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"The Cloud" is not a mythological story, but myth is used as a
means of literary allusion and serves to attract the reader’s
attention and to enhance the theme. These two short stories
illustrate the use of classical allusions in the same way as in
the novels, only to a much smaller extent. 1In this regard the
stories can be regarded as a foreshadowing in terms of the novels

that were to follow.

Daniel Martin (1977) deals with a middle-aged scriptwriter who
r s to to terms with both his past and his age. Daniel
lives in America and returns to England to see his former bes:
friend, Anthony, who is dying of cancer. Torn between a
relationship with a young American girl and a love for Jane,
Anthony’s widow, Daniel eventually decides to live with Jane in

England and to write his long dreamt-of novel.

Classical allusions from all categories are used in Daniel

Martin. Reference is made to concepts from mythology, for
instance to the Cumaean Sibyl (DM 97) and the muses Clio : d
Thalia (DM 284). The latter allusion is used to characterise t

sisters Daniel recalls, who had lived with him for a w Lle,
whereas the former is used in the context of Daniel’s remembering
his past, as the figure of the Cumaean Sibyl appeared on the

rood-screen of the chapel of which his father was the vicar.

The names of Aristotle and Virgil alsc appear in the text OM
21,84). These two figures represent both the Ancient Classical
World and the worlds of philosophy and literature. A parallel
is drawn between the two prominent classical figures on the one

I L av .t 7, ontl otl -, 1 11t of wl " :ch

he is indirectly characterised by these classical allusions.
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A reference to the civilisation of the Romans (DM 90) is made in
a historical context, in comparison with other civilisations.
On Daniel and Jane’s visit to Egypt, Greece 1is used as a
comparison to Egypt, and a group of women is likened to Greek
statues (DM 552). These allusions all function to compare the

present of the novel to the past of the classical world.

The classical allusions in Daniel Martin serve to enlighte t e

characterisation of some of the characters. The allusions
urthermore enhance the learned atmosphere associated wit . Oxford

where the main characters were students together. Additional

a comparison is drawn between the present in the novel - America

in the form of the "new world" - and the Classical World, i.e.

the historical past, of which Egypt also forms part. With all

these components subtly being interwoven, the novel finally

strikes the eye as a tapestry of excellent quality.

A Maggot (1986) starts off as an eighteenth-century novel in
which the protagonist is murdered. The rest of tl} 1 vel,
turning out to be postmodern, deals with the investigation of the
murder case, and consists mostly of interviews with the various

suspects.

In comparison with Daniel Martin, fewer explicit classical

allusions occur in A Maggot. However, a strong atmosphere of

stery, and possibly myth, permeates the novel. The classical
allusions mainly function to give emphasis to this atmosphere.
The reference to a "lost myth" (AM 5) in the prologue to the
novel enhances this statement. Fowles makes this reference when
giving ¢ ne ! :kground information on tl origin of the nove ,

where he describes the riders who become the characte¢ 3 in the
novel as "the last remnant of a lost myth" (AM 5).
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illustrated in Daniel Martin, is the use of classical allusions

to contrast the present and the past. It seems that because some
so-called postmodern concepts find their roots in class: a

antiquity, postmodern man should also have a basic knowledge of
the Classical Age. 1In Daniel Martin classical allusions are yet
again used for characterisation and to create an academic
atmosphere. The latter use is repeated and developed in A
Maggot, where a mythological atmosphere exists throughout the

novel.

The use of classical allusion and myth is therefore not limited
to the three novels discussed in detail, but form an integral
part of the whole of his oeuvre, and also proves that Fowles
stays true to his comment about the role of the influence of a

writer’s past work.
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the reader will not fully succeed in realising the particular
text as an aesthetic object. However, the classical allusions
are not totally 1lost on the reader, since, before even
actualising them, he subconsciously notices - and deals w -
some of the mythological references in the novel. The nove an
also indirectly, in the unfolding of the narrative, offer
alternative explanations of some of the classical allusions used
in the text, which may assist the reader to gain a fullér

understanding of the text.

