaginative.


Towards the end of the novel they all seem to unmask except for Nicholas. Conchis proves to be a real connoisseur in the psychiatric field, having set Urfe clear diagnosis on his behavior. Fowles is an adept of Adler’s and Karen Horney’s principles, and he is spoken for by the jury in the trial scene at the end of the novel. Urfe is concluded to be an individual who lacks the ability of self-analysis, an individual who cannot be cured from abandonment neurosis only by means of art, as Freud considers (Freud states that artists can cure themselves from an endless longing for the maternal breast and consequently  from an abandonment trauma by means of becoming creators, by means of art, by projecting their complexes onto characters in art, or by means of compensation. It is as if we would say “let my characters achieve  what I  have been rejected”).


We intend to see what psychological typology these characters belong to but we need to mention that the main inconvenient is that “each individual represents an exception from the rule” as Jung himself states. There are no pure and clear types. Each of us is an interesting blend of reason , emotion, sensation and intuition. However, what is widely accepted in the Jungian typology is that there is a clear distinction between the introverted and extroverted type, states represented as two fixed points in the universe between which people swing. Eventually, even the most extroverted type has his moments of deep introversion when he goes to sleep, during the night, going down into himself. In most respects, the id has all the typologies close at hand but it uses only certain features out of them in order to cut steps in life.


Psychoanalytical criticism states that all writers belong to the introverted type. However, Jung considers that what determines the type is the child’s disposition, the attitude towards life, from his very early stages. This would let us conclude that to have a writer’s inner features (gift and sense of longing that could manifest itself artistically) is a predetermined attitude. Therefore not any mentally tormented human could be a writer or an artist.


Coming back to The Magus characters, we shall start with Nicholas Urfe. According to the text, I am bound to believe he is an introverted type, having as a main function the sensation, to later (in the end of the story) become a  reason type, as he gives details of all the persons encountered  on the way of his life experience , to later give (in the end of the story) different significations to the experiences he had  had and to other people’s reactions , regarding aspects of life shared together. According to the theoretical support, Urfe is a reason-sensation introverted type, with a feeling-intuition extroverted shadow (a) . He pays little interest to the outside world, being extremely busy with the inner views. He is happy if he is free with himself, lonely and self-sufficient intellectually, he doesn’t care whether his ideas are generally accepted or not. When people around or events do not respect the norms the introverted reason types considers to be normal, strong feelings or attitudes can burst out. He guides himself according to the intensity the subjective feeling gives him. He has a vivid, living memory of environmental sites, colours, book paragraphs, dialogues, smell, taste and touch..


Going forward to have Conchis in focus we reach the following conclusions: according to the Fowles’ text, Conchis is an introverted-feeling type, having an extremely different set of values that he wouldn’t share. He has though a subtle influence over the others around, due to the high standards in his life. He could provide the ethical backbone not by delivering speeches, but only by means of his appearance. He is apparently quiet, deep, inaccessible, hard to be understood, apparently without any desire of getting others impressed or influenced. One could say about Conchis and the type he represents that “still waters run deep”. The introverted feeling in Conchis  relates to the introverted intuition type – these individuals treat their ideas, images or visions as if they were real objects. Consequently, they find it difficult to communicate their ideas in a simple and organized manner, they can, nevertheless, reach stages of great, illuminating vision, on whose grounds, if interested, one could start building interesting topics. On the other hand, these kind of people find themselves always in the danger of losing contact with outer world. Their attitude towards sexuality is undeveloped and inadequate, similar to Nicholas, and they consider themselves never understood geniuses. As a conclusion Conchis is said to belong to the introverted feeling-intuition type, with a reason-sensation extroverted shadow (b). In a given situation where a + b = c, in our language “c” stands for the round, complete psychological typology.


As far as Lily is involved, the spirit of Conchis’ fiancée or the actress who lures Nicholas into getting in love with one of the twin sisters, she is of an introverted feeling type. For her also the saying “still waters run deep” is valid. She is incomprehensible, unaccesible, hiding herself behind a childish, common mask, being melancholic. She doesn’t shine, she doesn’t get out of the line. She shows a natural harmonious behaviour on the outside, a sweet calm, and thus she seems cold and indifferent. She doesn’t show feeling towards the object (outer subject); on the contrary, she is neutral, critical, rejecting passion. She looks cool and reserved; nevertheless she shows a development depthwise rather than longwise. 

       In the end we could state that our mathematical  way of saying things “a + b = c” could be translated as the following:” Nicholas Urfe and Conchis taken together give shape to a well-rounded character, a complete one as they are the two halves that together make the whole .Thus Nicholas and Conchis are yin and yang, the two halves of an apple, the two parts that render a complete personality.
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For example this would be the case for an extroverted reason-sensation type according to Jung.

III. The Collector

In The Collector Fowles introduces to the reader two characters who stand for two different sides in life, two characters who are the symbols for the dichotomy of perspectives on life. According to Larry Verburg
, Miranda’s process through the book is the metaphorical quest for knowledge of the self and individual’s attempt to define oneself through relationship with the others. This quest for self definition leads Miranda to an existential awareness. The other important character of the book, Clegg, through his blend of innocence and inborn mischiefs, symbolizes the evil that all men possess. They are both meant for Fowles’ concern with the existential nature of life and how man combats loneliness and despair and achieves self-knowledge.


Fowles himself discloses the underlying philosophical concerns on The Collector in an interview with John Newquist
: “I have always wanted to illustrate the opposition of the Few and the Many. I take these terms from the pre-Socratic Greek philosopher Heraclitus, who has been a major influence on my life. For him the Few were the good, the intelligent, the independent; the many were the stupid, the ignorant, and the easily molded. (…) I wanted to explore this inevitable but very complex tension in the human condition”. Maybe it  is this difference between the Few and the Many that tormented his soul, wishing himself to be one of the Few and trying to find an answer to the question: “Am I one of the Few?” The Collector is Fowles’ unspoken desire to become authentic, to reject the views of the Many, the same desire dealt with in “The Magus”. In The Magus it was for Nicholas to achieve authentic life, in The Collector it  is for Miranda to do so. Regarding authenticity and the dichotomy between the Few and the Many, Fowles admits that “we must create a society in which the Many will allow the Few to live authentically and to teach and help the Many themselves to begin to do as well”
 and this comes as a supporting idea to what Ortega y Gasset
 writes: “the mass crushes beneath it everything that is different, everything that is excellent, individual, qualified and select. Anybody who is not like everybody, who does not think like everybody, runs the risk of being eliminated”.


Fowles actually confesses he has written all these books in order to make himself wholly authentic; therefore, writing in Fowles`s own words would mean obtaining compensation for the great lack most humans have: authenticity: “One is inauthentic largely because of the pressures of modern society, pressures that change from year to year”
.


