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PLEFACE 

Besides an ear l y volume of poetry (Poerns , 1934 ), 

nume rous rev i ews f or Th e Spect a t or a nd some radio scr ipt ~ 

Wi lliam Golding ' s major works a r e : Lo r d o f the Flies (1 954 ), 

The~nheri t o rs (1 955 ), Pincher J::arti n (19 56 ), Th e Br as s 

Butterfly (1 S5 8 ), Fre~. Fall (1 959 ), Th e Spire (1 964 ), The 

Hot Gai e s and ot he r occa s.L~nal nieces (1 965 ), The Pyr amid 

(1 967 ) and The Scorp io n Go d (1 971). The last is described 

on the fly-leaf as "Thre e Short Novels " and is composed of 

"The Scorp ion God ", "Clank Clon}(" and "Envoy Extraordinaryll 

(f irs t published in Som.et ir~ ~~ ~v e.! , 1956 ). 

Ori g inally the scope of this t hesis wa s intended to 

include all of Golding 's fiction. Close analysis , however, 

has been limited to only five works : Free Fall , The Spir~, 

The Pyrami d , liThe Sco r pion God " and "Clonk Clonk ll . Suf f ic­

ient critical material is available on the three earli e r 

novels. In discussing the development of certain themes i n 

t he later works I have maintained the chronological boundary 

by placing "Envoy Extraordinary" in the category of wor ks 

which will not be dealt with d i rectly. The later works, 

on the other ha nd , have not received the same anount of 

crit ical consideration. 

This is not to suggest that the earlier work s will 

be ignored. ~h ey are cited to provide either parallel or 

contrasting situations perti nent to the pa rticular wor k 

(i v ) 



being exanined. f., l thou ; h there are stron'] connections be-

tween 211 of t he WOL s it i s not my intention to sU0gest 

that Golding 's canon forms an on- joing cycle or group of 

works of the s ace nature as Ford 's Payade ' s E~d, Proust 's 

yel; rather each Gold ing vlork share s similar considerations, 

situations a nd thenes with his other works but renains un-

ique. The works, therefo re, are c onsidered i n relati on to 

each other. Their d~stinct uniqueness , vlhich forces an 

individual co nsideration , was the final factor in my dec-

ision concerni~g t~e liDit o~ this thesis . Attempted CO!1l-

binations of h'lO or mo re wor~<: s to be exallli ned in a single 

chapter have: proven difficult to e stabl ish and maintain. 

Such a ri gor olls scheme would be damaging to the works in-
11'\ 

vol'led ""hile more is <Jained by e:x:amin,,0 t he later 'Hor}:s in 

detail a ~d cons iderinu their relation to the earlier novels. 

The areas I have attei",,-pted to examine are conplex 

regions of thou';ht wi th '1dhich several hventieth-century 

artists have JJeen concerned. Al though t he varying uses of 

time and t he concept of knowledge seem to be apparent in 

all of Golding 's work there has been si ngularly little not-

ice o~ t he se two basic axes 6f his fiction. The najority 

of criticisn ha s been restricted either to dealinJ with one 

or 1\-10 of his vlOrks, or discussing a nd arguing about the 

use of giru,:'tickry , netaphor , allego ry, fable, irony or a: b ilJ-

,,; -hr Severa-1 of the se attem1>ft: s are admi rable but thev do --- ..... '-.J • ~ J 

(v) 



not face the question to v:hich Gold ing ha s direct ed himself . 

Por do they a tteElpt to pl ac e h :'s 'Hork either in a literary 

tradition or to view t he p rob lems he deals with as be ing 

c ommonl:Jlace concern s i'.lhi ch are ext r enely relevant t o the 
1 

twentieth c entury . 

Gold i ng ' s u s e of t ime a nd hi s concern with knowledg e 

revolve around the p roblens of ~orality , sex , the s elf , evil 

and most lro.po rtantly, knoi'll edge of all these concerns in light 

of a n awareness o f hun a ll limi tation s. The momentum fo r my 

exa::l inat i on of t he s e recurrent probleras throU'jhout Go ld inq ' s 

1"lOrks occurs in the f i rst pub li shed novel, Lo~c3 o f=- the 

F~j.. e..e., 'i';~lere Si r ~lon r e al i z e s that the Beast, "v'lho is r e s pons-

ible for t hese difficultie~, is not external that - i ndeed, 

" maybe it 's only us." 