This gives rise to a few important questions: Before eve tr .ng
to decipher them, does the reader notice all the classica

allusions? Does the writer offer any guidance whatsocever
concerning the classical allusions in the text? Does the reader
have to be able to decipher all the classical allusions before
the novel makes sense? What is the effect of the classics

allusions on the reader? Are all the classical allusions used

equally accessible to the reader?

In the opening note to T.S. Eliot’s "The Waste Land", the poet

refers the reader to Jessie Weston’s From Ritual To Romance

(1920), which he studied because of an interest in anthropology.
Some scholars, e.g. Wilks (1971:14), argue that it is nc

essential to read Weston’s work in order to understand "The Waste
] ' but that some knowledge of the anthropological stu les
would indeed be useful to enhance one’s interpretation of t e
poem. The same can probably be said about Eliot’s opening notes

directing the reader’s attention particularly to those sections

of Frazer's The Golden Bough, dealing with the cults of Adonis,
Attis and Osiris (Wilks, 1971:15). Tt fact i ¢t} : Eliot ¢

the re ler to the mythological background which will bring about
a better understanding of his poem. Whether this is also the
case with Fowles in the novels in which he uses mythological

references, has to be determined.
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In The French Lieutenant’s Woman the reader is directly addressed
in the text (e.g. FLW 45, 85-87, 111, 182, 398), and he therefore

assumes the role of the explicit reader. The writer talks to the
reader, using the word "we" and asking rhetorical quest: as. ne
assumes that he will also pay specilal attention to the reader’s

dealing with the classical allusions offered in the text.

The French Lieutenant Woman offers an important clue concerning

the writer’s attitude to the reader’s knowledge of old anguages
an_. by imy ication the classics:
Mal (if I may add to your stock of useless knowledge)
is an 01ld English borrowing from old Norwegian ... It
originally meant speech ... it came to mean ’‘tax’ or
‘payment in tribute’ (FLW 182-3).

Here the writer, in the person of the narrator, is offering a
linguistic explanation of the origins of the concept k ac¢ mail.
Though he believes that the reader carries with him "a stock of
useless knowledge", and because of that pardons himself, he still
continues his explanation. He does the same with the Latin words
testa (FLW 44) and confessio delicti (FLW 351) and the Greek word
alageo (FLW 392), but without offering excuses. The reader is
therefore to some extent guided as to the meaning of a few of the
classical allusions, but for the rest he has to rely on his own
:dge or on other hints possibly offered in the text. n the
cases where explanations are offered, interpretation can take
place, even though the reader might not necessarily have gone
through all the stages of actualising the specific allusion on

his own.

1 e hand the writer is educating the rea = :
with these concepts, providing just enough informat:
the interested reader will continue in this manner. This is done
because the writer does not intend to go through the first stages
of actualising an allusion on behalf of the reader with every use
of a classical allusion. On the other hand, the writer obviously

P! certain degree of knowledge that the reader does
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On the contrary, if the reader simply ignores or disregards the
allusions or clues, it will certainly result in a much more
impoverished experience of the text, as he will not actualise i e

allusions.

The novel should nevertheless still make sense to the reader who
is unable to decipher most of the classical allusions. It is,
however, important to remember that the writer of a novel such
as The French Lieutenant’s Woman did not write the novel merely
to tell a story. The message, or messages, he wants to convey,
reach further than the main story line. But these messages are
only meant for the reader who accepts the challenge of reacting
to the clues and actualising the classical allusions presented

in the text.

Different readers will react differently in accordance with he
extent to which their knowledge of the classical allusions used,
differ, as well as to the extent to which they go throu the
stages of actualising an allusion. This is determined by, among
other things, the reader’s ability to recognise and then link the
allusions with which he is dealing. This will consequently =ad
to further interpretation of the significance of the allusion in
the particular text, bearing in mind the evoked text, provided
the reader goes as far as identifying and activating it. The
rea 2r’'s subconscious dealing with myth, the extent of which he
himself cannot determine, also plays a role in the different
reactions to the text. The effect of the use of ¢ assical

allusions will therefore differ from reader to reader.