Related to the psychological typology Fowles uses in The Collector more or less consciously, we should let the reader know that those brought in the limelight are Ferdinand Clegg ,a clerk and Miranda Grey, an art student. 


We can get Ferdinand Clegg’s typology both from his side of the story  and from Miranda’s – the way she sees him. He is attracted to fair-haired girls – a sign of the “fairy” in the bed time stories, the good , positive side of a story ; everything good comes from a fair haired character.. He always dreams of a girl who is in love with him, who has a platonic relationship with him though, before getting married. He feels lonely and abandoned as he is a father-orphan child, abandoned by his mother as well, who had gone to “live her life”. This makes him feel disgust towards “low morality” women. He considers he lacks the  qualities a woman would appreciate. He suffers from an inferiority complex produced by a lack of love, (maternal and paternal love). Therefore he will do something in order to get someone’s attention, in order to place himself in a high position, in order to become popular. His sexuality is repressed and he compensates his desires by getting pleasure from a voyeuristic behaviour. He is obsessed with “capturing and killing” his parents, that is the imago he always wants to catch, analyze  and kill (the unconscious representation for his parents transferred onto the image of a butterfly). He is paying attention to details and achieves his plans to their most detailed parts. He forces Miranda to love him. He dislikes  the parts when Miranda speaks about social class distinction. He is fixed in the mirror stage, he considers that people already follow him and he is in focus for what he has done. He is tidy though, in all his actions. He doesn’t believe in God. He is hypocritical, playing different parts in order to make Miranda portray him in a positive light. He wants to become famous, well-known, and that is why he kidnaps Miranda, to help him become popular. He considers things shouldn’t be forced to happen, they should be just guided.


Miranda, on the other hand, loves life and she doesn’t wish to die. She considers Clegg to be an atheist, which determines her to be even a stronger believer. She thinks it is her duty to free Caliban ( the way she calls him)from his complexes. She knows that she is superior to him and tries to analyze him from this perspective. 

She knows he is good at pretending. He builds himself a mask and he wants her to take that mask for granted. The idea of the Chosen, of the Few, torments Miranda who keeps repeating this to herself – that she is one of the Few, and she considers Caliban to be limited,  to be an inferior human creature. She teaches him to be authentic; she tells him that the only important thing is to feel and live for the things you believe in. According to Miranda’s diary, Clegg shows his shadow (the dark side of his personality which manifests itself in relation to an opponent) on the October 20th : he is violent, full of hate, decisive. Miranda’s model in life is GP. She is for the new things and for the future. She is for cutting off one’s ties with the past and old things. She sees Clegg the same way Alison sees Urfe in The Magus – nothing else but a collector of women, being interested in their bodies for sexual pleasures, not in their essence – soul and mind. According to Miranda, Clegg is an individual who conforms to the norm. So is GP. She shows her disgust and her disapproval towards Caliban. On the other hand GP is pragmatic. He considers people around should be saved materially speaking (in terms of money) and only afterwards should they be saved spiritually. GP considers that humans who really have qualities are those lacking material support. Therefore it is  poverty that determines people to behave themselves. According to Miranda, someone who lacks authenticity is devoid of feeling and humanity, he is an abyss of nothingness.


Related to love, Miranda – as opposed to Clegg – considers that a relationship which is only physical and it has nothing spiritual involved, cannot be called a relationship. She is a spirit full of will though. She is a strong and fighting spirit as even on her death bed she states she doesn’t give up. On the contrary, Clegg considers that death is the solution, the escape in case one doesn’t succeed to be what one had longed for. Luck is a matter of chance to Clegg’s opinion and in this context God does not exist. Unfortunately we are suggested that Clegg will continue his obsession even though he failed for the first time: he needs to collect a fair haired girl, the prototype for the good fairy in children’s tales, who would be determined to love and comfort him, as a substitute for a lost mother.


Relating all the data above to the Jungian typology we could very well say that Ferdinand Clegg – or Caliban as Miranda calls him – is Miranda’s shadow, he is the extroverted feeling and the introverted reason, with a predominant introverted component. He has an infantile, archaic, negative thinking; this is a limited, brutal and cynical thinking but it is always prepared to justify his instant attitudes, strongly irritating the extroverted collocutor. In case the extroverted collocutor is an intellectual, the introverted reason type individual tends to support the former, being unable to have  a personal reasoning. However, when the one next to him doesn’t respect the imposed pattern, strong emotions rise within.


He has a strong relationship with the object, making him, however, feel the contrary of the relationship, making him feel useless. This negative contact with the object, from indifference to rejection, is characteristic of any introverted type. His way of being polite and kind often betrays his hidden intention of disarming the enemy (opponent) who must be kept silent or otherwise this latter would become dangerous. Actually he is not an opponent but in case he is sensitive he would feel rejected or even undervalued. The object (the one invested with feelingsor love) is always neglected or, in worse cases, uselessly guarded precautiously. He is emotive and sensitive. He will oppose any critical opinion, no matter how strong this would be. His ideas, fruitful at the beginning, become destructive gradually, poisoned with dense bitterness. He has a strong tendency towards loneliness which regularly pushes him deeper into the inner conflict that torments him. More than that, he fears all that is related to females and he fears women themselves. This is Ferdinand Clegg in The Collector.


Miranda, as the other side of the coin, is an introverted feeling type, being guided by the intensity of a  subjective feeling raised by an objective stimulus. She has a vivid memory of sights, colours, certain fragments from books, sounds, pieces of conversation, etc. She hides though behind a childish mask, showing a melancholic attitude. She seems indifferent and cold, lacking feeling. Sometimes, she makes the object feel the uselessness of this latter’s existence. She rejects passion, she shows a poor feeling and when the object feels it, he considers himself to be underestimated (the case with Clegg). However, her feelings are intensive and they grow deep. For example, while a feeling of compassion is expressed by means of words and deeds, an intensive compassion closes itself in front of any form of expression and gets a passionate depth which understands people’s mystery. This is what Miranda does but unfortunately she understands everything too late.

IV. Daniel Martin

Whenever Fowles was asked whether Daniel Martin is an autobiographical book he answered confusingly, using the style in his books: yes and no. First he said the book owes to a haunting vision of a woman weeping in the desert, feeling lost, and he stated that the book is about Britishness. However he later agreed that Daniel Martin, the character the book revolves around was born in Devonshire like the author himself and that Daniel shares some of the author’s cultural beliefs regarding books and movies.


My opinion is that a great part of Fowles’ attitude is spoken by Daniel Martin and his peers in this novel.


Daniel Martin is a film producer who whishes to live the day when he can represent his real self within a movie or a play. He promotes the idea of the author living a separate life from his work: he fancies the idea of an author who is not implied in his work. He blames himself for not having been able to present reality as fair as possible. He is the writer who has become aware that by means of writing one cannot rewind the time and get back to that womb-like infant state , the way Freud had stated. 