Finally, I vlOuld like to than..1c t he supe rviso r of 

this thesis, Dr . Grah ar, Roebuck, for hi s continu ineJ ass­

istance and percep tive advice throughout the prepa~tion of 

t h e work . I am also indeb t ed to Dr . Alan Bishop for h is 

help during the i ni t i al stage s, a nd t o my friends Tony 

11:1. i te a nd I,~a ~tin Howl ey, fo r their readiness to discuss 

the subject of this thes i s and for their u s eful s uggest - . 

ions a nd criti c i se . 

1 
John Peter suggests that "he can be taken as a diag ­

nostic ex a ml, le, reflect L.'1 ';· the interests of our -ti~~le i l sev­
era l i mpo rtant ways ." "The F ci~lesof Villiam Goldinv" in 
'I,'!illia:,t l~el son , ed ., T:!illiam Go l sJirl<J 's " Lord of '~heyli e~: A 
S -" C) 5 ( 0 . . 11 D 1 l' , d -- 1')' ource _ :>oo _~. < p . '-' . rlg lna y ... U.J l s ne henyon ",,8"/},,21,.] , 
Xl~~ (1 957;.) - -- -

(vi ) . 



CI-ic\P7EP. OEE 

If there is o~e gift Dore essential to a novelist 
than anothe r it i s the pOI',ler o f c O~:L,\:)ination- the 
si ng le vision. 

- Virg inia 1:,Tool£, "The :;ove2.s of 
For s te r'! in Deat~ of a I.:oth . 

J . B. Priestley h as olJ served that "thouc,.J'h vie'l.vs of 

t h eories of Ti~e are seldoc the sub ject s of fi c tional or 

dra Eatic wo r k s, a writer 's treatment of Tine i s always an 
1 

essentia l eJ.e;~l ent of hi s technique." Althoug~ this Day 

b e a litera~y truism it js al s o a state~ent indi cat ive of 

the twentieth-cen~ury obsession with time , which has 

a p~Jearec1 i;:, f.::cth sci ence and art . Hyndhan Le-tvis 't'ias per-

predonina~t the@e in modern literature and others have 
<) 
w 

s h ared hi s oninicns. 

1 
Man and Ti me , ~ . lO G. 

2 
r.1' l,.T -'- 1' " (lQ 2 " ) " .c '. b ' lIne ana "e s i..e r n .. ,l ::1n .; ~O cons 1 S1: s 01 1.\';0 A oo,;,:: s : 

u,.,." ry '1 " n ' 1 ,._.-c; d "f: ~ 1 ' r t' 'J..I'Le ~'d::VO __ U1:10 ;lary ;'.)l; :l~:;.J..e-,:: o :l ' an ' til. rl.na _y s ls o:r • e 
P~':' loso~l-.y of '::.'i!':',e . I .' 1'\.12. ny exanple s are f r om c h a l)ters of 
the f irs t bo o:': . In "':;:'e s t s fo r Counterfeit i ::l. t he r\rt s ': 
Le'l.v i s aiscuss e s ::::;e rtrude Stei n ' s i'JOr}~ COl.'.:)o s it i on as 2x­
p la nElti00 end says : ilStill , Ill-at 'I.'le can retain f roflthat 
little affected treati se, i s that ~i8e is at t~e ~ot tOD 
O f 11e -' ...,,1 1' T~a' -'-';-l e -'-"e-c'~-rec' -ey to '11 e r-J.. ec'1-:n l'cal eY'''e rir l-_ ~ _ ___ _ ~ I L _ _ L _ au l..:"...... _ '- • L . ... ~"':..""} _ ' . 

ents. And s o s te i s wor~inj in t~e strictest confornity 
~;ith al l t he other ' tir.~e '- d o ctinaire sr I'lho h a.ve J aLle red 
in such disci:::>lined nU.il1,}.:.;ers, so f antat i cally disciplined , 