In this respect it is worthwhile to reflect on tl il /
E 3ical allt ion'}t ' ng 1 the prev: S,

such example occurs in the novel, namely Dr Grogan’s references

to Virgil - "We make our destinies by our choice of gods" (FLW

132) - and to Julius Caesar’s "Iacta alea est", followed by his

crossing of the Rubicon (FLW 342) - the die has been cast, i.e.

what will be, will be. If the reader misses either of these

allusions, the impact of the other will be reduced. At the same
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As in The French Lieutenant’s Woman, the classical allusions in

The Magqus form part of the clues offered to the reader in order
to decipher the message conveyed to him by the text. The

attitude towards the reader differs from that in The French

Lieutenant’s Woman in the sense that the reader is not direc ly

addressed and educated in the text; he therefore assumes the role

of the implicit reader.

The novel does, however, cast a spell over the reader. He
becomes involved in, and almost absorbed by, the mystery on the
island. The power that Conchis’s godgame has over Nicholas also
includes the reader in some way, who keeps on reading in order
to get to the outcome of the mystery. The godgame ig also
effectively used by the writer to prompt the reading of the
novel. And while being part of the godgame, the reader is
transferred to the island of Phraxos and its mythc o>gical

atmosphere.

In most cases the classical allusions in The Magus are not
explained. The reader will consequently have to do some research
on his own, provided that he recognises the allusions, and
identifies the alluded text(s) where he can find the relevant
information. There is a significant reference to Nicholas’s
"training in literature" (TM 514), which indirectly addresses the
re: 3wx's competence. He is required to have a basic knowledge
of mythology, otherwise the classical allusions and their

function in supporting the themes will pass unnoticed.

On a first reading the reader will most probably not detect a:
the classical all: ns, though again this will differ from
s SR ler. 1 , in this 1 el ° al

that occur more than once. They are obviously easier to
recognise (the name Apollo, for instance) and will be discerned
on a first reading, because of their frequent occurrence in the
text. The reader will probably assume that the more frequent an
allusion is used, the more important it is in the context of the

novel - ik 1 iis is not always the case. Still, at least the
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reader will nevertheless be able to follow the main story line
without being familiar with most of the classical allusions. He
will, however, not notice the forecasts made in some of the
allusions, and will not be able to actualise the allusions as

such.

An aspect that should not pass unnoticed is the use of classical
allusions to characterise either the lady or the relationship;
this happens in, for instance, Nicholas’s affinity towards Lily
and later on in the novel when he finds Alison. This technique
is also used in the Charles-Sarah and Miles-Erato relationships.
Even 1if the reader only recognises the use of the names of
mythological figures without knowing more detail, an awareness
of the use of classical allusions and the dealing with myth is
created. This may lead to his giving thought to the relevance
of the use of the allusions in the novel, which may result in his

actualising some of the allusions.

Apart from the recurrent use of names of Greek and Roman gods and

goddesses, the concept of the gods as a powerful force reappears

in The Magusg, in a conversation between Conchis and Nic : as
(example quoted) (TM 190). This concept is also mentioned in the
foreword:

God and freedom are totally antipathetic concepts; and
n believe in their imaginary gods most often because

they are afraid to believe in the other thing (TM 10).

As is the case in The French Lieutenant’s Woman, the concept ¢

freedom in The Magqus is used in opposition to God or gods. This
: illt :rat 1 by tl extract _ oted above. The 1 11
perc 2 provide -~ that he =2ads the foreword o> ,
In the novel it is illustrated by the fact that Nicholas gets
involved in Conchis’s experiment without having a choice or
without giving his consent. He exercises his choice when trying
to get information from his predecessors, but does not succeed
and it seems to him as if his freedom is then taken away from

! " n. This is also [ lustrated when he is to carry out judgement
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A second important aspect is that many - almost all - of the
gods, goddesses and figures from mythology used as classical
allusions are interrelated. The classical allusions are
therefore not chosen at random. A limited body of mythological
material is drawn upon, which does not seem to be the case in The
French Lieutenant’s Woman. The goddess Circe is a good example:
she (in the form of Greece) enchants Nicholas and later "turn[s

[him] into a swine"™ (TM 284), upon which he likens himself to one
of Ulysses’s sailors. This interrelatedness will, however, not
be noticed by a reader who does not go deeper into the matter of

the various classical allusions.