Jenny is the childish lover, the 20 years old younger lover who feels better when she despises her admirers. Daniel had been married to Nell but he had been attracted to her sister, Jane. He is like Nicholas Urfe, never satisfied with himself, though a little narcissistic. He has moments, however, when he is interested in knowing his “real face”. Jenny also tries to build herself an ideal image and she succeeds as she had been a  fashion model before, so she had studied body language and the way one impresses the audience. Daniel believes he has to be imaginative and false in a love relationship, better than true and realistic. He likes to be false and pretending even in his academic life. He uses women like Urfe does in “The Magus”, but this time they are like a weapon against society. He considers that man can control his destiny, that he can choose his faith. Daniel even states somewhere that he likes to play the extrovert. He considers that it is man’s spirit which guides us and which is responsible for all our actions, even for the most insignificant and ridiculous ones. By getting divorced Dan is convinced of the contrary: one cannot fully control one’s life. He is the type of person who studies other people’s gestures, and qualifies them accordingly. He treats women as species of plants. He studies their behaviour and appearance, their personality and only afterwards does he start a relationship. He was looking for women in a search of regaining the lost image of the mother. He is a believer of the permanent return to some initial places. Daniel is the artist who considers, like Fowles himself, that only a few of us are satisfied or come at peace with their own fate and he also states that – Fowles’ ideas  again– novels mustn’t have happy-endings. Happy-endings are tasteless, they don’t stir the reader’s inner and it means one has come at peace with life’s problems, whereas avoiding happy-endings  would mean that we are in a permanent quest for  a solution. The artist, the writer, turns himself into a lamenter for the sorrows in people’s life.


Should we relate Daniel’s behaviour pictured in the book to the Jungian psychological types, we dare say he belongs to the introverted reason type. The introverted reason is oriented mostly according to the subjective element. It creates theories for the sake of theories, apparently referring to real facts or at least to possible ones, but feeling inclined to pass from ideal to imaginary. This kind of person will follow his own ideas. If he chooses a person as object then the latter  will feel he is always regarded negatively. He is indifferent and rejecting towards his object. His reason is seen as cold and indifferent from  the outside. He considers his object as an opponent who, in case this one were sensitive, he/she would feel rejected or even undervalued. The object is always neglected somehow, and this is what Dan does to Nell, his wife. In the pursuit of his ideas, he proves to be stubborn and uninfluenced. He is either quiet or he encounters people who do not understand him. He is an easy victim of the proud women who know how to exploit his lack of critical thinking. He has a strong call for loneliness which should help him avoid the inner calls but it, on the contrary, pushes him deeper into the inside conflicts, among which we could also identify   the fear of getting closer to women.

V. Mantissa


In an interview taken by Lidia Vianu during a meeting within the virtual reality
, John Fowles stated that the only question he would most like to be asked but hasn’t been asked yet is “who he is”, and the only reason for this is because he still hasn’t found his own identity. He considers that one has to come to know oneself in order to see to what extent what he has written is fiction and what is psychological compensation for certain lacks. What is interesting is that he mentions Mantissa as connected to his autobiographical works. He also states that his most ardent wish is to be understood. Therefore we shall try to understand Mantissa in order to understand him.


Mantissa can hardly be called a novel. It has no beginning, no plot and no denouement. It is a book where we can say “we don’t use language but language use us”
. However, we have here two main characters who play hide-and-seek with the reader and – why not, with the author also – Miles Green and Dr. Delfie (who later turns itself into “The Muse”). The reader intrudes in the middle of the action and he has to get information about the subject along his lecture.


Mantissa tells us how a writer suffers from a stroke and he loses his identity. He gets down into himself and tries to find out who he is. The one who helps him get tuned to life and find  the coordinates of place and time is the Muse, or in other words – culture itself. The book is rich in sexual phantasies ; one could say that the  author’s repressed sexuality is released in this novel. It promotes the idea that regarding the three Freudian components – the ego, the superego and  the id, the last of the three is represented by the basic, archaic sexuality. The book speaks about controlling the instincts. Actually the book deals with all this by using Miles Green’s and the Muse’s voices. The Muse stays for the ideal woman. What is interesting is that Fowles chooses the Muse to speak about him. She blames this one(the author – patient in the book) that he has always hunted for his own visions. She feels responsible for the images his “sick” mind tries to build out of the abyss. She is the woman Fowles asks her to do or say things that in real life a normal person wouldn’t do or say. She is the one chosen by Fowles to judge him, to incriminate him. She blames him that he would never admit he is wrong. The patient, Miles Green, on the other hand, suffers from the fact that one only has to use masks and theatrical properties in order to state true facts by means of a novel. Reading carefully, one could reach the idea that the superego finally surrenders to the calls of the driven-back unconscious (id) and it is only for the culture to save them from destruction. Culture (Dr. Delfie) is the one who saves the id and teaches it what control means.


We can speak here again of an introverted type of behaviour. And that is because our subject – Miles Green – the introverted individual follows his inner “feeling” and he mistakenly takes his ego for his id. The unconscious lifts itself to the conscious level and tries to be predominant. The individual takes all the reactions as a consequence of the object’s action but it is a mistake as all the reactions are a consequence of his id bursting out, being provoked by the object. It is as if the object would possess magic powers. Dr. Delfie or the Muse would represent the introverted reason type as she is authoritative, tough and the better she is known, the more she is appreciated. The shadow of this type is an extroverted feeling, with primitive feelings; this shadow manifests itself as a type who reacts affectionately when he considers that people do not respect the convention (no matter the type of convention). This shadow is Miles Green. It is Fowles’ anima. It is the kind that cannot think, reason, what he/she hasn’t first felt.


If Fowles is a part of Dr. Delfie and a part of Miles, then he has a strong anima. This calls for a multiplicity of one’s personality as one reacts one day according to a mood, another day according to the another. However, taken for real, the ego stays always the same. The extroverted feeling type always drives back his reason, in order not to disturb the flow of emotions. Nevertheless, reason is not completely driven back; this happens only in the cases when its logic gives conclusions that do not agree with the feeling. The reason of this kind is infantile, archaic, negative. As long as personality is not absorbed by different affectionate states, the unconscious reason acts as a compensation.


Yet, if the individual’s personality is dissociated dismantling itself in opposite emotional states, the ego’s identity gets lost, the subject becomes unconscious. The unconscious thinking reaches the surface in the form of sudden ideas, usually obsessive.


Coming back to what Fowles had stated in the interview with Lidia Vianu, we could state that indeed “Mantissa” is an autobiographical novel. The problem is that it is a different kind of autobiographical novel as it doesn’t give facts and data but it speaks about the author’s inner structure. Up to this point we have reached some interesting hypothesis: John Fowles is an introverted type with an extroverted anima. Let us see what assumptions we can gather out of his interviews and see whether he  discloses himself or he veils himself even more.