1 
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In the c a s e of Golding , however , we mu s t consider 

hi s u s e of ti~e very carefully as he euploys it in diverse 

ways in an almo s t encyclopedi c Da~ne r. 1fllile he seens to 

s hare c erta i n c or,c e pts "1,\12- th h i s li t erary and philosophical 

p r ede c e s sors , his notion o f t:e fun c tion of tic e and its 

r ole a s pa ::::- t of the novelist 's art i s ve r y d i fferent . }:e 

is not i nvol ved ill the e s ot e ric spe culations of phi 1 SOpll -

ers SUCll a s l3ergs on, Du nne , Ouspen sky o r A.F . Vlh i te:lead . 

~o r, a lthough he doe s ari s e from their t rad it ion, i s his 

Ii te::::-a r y' c;ll:f)loynent of ti3e l i ke tha t of Joyc e o r 1.1001f . 

John He n r y Rale i gh ha s d r awJ' • . a di s tinct ion behi-

e en the li ·te r atu r e of the nine teent h and twent ieth cen-

turi e s i n t h e a r ea of t ine . Golding i s a s olid exanple of 

Rale i'Jr. ' s s ug'}es tion t hat 

as thou ~rh to the ;Jea t in.;; of a r ituali stic c1rlli-:l ." (nD. 51 - 2 ) 
T ~ 1- - ,...., .l. {j -r I ; 1 r ., ~ .! ..!:...L 1-t D - ."': I , .c. J .... - .. .Ln a noL~,er c .:..apLI.:'.l. , J.n !~nal.Y s .L s 01 Le.,-- J.·.lna 01. a ue s 
J oyc e Jl I Le'ldi s c o:'.sider s Joyce ' s Ho r l: , s ta t in·; that he re-
s ards ~lliY~~ a s a ;;'[L~-=l')o o~" by \'lllich he j'leanS "that it 
lays it s em~~a s is u~on , ~cr choi c e na~ipu). a te s, and in a 
doctr inaire n anner , t h e self-consc ious tine-sease , that h a s now 
beer. e r ected into a univer s al :·)rli10sop~ly . :r (p . 8 /0 ~~e 
f ind s that " Soth Prous t and Joyce exhibit , it i s said , the 
exasperated ti~e-sens e of the conte~porary n aTI of the in­
dus tria l a j e ; wh i ch is undeniable , if the outward fo r~ of 
t he i r re s~ective wo r~ is a lo~e c on s ide red . 0 (p . 8( ) 
P rior La discussin~ Bergs on, :ins tein , Alexande r a nd 
\·.11, i t ehead , L8I-7i s COf.".ITlent s t~laJL 1Ir:;:';li s ~,)syc~1010gical ti:':le , 
o r duratio~ , this Mo od ttat is a s fixed as the ma tter acc­
ompa i~yj. ng it , i s a s ronanti c aI'.d ::)icture s que as is ' local 
c olou r ,' a:l.c u s ually as s l-,allOT'7 a tllin J as that ./I (p . S5 ) 
A .1\. . T'IendilOT·J (Tjxe and the ~'ovel , :0 . 30 ) quote s fro::-,~ t he 

., ----,--- ----.=-T-- '- I L ' iIj ' 1 
'h1 o r~: of 20y Cal'.l~l::e-',.!.. , one o r .!...J8i'll S CC1"..LeJ.~porarles: .-Ooe rn 
art refle c ts an obse s si on wit~ tine wh i ch i s as ridiculous 
as t h a t of t h e Vi ctorians \-7i th D.o ra li ty ." (Broken Re c ord , 
1 934 , p . 20 3) 



.. . what appears, for us, to be absent in most Victo­
rian novels - this despite the preoccupation of the 
nineteenth century with the past - is precisely an 
acute sense of hi story.3 

It is not the purpose of this thesis to argue the validity 

of Raleigh's analysis in general terms but his description 

3 

is certainly appli cable to one facet of the work of Golding. 