A postmodern situation is established, i.e. a mystery which the
reader has to unravel, e.g. the great enigma which Nicholas tries
to solve. Both the concept of myth and the classical allusions
in The Magus are used to contribute to this enigma - on the one
hand to create the enigma and on the other hand to solve it. No
new or alternative myth is offered, but I would venture to say
that the reader, in trying to solve the enigma, is free to create

his own version of the myth enacted in the novel.

It can now be contended that development has indeed taken place
in Fowles’s use of classical allusion, also with reference to the
involvement of the reader in particular. Because the reader’s
role is more implicit, he is guided to draw even more upon both
his conscious and unconscious knowledge of myth in genera and
the specific myths referred to in this novel in order to realise

the text as an aesthetic object.

Mantissa challenges the 1 ac ¢ in way that is dif 1t from
tt - of ty 1 ro . The reader is never
addressed and therefore assumes the role of the implicit reader.
This does not mean that his role is less important. On the
contrary, when compared to the other novels, the reader is
offered much more information on the muses (general and
specified) - in the form of a framework of relations - which

equips him ° . with the related classical allusions.
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The second quotation on p. 83 (M 49) serves as an illustration.
In this allusion the muse Erato is introduced and described.
Stages one and two - the recognition of an allusion and the
identification of the alluded text - are completed and the reader
only has to go through stages three and four to actualise this
allusion and the others referring to Erato. This allusion is
easily accessible to the reader, as a result of which he can
ignore neither the references to Erato nor the other allusions.
The extract gives rise to the expectation on the side of the
reader that more classical allusions are going to function in the
novel, and that he will have to deal with them. Possibly he also
expects the writer to offer him such information on all t e

allusions, which is not the case.

The provision of information does not nullify active
participation on the reader’s side. He has to detect and
establish links between the extracts in order to be able to m: e
full use of the information in the reading process. In the
course of his reading he will also determine whether his
expectations have been met. The presence of the character of
Erato largely meets these expectations. The creation of
expectations is an important development in Fowles’s use of

lassical allusions.

Another significant development deals with the use of a figure
from mythology, namely Erato, as a character in the nove . Her
presence will inspire the reader to consider the role of the muse
in the writing process as well as in a postmodernist nove . 17 1is
practice of dealing with specific questions emanating from the

us Le tcal allusions : vyet anot! - dev lopn 1t in tF 1 =

“a: lcal allusions. A further challenge to the reader is
that of having to differentiate between Erato’s different
appearances, which are not clear at a first reading. The
allusions with reference to Erato are so obvious that the reader
cannot be misled as to believe in her as a muse. Through the use
of classical allusions her character is exposed and the muse is

portrayed as a fraud.
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Fowles challenges the reader to a game, creating the impression
that the reader has freedom to make his own rules. The game can,
however, only be played according to the rules offered by the
different texts, which implies that the reader’'s freedom exists
only within this set of rules, provided that 1 1 s

competence to decipher and apply them when reading a text.
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8 CONCLUSION: DEVELOPMENT AND POSTMODERN MYTH

Now that a step has been taken towards "probing deeper into men’s
thoughts" (Grimal, 1969b:15), it can be concluded that the
analysis of the relevant texts proves that Fowles uses classical
“allusion and myth as a postmodern writer, in the context of
illustrating that classical myth still has something to say for
postmodern man, and for the postmodern reader in particular, and
that a definite relationship exists between classical myth and

postmodern literature.