VI. John Fowles

Now that we have been through Fowles’ most important and at the same time – the most relevant books related to the topic in focus, we shall take a look at some of Fowles’ own ideas as they were uttered in interviews taken by different critics or media people.


Fowles claims he has written everything out of experience. Speaking about people around him Fowles takes the ornithologist’s view of human beings, the way Daniel Martin does. He states he likes watching people’s behaviorism as he watches the behaviorism of certain birds in his garden; he admits he is not a good person with his peers, however he fancies with the outsiders, with people who situate themselves outside society. He was once asked about drug or alcohol uses in order to become imaginative. He answered he only once smoked kif in Tangiers and it made him sick but he admits he uses a lot of whiskey when he is writing. Therefore, should we take for real and honest these statements, we could say we have the reason for some parts in The Magus, which use a very rich imaginative processes in order to give snapshots or flashbacks from one’s own life accompanied by intricate intrusions into psychiatric investigation field. He dislikes general moral principles. His idea is that self-knowledge always brings you greater happiness although it is painful. He confesses he loathed the fact that his parents belonged to Victorianism – if we can say so. He admits he writes out of the need to feel the void created by the separation from the mother’s womb, therefore the novels he has written so far are about himself mainly and about people he has lived with.


When he was asked about The Magus he said he wrote it having in mind the idea of a secret world, whose penetration involved ordeal but whose reward was self-knowledge, and that all this he would take as a metaphor for his own personal experience. Consequently, Fowles is an individual who goes down into himself and looks for his inner light that would enrich his spirit. He is a believer in the self-therapy by means of artistic creation. He is aware of the inner spiritual needs and he considers that the means to cure himself are by writing, by using culture, the way Miles Green is cured by Dr. Delfie, who is a metaphor for culture. He considers writers  to be condemned to a lonely life, to a lot of loneliness and he situates himself among them. He led a secluded life, not having been satisfied with “The Many”, who misbehaved.

He believes in the freedom of spirit, in the ability for one to choose what he wants to be as an individual, and he confesses this is what The Magus is about. He represents the hero-like figure who wants to turn the world into a better one. One of the aspects in people that distress him is selfishness. He had hoped he could have changed the world into a better one but then he gave up and he now only hopes to change people’s sensibilities. For this he advocates that art must be a kind of striptease, to have the writer dispose off his old habits and thoughts and stay bare in front of the reader. He writes first in order to please himself, and this an in important issue. “I basically write what I know is going to please me, what I am going to enjoy”
. He further admits he hates the macho viewpoint and that’s why he stresses so much on anima in his works (female characters).


About the way he creates he states images just come to him, rather oddly, unusually when he feels ill and depressed. And he considers these moments as highly euphorical, moments when he feels schizoid, when a part of him is innocent, self-hypnotized and the other is stern and objective. And this is well-defined in the double nature of the women in his novels, which stand, actually, for his anima. Consequently, Fowles’s anima is schizoidal. This would easily support our conclusions regarding the Jungian psychological typologies set for the Fowlesian characters (the introverted reason type with extroverted feeling as a shadow, which always make a rounded whole, making the imagination merge with the world of ideas- see the Jungian graphics). When an interviewer asked him whether he is an isolated, anima-driven man, the way he seems to be out of his novels, dependent upon unconscious forces, self-destructive and dreaming, he acknowledges this is true and he excuses himself by saying that we are all victims of some form of manic depression.


Were we to relate all the above mentioned to the Jungian psychological types we would set Fowles in the introverted category, according to the things he himself disclosed about himself, of course in case they are true.


The introverted type orients itself according to the subjective data . The introverted consciousness sees all the external conditions but he chooses yet the inner, subjective side, which he considers to be the most important. The introverted attitude orients itself mostly according to its psychical structure, which is hereditary given (inborn) and which is the id. It is by no means different from the ego. The id is the psychical structure existent before any development of the ego and it is by far more compressive. Therefore one is before all, either introverted or extroverted, and then other psychical characteristics are molded, together with the ego.


From the introverted types all the data gathered along this paper have determined me to choose the introverted intuition type for Fowles as a man and author. This type is represented by the dreamer and the mystic prophet. In case the individual characterized by this type is an artist, then his art renders great things, different from reality, shining and multifaced, having plenty significance or lacking meaning; his ability to judge allows him to admit, often vaguely, that he is, as an individual somehow enclosed in his vision and that this one has to be integrated within.


His language is different from all the other people’s, being a subjective language. As his main activity is guided backwards, towards his innerself, from the outside one could see only a tendency to hide, lack of involvement or uncertainly. Everything he experiences is so vivid and so captivating that he does not even notice that the information he gives to the outside world has only a little of what he himself experiences . His fragmented and often episodic way of communication asks too much from the understanding and availability of the people around. He finds it difficult to speak his ideas in an organized structure as he continually follows his multitude of images and ideas in his natural unfolding.


The shadow of this type is the extroverted sensation,. Many of these people have schizoid personalities, like Jung himself  had when he was a child. A bad relationship with reality combined with the intensity of their inner visions make some people see themselves as “rejected geniuses”.


As a general conclusion to this paper I must  say that we have tried the psychoanalytical criticism ideology related to a novelist and the relationship he has with his characters and his ego and we have reached the following conclusion: Fowles’s characters are introverted with different basic functions (which together are well-rounded) and so is Fowles himself, the author. Consequently Fowles’s characters are indeed, fragments of his exploded ego as each of them has, as a dominant function, one which is different from the other peers in the book. Thus, each main character reveals a little part of Fowles and his unaccomplished wishes. Consequently, going back to Jung who stated that some writers reveal their type while others, by means of writing, reveal their anti-type, we can say Fowles belongs to the first category.

V

JOHN FOWLES – PSYCHOLOGICAL PROFILE

(the man and the novelist)

· John Fowles – the man

· John Fowles – the novelist

· Self-actualization – a definition

· Is the man or the novelist a self-actualized individual?

John Fowles – the man

Man’s most ardent wish is represented by the ultimate and most complex development, the so-called well-rounded personality, which is an educational “target” inconsistent with the common individual. To build oneself a “personality” means to have a complete and clearly shaped psychical structure, forceful and able to withstand hardships. This is an aura of adulthood.

However, nobody develops his or her own personality because he has been told so. It is just an outer/inner determination that acts upon in a causative way. The development of our personality is thus a matter of need: we need a motivation for our inner or outer destiny.

People say that there are many of us who can listen to the inner call yet there are few who are chosen to really follow their call and reach individuation.

To get a well –rounded personality means to reach individuation, it means to harness the dark forces. Nevertheless, there are both positive and negative consequences for this, as to reach a complete personality means to “benefit from”  a conscious and unavoidable isolation of one’s being. This is translated into estrangement, loneliness and there is nothing that can comfort it. There is no possibility for such an individual (who reaches individuation) to adjust to a group or a family or generally speaking – to society. A full growth of personality can only be very expensively paid.