From his first novel Golding has shown a marked concern with 

the history of both mankind and the individual yet few crit-

ics have noted this fact and only one has given it any sig-

nificant L' menLlon : 

Surely no novelist writing today has been so reluc­
tant to take his i mage s from the modern '\dorld as 
i1i llian Golding. Even ... ·lhen he starts Hi th the he re 
and now - the recent pa st or the perhaps not tbo dis­
tant future - he irru11.ediately puts hi s characters bey­
ond the far perimeter, where they can contend with 
themselvf:;s or each other undisturbed by contempora ry 
affairs. '± 

Golding does employ other types of time besides 

the simple past: there is the seven-day creation myth 

employed in Pinc~1er l·.:artin, Jocelin's mystical vision in 

The-..0?ire and the importance of time to music is so 

emphasized that it becomes the rhythm of The Pyramid. 

3 
"TIle English Novel and the Three Kinds of Time", 

Sewanee Review, C{II (1 954 ), 430 . 

4 
liTal ter Sullivan, "The Long Chron.tc.le of Guilt: 

Villiam Golding's The Snire" , The Hollins Critic, I 
(1 964 ), 1. --,---

, , 
5 
The mystical vision is accompanied by a state 



4 

HOv-Iever , eC',ch i'!Orle , no matter hoi'! fl-equently it SI1plo')rs 

other types of time , i s placed dist i nctly in the pa s t . The 

one a~:)arent ezc epti on to thi s is Lord o f t h e Flies . Tl1is 

novel begins i~ the futur e at a point in whic~ the wo~ld 1S 

en] aged i n rmclear i'larrare but quj.c~;: ly e oves i nto ::-ta n ' s 

pa st because of t h e cultural and social regressi on o£ t he 

ch ildren . Th i s re j r essi on, t ogether with the parallel 

llhi ch e::ists out s ide of the nor::~al ti E~ e- s cheme a nd vll1icl1 
Jocelin h i:::,self re::ers t o a s "noth~ng but an i.nstant as 
the ,,-wrld lc:.e c: sure s. " Golding is ::H-Jare <) f the rr:ystical 
trad ition which consistently er p l oys t h is concept of time 
a nd he ::la}:::es u s e o f it in t h i s rwvel . One e:;caE1,ple is t he 
ITl)is tic&l re've l atio:1 of Jlllian of ~ ~or1-lich . For a fuller 
exa:~ i:r'ca'ti o l, o f t b is tradit i on see Aldous ~ ':uxley ' s Th e Pe r ­
en:ll aJ_ F~,-i lo sO'r)h-' , es'.oeciallv 1.., ~ s c'r n-'-e '- ent':.).l cd-iF-T0~-__ ~_, ___ . _ ___ .;...'. , _ ':' , .L 1°1 L.L , • .L L_~ _ _ , _ 

and ~tern~ty" . 80ldi n0 's use or ~lne , in ge neral , is 
al s o fou nd i:-, the openin;:; l i ne s of T .S. Eliot 's " Burnt 
~ T or-to I1" : 

Ti~e pre s ent and tiDe pas t 
Are both ~erhap s pre sent in time f uture, 
And t i~e future contained in time pa s t . (1-3) 

:Sl i ot also ex~)re ss e s, succi{tly, the state v/hi.cn acc or:~pan­
ies the mys t ica l vision : 

At the st ill ~o~ nt of the t urning world . ~either 
flesh nor flesh less; 

Nei t her fro~ no r towards; at the sti ll point, t h ere 
the dance is , 

But neither arrest nor Bove~ent. And do not call it 
fixi t y , 

':;'here pa s t and future are qathered . l·~ ei ther movelJent 
fron pa s t nor t oward s, 

~either ascent no r decline . Exce~t f or the point , the 
sti ll poi nt , 

There would be no dance , and there is only the dance . 
( G2- 6 ) 

Joceli~ 's maj or visio n, a t the end o f t h e nove l , lS , as we 
shal.!.. see , very s inilar to the more secular vision of Sa!:"U<lY 
Vountjoy in Free Fall . 
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with Na zi Germany, causes the futuristic aspect to be under-

played. 