In the course of the discussion it has become clear that Fowles's
use of classical allusions shows a decided development, which as
taken place chronologically. He starts off by referring to
"[tlhe gods on Olympus" (TA 114), moving on to the use of

classical allusions to emphasise the themes and he
characterisation in The French Lieutenant’s Woman. Then he
prepares the reader for the mythological setting in The igus by

first using it in "The Ebony Tower". Apart from the mythologics

setting, the classical allusions also function as part of the
godgame in The Magus. In the next novel, Mantissa, Fowles'’s use
of classical allusions reaches a climax with the muse Erato as

the main character.

The classical allusions serve to enhance the most important

themes recurring in the novels. 1In The French Lieutenant’s Woman

the love story is emphasised in particular by the reference to
the Catullus-Lesbia relationship. Freedom of choice, another
significant theme, is enlightened by the reference to Virgil’s
"choice of gods" (FLW 1. _). This ‘e is

n :i er ' ys of the novel. The theme of the go a 3

illustrated in different ways by the classical allusions in The

Magqus, for instance the use of the Doppelgdnger illustrated in

references to the goddess Artemis/Astarte/Isis/Diana.
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a good example: he identifies, in the quest of his identity, with

various figures from myth, e.g. Orestes and Ulysses; yet he stays

Nicholas. This is also an illustration of Fowles's use of
classical allusions to support the characterisation in e
novels.

On the other hand, a figure from mythology may also be used as
a character in a postmodern myth, as is shown once again vy tAe
use of the muse Erato as a real character in Mantissa, but
adjusted by the writer to comply with her purpose in the context
of the postmodernist text. The muse of love poetry becomes t e
muse of fictional writing. This illustrates that postmodern myth

also comments on the writing process.

Both a sceptical stance and a playful attitude towards my! . form
part of a postmodern myth - myth is used not as an answer to a
riddle, but offered as one of many possible solutions from w ch
the reader is to choose. This, again, indicates the importance
of reader involvement in the postmodernist novel. These two
contrasting human attitudes: scepticism and playfulness, as well
as the posing of a riddle and supplying of solutions, a 1

indicate active reader participation.

les illustrates the characteristics of a postmodern myth in
Mantissa - which I regard as the best example of a postmodern
myth of all the Fowles novels, as all the above-mentioned
characteristics are combined in Mantissa, whereas not all of them
appear together in any other of his novels. Having established
the development in the use and function of classical al sion,
one re 3 that L: < : ‘ L,
1t prescription is offered; on the one hand the 3 er :
challenged, and, on the other, he is allowed freedom within
certain guidelines, to create his own postmodern myth by means

of making a "choice of gods".
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Fowles succeeds in fulfilling the four functions of myth
suggested by Vickery (1992:429): First he demystifies myt y
suggesting in The French Lieutenant’s Woman that man can make his
own destiny by his choice of gods. Secondly myth is
defamiliarised because it is used in a postmodern context, out
of classical context. Thirdly he radicalises myth as se f-parody
in the parody of the muse in Mantissa. In the fourth instance
myth is restored as narrativity, which implies "that [my! ]
carries on 1in its essential tradition despite changes in
technical form; ... that [myth] might come back to 1life"
(Steiner, 1963:351).

In each of the novels Fowles presents a postmodern situation, for

instance the multiple endings in The French Lieutenant’s Woman,

the godgame in The Magus and the character of the muse in
Mantissa. At the same time he uses classical myth as a familiar
analogy to which he refers the (competent) reader. Fowles’s a: |,
therefore, is to use classical myth in a postmodern context, and
not to create a new mythology. His texts are a form of myth in
the sense that they are narratives functioning to ente :ain,
educate and, in some way, help the reader to understan t e

postmodern world.

Myth does not solve postmodern man’s guestions. It does,
however, provide an alternative way of thinking, an alternative
paradigm with which to comment on, i.e. to create a distance
between, postmodern man and his society. Thus classical myth is
still part of postmodern thought and will continue to exist as

such.
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