Personality development implies also loyalty towards one’s own and inner law, and this is valid if we consider that personality cannot develop itself without a conscious choice, without a conscious moral decision regarding the individual path. Each of us can decide which is the best road to follow but most people get tangled in ways which represent moral, social, political, philosophical or religious conventions, and ignore their own inner call. To respect convention is always a way to give up one’s own beliefs and calls.

People around the individual who decides to develop and complete his personality, consider him unpopular, a strange exception, a selfish eccentric. He is considered to be possessed by a demonic force, as what he does is beyond any explanation: he faces conventions, he dares to fight them. For a common (ordinary) individual, an outstanding personality is a supernatural phenomenon we could say, a case which can be explained only in relation to a genius.

The question that arises yet, after all, is what determines an individual to choose his own way finally and to rise above the masses?

The need is out of question, the moral decision – too, it is Jung’s opinion. He further mentions “the inner call”, an irrational feature which pushes us away from the common path. The one who is urged by the call, must listen to it and he must be determined to take action.

Generally, it is convention that produces the outburst of the creative forces, as it is routine which keeps people unconscious so that they could perform their daily activities like “drugged beasts” as Fowles calls them. Once one comes back to reality, once one awakens from the humanity’s sleep, one starts to use his own reason, to think, to compare and contrast, and to conclude. Once one reaches the conclusion that he is subdued to convention he feels the need of an outburst.

The more confident and serene the character, the stronger the personality, as this kind of person lives within a system of stable values and not in a robot world of no values at all (fashion, opinion of others, imitation, suggestion, prestige). However, frustration level and frustration tolerance may be much higher in self-actualizing people and also may guilt level, conflict level, shame level. They seem to represent the basis for the search, for self-actualization. This way we see that we reach the Freudian concept of frustration as the basic data for one to start looking for oneself, in order to create his or her own weltanchauung.

Reading The Magus one would immediately remark the Jungian concept of the “inner call”. Conchis tells Nicholas about “the elect”, stating that many of us are “called” but only a few are “elect”. It is exactly the Jungian concept of the “inner call” that many of us hear but not all of us choose to follow. Those that get tangled in conventions will never be able to get out of the ordinary and build themselves an individuality.

Conventions make people wear uniforms, make people dull, blunt, make them have already set “conventional” reactions; they make people be predictable. On the other hand, we are all human and we all have needs, different types of inner needs which should be gratified. Convention only represses the inner forces responsible for the need gratification process. Conchis in The Magus is the inner call that most of us feel and Nicholas is the one who listens to his call as he proves to be elect also. He follows his call and reaches the “point of fulcrum” when he admits himself the way he is, when he acknowledges himself with his flaws and qualities and needs. By choosing to create his own weltanchauung, Nicholas Urfe chooses to be “the wave”, not “the sea” (let us remember that Conchis asks him, at a certain point if he chooses the wave or the sea, that is if he chooses to be one of the Few – the wave, or one of the Many – the sea) – the “Aristos” way of naming things.

I considered it would be appropriate to have a chapter in which we would “sketch” a portrait for John Fowles both as an individual and as a novelist, bearing in mind also the short comings:  we can only get to know and understand him as a person from his interviews, on condition we take for granted what he stated, without questioning over the “mask” he wears as a public person during his interviews. “Why this” – one might ask. The answer is clear and simple: because John Fowles is one of those people who heard the inner call and followed it. Considering himself exiled in his own country stays as a proof that he was rewarded with that unavoidable isolation, estrangement and loneliness one gets when one tries to step away from the common path and reach individuation.

First of all he is an introverted person hating the status of a leader, hating power and manipulating power. He is satisfied with his freedom of expression but he doesn’t love positions that give one power and an iron fist; he remembers: “I had been a head boy at my school, and head boys at English public schools have a lot of power. You run the school discipline. At the age of 18 I had power to judge and punish 600 or 800 other boys, and this gave me a distaste for power that has grown and grown and grown (Incidentally, if I have any criticism of America, it would be that everything there tends to be judged in terms of power and potency)”
.

By being under the influence of French existentialism, a thing stated both by literary critics and by himself, Fowles must have felt the same way with the types of “Les Hommes Revoltés” Nicholas Urfe joins in “The Magus”: Existentialism speaks to the sense of  20th century as a chaotic and catastrophic era, with lost certainties and with an individual who faces the abyss of nothingness, who is aware of the freedom of choice and of the original sin. “I came deeply under the influence of French existentialist writers. I’ve never shaken this off”
.

At a certain point probably we could say there is no  difference between the man Fowles and the novelist, as he himself confesses that life is books and books are life: “All good books are distilled experience. For me, writing is a part of my existentialist view of life”
. Therefore good books are those written out of shared experience, not those that repeat the rules of creative writing. Fowles encourages originality. He actually encourages authenticity, an existentialist concept. An authentic person is someone who is in control of his own life, able to withstand all its anxieties. Has Fowles managed to withstand his anxieties by living a secluded life in Lyme Regis? One would never know. What we do know though is that structurally speaking Fowles would have liked to be a Greek; he actually states “I’m definitely a Greek… the things that mark Greek civilization are simplicity, closeness to nature, lack of artifice”
. He enjoys living in “exile”. Lyme Regis, the place where he lives, is such a remote and secluded place. He believes novelists should live in some sort of exile to keep in touch with their native culture.

As far as his relation to his peers is concerned, he is a watcher: “I like watching people’s behaviorism and I watch the behaviorism of certain birds in my garden. I’m not a good person, I’m afraid, with people. They’re always slightly alien to me. If I were given the choice between leaving birds or people in the world I think I’d be in favor of birds”
. Here is another proof of his preference for a lonely life. He doesn’t like people, he doesn’t trust them. He still studies them, watches them, watches their behaviour, which is too complicated and stressful for him. Better nature. It is even reporter’s conclusion after having interviewed Fowles: “He answered with impatience one minute and with friendly warmth the next, but in the end his confidence – “I don’t need people, really” – is not difficult to believe”
.

His dislike for people is also to be found in his preference with islands. When he is asked about the island psychology he stated that “going rather deep, you must voyage. You must experiment”
 of course he meant the voyage within oneself.

As far as his relation to humans is concerned, he was once asked if a novelist can be a family man. As usual, Fowles is elusive because he himself states: “I hate producing recognizable portraits”
; “I think it’s an enormous advantage for novelists not to have children. But I think novelists need a particular kind of wife… I am very fortunate in having a very expert wife. But I think if you get too involved and too worried about your family that must handicap your work”
. What can I see? We can meet a Fowles who doesn’t find his comfortable place within a normal family, with children and in-laws and a loving wife. He needs a very understanding wife, who – out of an enormous love – could leave his freedom untouched. He needs his isolation, he needs to be a father for his novels, he needs peace and quiet in order to look for himself, as he feels the need to find his true self: “You always write for yourself first, to discover yourself first”
. He listens to his inner call and he follows his own solitary path on his way to individuation.