Golding 's mo st exnerimental use of time is in Pincher . _ ._--
Marti~, which a lso mark s t he beginning of his use of the 

extended consc iousness of the protagonist . This consc iou s-

ness is different from that of Lok in T~Lnheri_tors v7ho , 

althouGh likeable, lacks higher intelligence, and different 

from that of Oliver in Th_~--'pyr.9mj:9 who refuses to recognize 

the significance of his earlier situations or actions. 

stream-of-consciousness tradition of Krs~Dallow~ or 

Ulyss~s but it has been arn,ply der.1onstrated that this, in 

fact, is not the ca se. i:iark Kinkead- Ueekes and Ian Gregor 

hav1:l pointed out t he "still-picture" quality of the narr­
G 

ative while John Kenny Crane has illustrated that Pincher 

l.Iartin arises fron a much slimr:1e r tradition - that of 

6 
UFor the effect of the flashbacks is obviously 

calculated; and if t here is a fa ilure it must lie in t he 
copception r ather than the realization. Indeed the cli­
che term f lashba ck is itself Bore accurate than usual, for 
Pincher D.a 'r-:::e s cont inual photoc;rapli.ic and cinenati c refer­
ence to hi s memo ries a s ' pict ure', ' glossy and illuminated 
scenes', , sna:J shots', , film trailers'. Golding clearly 
wants the memories to have only the same relation to real 
life as photo(JTa})hy ha s: t hey must s eem framed all round , 
artificially lit and polished, st ill s rather than motion 
pictures aiming at t he illusion of reality, a nd, if they 
do move , giving the s ense of be ing deliberately selected 
from a bigger film in order to provide an ;art if i cially 
height ened sense of the nature of the ·who l e . fI 1'Till~a~ 
Golding: ~ Critical Study, p . 159 . 
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"post-mortem consciousness" works. In a sense Golding reta-

ins his connection v1i th the J oyce /Uoolf tradition but Crane's 

vlOrk insists that there is a !auch stronger line which is 

traceable from Ambrose Bierce's "An Occurrence at (A'l l Creek 

Bridge" to Ernest Heming\'Jay's "The Sno'ws of Kilimanjaro" 
7 

to Pincher Ka rtin. Crane makes a distinction between the 

motivations of the different authors and perceptively ana-

lyses their similarities in technique. 

Pincher Vartin is not Golding's only experimental 

work, for The Inheritors is also a structural and techni-

cal experiment. Most of Golding's work is experimental to 

him as he never repeats the same format twice. Pincher 

l·:artin is the only work which depends quite heavily on a 

psychological concept of time, although the external time-

scheme of the seven days of creation does provide a fairly 

rigid structure. However, in employing the psycholog-

7 
"Crossing the Bar Twice: Post-l:iortem Consciousness 

in Bierce, Heming\'lay and Golding", Studies in Short Fict ion, 
VI (196 9 ) , 361-7 0 . The similarity between Bierce and Gold­
ing has been noticed by others but no one has mentioned the 
excellent film made of Bierce's story entitled "Occurrence 
at Owl Creek Bridge U (French, 1962, written and directed by 
Robert Enrico ) which presents a very good visual interpret ­
ation of this technique although there nay be certain basic 
differences. As George Bluestone notes in general terms: 
"The novel abides by, ye t explores, the possibilities of 
psychologi cal law: the film abide s by, yet explores, the 
possihilites of optical law. u "Time in Film and Fiction", 
Journa l of Ae stheti cs and Art Criticism, XIX (1 961), 315. 
HOv1ever " OptlCS and psycholo9Y do over-lap considerably in 
the field of aesthetics. 
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ical concept Golding 's mot ivation is essentially different 

from those of Woolf and Joyce for this is an emphatic method 

of focussing the attention of the reader upon an individual 

character. Pincher ~a rtin serves to establish a vital t hem-

atic relationship behleen The Inheri tors and the mo st sera in-

al book in Golding's corpus, Free Fall, which, it appears, 

was already being thought of \vhile Pinch.er r::artin 'vas being 

written. 