As far as life is concerned he confesses he and his wife live a simple life: “… for a best-selling author, we lead very simple lives. We really have no expensive tastes. We don’t go in for a car. I don’t even drive. I refuse to pay high prices for antiques. I wouldn’t want to live with valuable things around me.”
. For him valuable is the philosophy of life, the values of individuation. They live a simple and quiet life, however he admits he is not a pleasant husband. His wife must have sacrificed a lot of her life moments in order to stay beside him, and he considers this a natural thing: “If you’re any writer’s wife, you’re condemned to a lot of loneliness. The person you are married to and live with… is deeply involved with other people even though they’re only fictional”
. It is even now, at old age that women visit him, for painting his portrait or saying hello, or getting an interview. “All my life I’ve liked young women, not nastily. To me, they have a quality of life, of living, which no other age or sex has.”
 Related to this we should mention that David Streitfeld once said that you could put the following on his tombstone: “the Man who loved women”.

This is the price probably his wife has to pay for being married to a famous novelist; however, when it comes to fame, Fowles considers that it “doesn’t really bring you any happiness at all”
, on the contrary – it is a gilt”.

Well, fame, love for women and loneliness – this was the price Elizabeth Whitton had pay to have been married to John Fowles for all those years (1954 – 1990). 

In an interview taken in 1988, Katherine Tarbox asks the novelist if Fowles – the man is different from Fowles – the writer and if – so, to what extent. His answer was quite clear: “I hope not too different. I mean .. of course you try to present yourself to the reader as enormously sensitive, intelligent and perspicacious”
. He therefore is aware of the persona he plays towards his readers, of the mask he uses. “I hope my public voice is fairly close to my own”
 he confesses but he also adds that while in writing one must perform striptease, in life we can be inhibited by outside circumstances like social relationships, personal circumstances, and so on. Then, one’s persona is stronger in real life than it is in art, as art “must be a kind of striptease”
 as Fowles himself considers.

So far we have noticed that the individual called John Fowles is a man who loves simplicity, who hates crowds and consequently he leads a secluded life; he is a man who loves women – he loves to meet them, to admire them, to love their presence, their way of being; he greatly enjoys collecting different and rare species of orchids and he lays great importance on unconscious and haunting ideas for his writing. He hates convention and its strict rules and he encourages a lot originality both in writing and in living. He is a person harmed so much and so deep or probably disappointed so much by his peers that he would rather find happiness within nature:

“… what I gain most from the nature, is beyond words. […] If I cherish trees beyond all personal need and liking of them, it is because of this, their  natural correspondence with the greener, more mysterious process of mind;”
. Thus, from Fowles’ point of view an individual’s inner structure functions according to the nature’s unseen clockwork: it is only life, the single ferment, the rest is conversation.

The novelist

Seen as a writer, I would agree with his point of view, that his image doesn’t differ too much from his portrait as a man. He reproaches the interviewer (an American) that writing tends to be too cerebral both in America and England, though in England it turned out to be an imitation of the American style. The conclusion is that he fancies free writing, the writing flowing from the unconscious, which is as green as nature. However, there is a limit to this freedom of self-expression, the way he himself says it:

“My characters never show the depth of my feelings and they would be wrong if they did. You have to leave a space for reader’s feelings to meet yours. Half the art of the novel is leaving out – what you don’t say, or explain, or make clear”
. He wants to be mysterious as a writer, thus contradicting himself with what he had stated before, that all art is “a kind of striptease”. 

Consequently, he now veils – now discloses himself – which reminds me of the concept “enkekalimenos” – or the veiled person, in order not to be trusted. He wants to build mistrust, to have an unreliable persona so that he could hide his feelings better. It is even the answer to the question related to the novelist’s obligation towards the public that enforces my opinion:

“I happen to write novels for more serious reasons, but personal reasons that I have no right to impose on literature as a whole”
. It is obvious, he likes to be mysterious as a writer and such are his novels.

He doesn’t want to go too deep into his characters also for the sake of simplicity, one of the traits that guides his life: “It’s going to be a transient experience, however well you write. Your audience isn’t going to pick everything up.” “Does that bother you?” – the journalist asked him. “Yes, it does. This is a major technical problem for me, the selective reduction of things”.
. He doesn’t want to spend too much technique and thinking on things that the reader will probably skip. This is why he doesn’t plan too much and let the ideas flow, as – anyway artistic details long coveted will be skipped. So – why worry so much? Without getting complicated, his characters come to live an average life, in a middle-class dilemma. Some of them however, tend to reach out and progress, to climb. They are, to put it openly, the people he has lived with and beside them, himself; in an interview with Carol Barnum, Fowles confesses:

“I have a very strong feeling against copying characters straight from the life. If I do that in a psychological way I usually feel driven to change the physical appearance or life circumstances of the character beyond normal recognition. I think of my main female characters (including the muse Erato in Mantissa) as aspects of the one person, and to that extent they are drawn on the person I have shared my life with and from whom I mostly derive my notions of Eve”
. He obviously refers to his wife, Elizabeth. He further comes to reinforce his statement:

“I have often said I have only written about one woman in my life. I mean, I feel that. I do not put in the novels but I feel when writing that the heroine of one novel is the same woman as the heroine of another novel. They may be different enough in outward characteristics but they are for me a family – just one woman, basically”
.

He is loyal to his muse but he is also loyal to the archetype of mother, to his anima, to his wife – the woman who shared most of his life with, seen also as an omage of the mother – tender, caring, understanding.

He is an existentialist both as a character and as a novelist; let us not forget Nicholas Urfe’s attitude, Daniel Martin’s one, and let us also see his opinion as a novelist, stated in an interview.The interviewer asked him to define existentialism as an influence on the novel. Fowles’ first thought was that of the free will:

“This is the question of whether you can discover enough about yourself, whether you can accept enough about your own past, to become what we call an authentic character: someone who is in control of his own life, able to withstand all its anxieties”
. 

This is what he himself believes – or at least what he wants us to know about his beliefs and this is what also his characters believe, and we have seen this in early chapters. He then adds: “To me, any novel which doesn’t have something to say on the subject of whether and why the characters are authentic or unauthentic is difficult to take seriously”
.

However, regarding the dichotomy represented by the Few and the Many, Fowles doesn’t display a feeling of meanness or disgust, he doesn’t look down on those who are less intelligent and less independent on the contrary – he feels pity as he believes it is not their guilt but it should all be blamed on hazard, conditions, one’s genes, environment, and others. In this context we need to mention Fowles’s belief in the power of hazard related to his moments of creating:

“… on the line-by-line level, you suddenly get to the right image or simile straight off. That is hazard. And because of that it rather dictates the way I write. That is, I never write if I don’t want to, if I don’t feel like it. Sometimes it can be very difficult. Other writers call it a block but I hate that word. I simply wait till the muses come”
. He later says: “I have no idea where I’m going when I start a book. There is for me a marvelous element of pure hazard about writing”
. He is not a fighter. He is aware of a superior force, stronger than us which dictates and which – to some extent – is responsible for the path we take in life.

Self-actualization – a definition

We have seen so far that John Fowles could be framed as an individual who continually longs for self-actualization: he is in a permanent search for completion, for a full grown and well-rounded inner psychical development. He somehow has the premises: he likes freedom, he doesn’t like power, he isn’t sociable, he would rather live a life within nature’s loneliness, he loves simplicity and women; through his writings he would disclose only part of him though theoretically he pretends that art must be a kind of striptease.

The question that would rise at this very point is: Has he achieved self-actualization in real life or he has only accomplished this by means of writing his novels? 

In order to answer this we should first take a look at what self-actualization means from a psychological point of view and let us then compare with the data we have so far. All the characteristics that follow were drawn by Abraham H. Maslow and others, after they have gathered data from different cases and a variety of subjects; first of all we must mention that the study was conducted on psychologically healthy people. How do healthy people behave so that we could easily identify them? 

Firstly, for healthy people the unknown is not frightening. They do not neglect the unknown or deny it or run away from it.

Secondly, they lack the feeling of guilt, of shame and severe anxiety, which is in a direct contrast with the neurotic person who may be described as “crippled” by guilt, shame or anxiety.

The healthy individuals have the power to accept themselves the way they are without complaining. They can accept their human nature with all the possible shortcomings, with all that is different from the ideal. They can take and face their sins and frailties and weakness without remorse.

This is the case of the self-actualized individual, as psychologists named this type of person. The self-actualized individual sees life as it is, not as he would prefer it to be. He is not characterized by hypocrisy, by playing games, by trying to impress in conventional ways. Since neurotics suffer from guilt and shame, we cannot say that healthy people have no feeling of guilt. However, their guilt is related to laziness, loss of temper, hurting others, prejudice, jealousy, envy. We can see they are not perfect individuals, nevertheless, their behaviour is marked by simplicity and naturalness, by lack of artificiality. They have to make conscious efforts to be conventional and they are not anxious or guilty of impression that they make on others. But who are these self-actualizing people?

Self-actualizing people are those who attempt to grow to perfection and to develop more and more fully in their own style. Ordinary men’s motivation to grow comes as a basic need gratification that they lack. Self-actualizing people lack none of the gratifications. For them, motivation is just character growth, character expression and development. The self-actualizing people are focused on problems outside themselves, they are problem centered, not ego centered, in contrast with the ordinary introspectiveness which is to be found in insecure people. They have more “free will” and they are less determined than the average individual. They are not dependent for their satisfactions on the real world but they are dependent – for their own development and inner growth on their own potentially and own resources. They only rely on themselves. Being independent in such a way, they seem stable in front of hard knocks, of deprivations and frustrations. Those that are motivated by a lack, need other people to rely on since their need gratifications (love, safety, respect…) can come only from the other humans. On the contrary, those motivated by inner growth (self-actualizing people) may be hampered by others. This however doesn’t mean that they are not sociable. Self-actualizing people have deeper and more profound interpersonal relations than any other adults. They are able to love more, to identify more with the others. Yet their circle of friends is rather small and the ones that they love profoundly are few in number. Therefore, they select their friends carefully and those that prove to be worthy of real friendship are invested with true and deep feelings. The selection though is tough and only few pass the tests.

What is also important is that self-actualizing people resist enculturation and maintain an inner detachment from the culture in which they are “immersed”. They may be called autonomous people as they are ruled by the laws of their own character rather by the rules of society. They are strong but also independent of the opinions of other people.

What is most important about self-actualizing people and this comes as an aura for all the above, is that in these individuals, the id, the ego and the superego are collaborative and synergic; they do not fight with each other, nor are their interests in disagreement as they are in neurotic people. The higher and the lower are not in opposition but in agreement.

IV. Is the man or the novelist a self-actualized individual?
Let us now try to answer the question we have set earlier: “has Fowles achieved self-actualization as an individual or at least have his heroes done so?”

It is quite difficult to answer this as when we look closely, we can see that from the data we have regarding John Fowles, the conclusion is two folded. We know that self-actualizing people must be healthy psychologically speaking (as opposed to neurotic). They are not frightened by the unknown and this is also valid both for Fowles and his characters: let us remember that he wasn’t afraid of being a leader in the boarding school (in his school days) and he wasn’t afraid of experimenting life in Greece as a teacher. He even loves the unknown as he loves examining nature and people. So are his main characters: Nicholas Urfe loves mysteries and he is always eager to experience the unknown stories Conchis sets forth, just like David Williams with Henry Breasley in The Ebony Tower. Daniel Martin also continually looks for something new, actually trying to find and define himself.

Related to the feeling of guilt and anxieties, again both Fowles and his characters have these features, not constantly though: if Nicholas doesn’t feel guilty at all about his parents or his deeds, Daniel Martin does and so does Miranda in The Collector but not Frederick Clegg. When we think of anxieties, the first one who openly speaks about them is Fowles himself in The Aristos : “Anxiety is the name we give to an unpleasant effect on us, and personal to us, of the general necessity for hazard. All anxieties are in same sense goads. They may goad the weak beyond endurance; but it is essential that humanity as a whole is goaded…[…] the more sensitive and self-conscious and aware of others man becomes, the more anxious, in his present ill-organized world, he is going to become”
.Then, his characters are more or less anxious in their attitude towards themselves and towards their lives or towards the others: Nicholas Urfe is anxious to meet the demands of his superego, Frederick is anxious for not being loved, Daniel Martin is anxious to find his place in life and to find himself. However, anxiety is not a feature characteristic for a self-actualizing individual; on the contrary, it is a flaw, which does not correspond to this type.

Going further with our study, psychologists say that healthy people (as opposed to neurotics) have the power to accept themselves as they are, with flaws and qualities. From what we know according to what he stated in the interviews Fowles never said he accepts himself the way he is as he actually does not know yet how and who he is. He stated he is in a permanent search for himself, therefore he cannot accept what he has not found yet. As for his characters, Nicholas Urfe goes through a process along with the story in The Magus and Conchis helps him by setting different “illuminating” stage experiences. Urfe takes action and then Conchis teaches him the lesson of self-actualization.