Golding, then, views time as a tool to be utilized 

by the novelist in order to communi cate his theme s rather 

than as a concept to be explored in detail. Ba sic to this 

is Golding's belief that it is the present, the now which 
8 

is i mportant. It is t hi s point in time which is the concern 

of the novelist but it is not separated from either past or 

future and is an integral part of this trimordial scheme . 

Meyerhoff suggests that time "is particularly significant 

to man because it is inseparable from the concept of self. 

We are conscious of our own organic and psychological growth 
9 

in time ./f This concept is apparent in Golding's work but 

8 
Naturally this depends on how "now" is defined. In 

"The Scorpion God" the '~ternal Now" is death, which in a 
sense is a meaning not tot a lly antagonistic to Golding 's 
general vim.,r. Still, this work is a light fa rce in which 
cornrnmon Golding themes are treated in a less serious tone. 

9 
Time in Literatur~, p . 1. 
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the "selfn he considers is not only that of the individual 

but also that of We stern ~an . The result of this expansion 

is that the audience is metamorphosed into the two-headed 

Janus figure in respect to time - conscious of the present 

with one face viewing the past in retrospect and the other 

viewing the future in anticipation. Consequently Golding's 

works rely heavily all. the impact of revelation, that apoc-

alyptic moment of truth which illuminates the present for 

his characters and then for his audience. At the same time 

Golding is conscious of t he literary past and bases some of 

his novels upon earlier works of literature which present a 

different point of view of reality which may be historically 
10 

interesting but not valid for the twentieth century. 

Time, then, although i mportant as a novelist's tool, 

10 
The first t'\<]O novels are strong critiques of ear-

l ier tvorks: Lord of t he Flies isba sed upon R .1:1. Ba llantyne's 
Coral Island 1'lhile The lIL.'Leri tor sis ba sed upon H. G. Well s' 
liThe Grisly Fol};:" and The OutTine of History . Both of the 
Golding wor~s ta ke t he concepts fonvarded by Ba llantyne and 
Wells and proceed to show exactly the opoosite. Pincher 
I\:artin, in situation , is parallel to Robinson Crusoe '""hile 
Pincher's ravings a r e remini scent of the heath scene in 
King Lea r. Free Fall is full of Bibli cal, Dantesque and 
Miltonic echoes but Golding is not criticizing the systems 
as much as showing that the world-views of the different 
periods and autho rs a r e attractive but of little use in the 
twentieth centurv. The Spire and The Pyramid are both set 
in the Ba rchester county of Trollope 's novels. Jocelin's 
dual obsession ~n the former, with the sp ire and with Goodj 
Pangcill has certain simi larities to ~atthew G. Lewis' The 
t.:onk. 



9 

is subordinated to the thematic concerns of the novels. The 

largest thematic area which Golding explores is that of know-

ledge. As Simon realized, evil comes from within Qan, is not 

produced by a syst em and is r a ther tenuously held in check 

by patterns or systems of thought. This interna l source of 

evil is precisely the problem Sarmty Kountjoy faces in Free 

Fall. Golding seek s to make both his audience and bis char-

acters aware of this fact and hence the emphasis on self-

knowledge. 1hvareness is the initial step in achieving a 

state of knowledge HIlich is an insight into the nature of 

many things including existence, experience, relationships 

with others and isolation. There is, however, a distinction 

to be made behveen intelligence and knowledge. The "people" 

in The Ifu~eritoTs certainly have ~nowledge and even possess 

primitive taboos. \'lhat they lacked I'las the comprehension 
11 

and the intelligence of the "inheritors". KnovJledge is a 

static facult y , as in the case of one of the "people " hav-

ing knowledge of a stone or tree whereas intelligence is an 

operative faculty. Thus, it would seem that man is cursed 

11 
A visual example which is particularly appror­

riate is frora Stanley r-'::ubrick 's and Arthur C. Clarke's 
"2001: A Spa ce Odyssey" where an ape d i scovers t ha t a bone 
may be used as a weapon. Th is is the distinct dif f erence 
behveen t he "peop le" and the "illi~eri tors" for the latter 
comprehend obj ects as being used rather than j ust being 
accepted as pa rt of t he natural landscape which is exactly 
what Lok and h i s peop le do. 
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with this intelligence ~iliich turns knowledge into evil. For 

Goldi ng this evil 1S manifested most f r equently in exploi t-

ation of one kind or another. 

In forc ibl y directing his audi ence 's attention to 

the problem of evil Golding freely admits his dida ctic 

motivation and analys e s his own position: 
1 2 

liThe f abul ist is 
13 

a mora l ist." and w'I think I'm a p..o rali st ... ,1/ As in 
J.. 

the ca se of many moralists Go ling 's vision often seems gloomy 
I' 

yet his intention is surely, a s he fo r mulated it in a r e-

view of }Lorld Prehistory by Grahame Cla r k , to force his au­

dience to accept that "knmvledge of his l@an' sJ tragic pa s t 
14 

should render him less of a slave to the future. u Gol-

ding 3dmits hi s pessimi stic bent in his essay "On the Crest 

f T T ,, '5 1 J . - G o a 0ave ane ack 1. Biles quotes -olding as saying that 

"No work of art can be motivated by hopelessness: the fact 

that people ask questions about hopelessness indicates that 

12 
Uilliam 

and Faber , 196 5), 
edition. 

13 

T~* Golding, "Fable" in t~ t Gate s (Lo ndon: Fa ber 
p . 85. All furtherAre f erences are to this 

Jack I. Biles, Talk : Conversations With William 
Golding , p . 86 . 

14 
Spectator (r,Cay 25 , 19G1 ), p. 768 . 

15 
"I am by nature an optimi st; but a defective 

logic - or a logic which I sometimes hope desperatel y is 
defective - makes a pe ss imist of me . " The Hot Gates , 
p. 126 . 
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16 
there is hope. 1f Peter Green puts it more precisely when 

he suggests that "He @01din6J believes the only hope for 

humani ty is self- knol"lledge , attained and practised by t he 
17 

individual. u Clea rly Golding is hop eful t hat he will be 

able to make hi s audience aware of their p recarious po sit-

ion, although he does not seel: to exalt the Ilman of k now-
18 

1 edge 'l • 

Finally , before exanining the four wor~s of majo r 

importance to this t he sis, it is valuable to first enuner-

ate those qualities and thena tic concerns v/hich the ear-

lier ,,,ork s share in comnon, and second to indica.te the nat-

ure of the distinct connection in this progression ~etween 

Pincher r.1artir, and Free Fall. 

16 
Biles, Talk , p. 101. 

17 
liThe ~Iorld of i,'lilliaEl. Goldingll in T;[illian Helson, 

ed., \'lillian Golding 's :/Lord of the Flies ll
: Pc Source Book , 

p. 172-~--roriginally published in E ssays byl5ivers Ha nds, 
XXXII (1963 ) . ) 

18 
In t he two insta nces vihere the stereotyped lIman of 

k nmvledge" does ay;pear, "The Scorpion God " and ''Envoy Extra ­
ordi nary ll 8 each is sub tly a t ta cked. Golding is not concern­
with the Ilrila.n of k no'wledg e n Der se, a s is found in Buddh ist 
teach ing o r in t h e rather esoteric works of Carlos Castenada : 
m, T h . ~ D J ;1 'V ' T.r .c ~r 1 1 Ii S .l.ne eac __ l ng s ~r __ on uan : 1~ .Lagul '"ay Ool l"nm,,_ eage , ~..§.2:: 

arate Re a lity, and Journey_~o Lctl a~ \'7hi ch outli iLe t he s teps 
a man must follow to a chi eve a s ta te o f knowledge . Rathe r 
Golding 's concern with knowledge , as with his use o f time, 
is pra gmatic as oppo s ed to the dis ci~l i ned s y stem whi ch is 
put forth in pseudo- mystical works. 
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Ea ch of Golding 's works is pervaded by a sense of 

guilt; perhap s because Golding connects t he ope r at ion of 

intelligence vIi th one of the most ba sic of Chri stian myths : 

that of the eating of t he fruit of the tree of knowledge of 

good and evil by Adam and Eve and their sub sequent fall . 