The same thing wants Fowles for Miranda but there the inner dark forces (represented by Caliban) are stronger and they kill her. In The Collector the “illuminating force”, the call within is represented by Georges Paston or G.P., the painter, and Miranda’s spiritual model. Daniel Martin, the main character in the novel entitled with his name goes back to the Past and then comes back to Present to later go back again, in a permanent search for himself, for his values and his limits, for his dreams and his accomplishments. By means of art (in front of Rembrandt’s portraits) Daniel comes to understand that what matters is not only skill, knowledge, intelligence, luck or the lack of it, but also to know and to be able to choose and learn to feel.

When we talk of accepting the given flaws and qualities, we should remember that at the beginning of the process Nicholas cannot face the “point of fulcrum”. He gets so depressed that he is about to take his life; the tragedy is that he lacks the courage to perform the task, thus acknowledging another imperfection in his character. Daniel Martin feels “overwhelmed” by the self-understanding he has reached at the end of a long and tiresome way. Even Miranda Grey in The Collector undergoes self-analysis locked in that damp basement and accept herself the way she is, promising to herself she would improve when the nightmare ends. What a pity we don’t know if she had kept her promise, had she been set free.

Another aspect related to the self-actualized individual refers to the way he sees life. If we take a look at John Fowles first, we could say that simply by his choice of becoming a novelist or of simply writing, he doesn’t want to see life the way it is but the way he would like it to be, as opposed to a self-actualized, healthy individual who takes life as it is. Also, unlike a healthy individual, he is characterized by hypocrisy, by playing games with his interlocutors – be they interviewers or readers or critics, by trying to impress in conventional ways, setting himself the mask of a self-actualized individual.

When we have to think of his characters, we could say that Nicholas was true to himself, he didn’t “manufacture” life, he took it the way it was and that is why he suffered, because life was too tough. Miranda admits that before the tragedy happened, before being “captured” like a butterfly in an insectarium, she hadn’t seen life the way it was, she had seen it altered according to her wishes. It is only when she meets Caliban that she is forced to open her eyes widely and see life the way it really is. Not the same happens to Caliban whose life is a continuous lie and hypocrisy, wishing to see life different from what it is. In order to do this he creates his own stage and, with Miranda as a leading actress, he lives the life he would rather have, totally different from what reality offers him. Should we think of Daniel Martin as another character, we must remember he, like the author himself, sees life by means of creation, by means of art – cinema this time, an old wish that Fowles confesses he had, to become a script writer; therefore Daniel’s life is not characterized by lack of artificiality, on the contrary, and he is anxious in relation to the impression he makes on the others. He is related to others and to the environment.

Not is the case as such, with a self actualized individual, who only relies on himself, being dependent – for his growth only on his abilities. He doesn’t need anybody and he is self-sufficient, unlike someone who is motivated by a lack (neurotic) and he needs others to help him fill the void. Relying on himself, the perfect individual focuses on different problems to be solved, he is not concerned with introspectiveness.

John Fowles is – we must sadly admit – focused on introspectiveness if we consider his desire in order to take a voyage into himself, and so is Nicholas Urfe who continually tries to understand himself. Conchis though, is an independent man who doesn’t need anybody and anything for himself, who focuses on Nicholas’s problem;  consequently, we could say Conchis seems to be a self-actualized individual who has few but true friends and who seems to be able to withstand hardships alone. Miranda is also concerned with introspectiveness locked deep down in the bleak house, and so is Daniel Martin. Some of the characters do it at an early age while others (Daniel) – near adulthood.

Above all this we need also to reflect on the relationship between the ego, the id and the superego, which in a self-actualized individual are all at peace. Should we think of the conclusions we reached in the previous chapters, we must remember that by means of his writings Fowles proved that his innerself is the battlefield for two forceful enemies: the superego and the ego on one side against the restive id, a situation not worthy of a healthy individual who achieves self-actualization.

To draw a conclusion to all the above, we should first summarize it as it follows: a self-actualized individual has:

a. no fear of the unknown, of the new

b. he doesn’t suffer from anxiety or a feeling of guilt

c. he has the power to accept himself the way he is

d. he sees life as it is, with a real view

e. he isn’t introspective, on the contrary, his center is the

    outer world

f. his ego, superego and id are not in a conflict

Related to all this, as far as item “a” is concerned, both the author and the characters are healthy, that is they have no fear of the unknown.

For “b” though, his characters suffer from different types of anxiety and so does Fowles; we could see this decoding the characters’ traits and actions (characters seen as projections of the author) and it is even The Aristos  which speaks openly about the anxieties of our age, the author identifying with his book (“self-portrait in ideas”). The problem is that someone who feels anxious and guilty (some of his characters do and so does Fowles in relation to his mother – he is sorry he didn’t show her more love) cannot be a self achieved individual.

As far a “c” is concerned, Fowles stated he is in a permanent search for himself, therefore he cannot accept himself the way he is as long as he doesn’t know how or who he is. Some of his characters accept themselves the way they are (Miranda and Daniel Martin, Conchis) while others (Nicholas, Caliban) don’t.

When we think of “d” we might say that even from the start, when we utter the word “novelist” we must understand this individual doesn’t see life as it is but as he would rather have it. Related to the characters, some see it as it is (Miranda, Nicholas) while others don’t (Daniel – a script writer) but Conchis does so; even more, he burns books which imitate life. He wants life as it is not as an artifact.

The next item “e” is a feature of most of Fowles’s characters and also of himself (according to his interviews). The one who stands alone is Conchis who is not interested at all in himself; he is an individual who knows himself and who knows what he wants; he is self-sufficient and strong. He represents the self-actualized individual, as also the last item “f” is not a characteristic of him. He is a master, he can control himself and other forces.

What is the general meaning of all this? If we draw a line we shall see that Fowles as an individual does not have the features of a self-actualizing individual. As a compensation for this, nevertheless, Conchis, the magus in the book with the same title, has all the characteristics of a self-actualized person. We dare say Fowles projected his unfulfilled wish onto Conchis and thus achieved the self-actualization reality refused him from various reasons.

Fowles is thus a self-actualized individual but only fictionally. The frustration of his life – to reach perfection is thus compensated with this character – the old Greek Conchis from Bourani.

If we remember one of his interviews when he stated he wished he had been Greek, we can feel certain enough to assert that Conchis is the portrait of the man that John Fowles wished he had been: self-sufficient, loved and loving, aware of himself and aware of what life really means: knowing to what extent we can choose our destiny, holding the power to control the dark forces and to understand them, thus reaching completion.

What is unfortunate is that he could only gratify his need on the land of creation and this happened because environment and probably the subject’s early history weren’t in favor for this to be performed in reality. What is positive, however, in all this is that John Fowles was one of the Few who really felt the need to reach perfection (urged by his powerful superego): not being able to do that in real life, he released his driven back attitudes by means of creation, which is an achieved goal after all.
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Professor Dianne Vipond conducted a question-and-answer session with John Fowles during his May 28, 1998 appearance at the Los Angeles Public Library
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