Certa inly Golding has ca refully insured t hat echoes of the 

Bible and other works of Christian liter ature are liberally 
19 

introduced into the majority of h is works. In Lord of the -. . 

Flies there is the s eeming :Sdeni c quality of the island and 

the name of the visionary child, Simon. Golding ha s taken 

the figure of Pet erkin from Ballantyne 's Coral Is land and 

has split hiIT'. into bvo f i gu r e s: the rationalist Pi ggy and 

the visio~ary Simon, whose name is the only one in the work 

with Bi blical echoes as i t refers to one of t he disciples, 

Simon called Peter. This is also the first introduction of 

tvlO mutually exclusive sy:steI!lS, a concept wh ich forns a large 

part of the themes of Free Fi?l~ , The Spire and The Pyrarr.id . 

The Inheritors shares this Edenic quality and the loss of 

innocence; Pincher IIa r tin revolve s around the seven day 

creat ion myth , Pincher ' s real naIae is Chri stopher, ie . 

"Christ- bea rer", 'who ~vas also , ironically , the pat ron saint 

o f travel ler s and the name of the girl Pincher 1'lant s but hi s 

19 
T}.e only exc ey-:>ti ons to this are "The Scorpion God" , 

"Envoy Extraordinary" and "Clank Clank:' which, as already 
indicated , are light humourous far ces. 
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friend l o~at narries lS nary ; Sawny t,:ountjoy , in Free Fall, 

lives on Paradi s e Hill and two of the girls in the book 

are nartled Evie , and , echoing Dante quite consciously, Beat-

rice. The title is a r eference to ~i l ton 's Pa radise Lost: 

-"Sufficient t o have stood , though free to fall." (III, 99 ) 

For Sammy this fall is continual from the moment he lost 

his freedon by exercising his free wi ll wrongly until it is 

halted by h is revelation. This reference a lso bri ngs out 

another concept of time, although it is periphe r al to 

Golding 's idork . 'l'his concept is that God, \.,rho is by def-

inition onni potent and omniscien~ sees al l of time a t one 

g iven instant as for Hi n there is no pa st or future. The 

Spir~, because of the period it i s set in, needs no such 

indicati ons for Golding can quite freely introduce angels , 

devils and fallen man a s part of the natural fabric; in The 

Pyral'1ij Oliver 's first seJ...'Ual experience is '\vith a gi rl who 

is aptly named Evie. i.1hat this add s up to is that Golding 

admires and frequently co ndone s several o f the concept s of 

Christ ianity, \"hile realiztng;-that -i-:. theerigid systera i s no 

longer valid . In all o f his °Hork s he attempt s to COIT.e to 

grips wi th the essential fallen nature of man while insist-

ing upon the i mportance of the nel} di spensation of the 
20 

Bibl e : that ~ihich Chr i st brought of love and me rcy . Ho 

20 
Fer a deeper exa~ination o f Gold i ng 's theolog i ca l 
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I 

l~ 

strict theo logical systen is employed although the under-

tones are present in the c oncern with the problems of sin and 

evil, which are a direct result of the combination of know-

ledge and i::ltellig enc:e . Such a c ombination is ineSCalJab le 

in Golding :s work but the problems are , however, presented 

in a genera.l, Inmani stic s anner . 

Another element connected to the Edeni c myth in 

this secularized theolor;:ry is the loss of innocence 1'lhich 

acconpanies the gaining of knO'wledg e. Ral~)h , at the end of 

pose of ju:daposing t\'10 diffe r ent species of man - in The 

Inheritors is to er~~phasize p recisely this essential differ­
- -- --2J. --
ence. is created by c oncentrating on Lok 's 

point of V:. 81,.7 for the maj or portion of the 1vork and then 
22 

s \-;1i tchir,g the point of viel" at the end. TI1.e "people" are 

persua s io::L see Peter Green 's :" The '\lorld of 1:1il lia2 Golding :: , 
Review of Sn81ish Literature (Leeds ), I (1 960 ), 62 -7 2 and 
(jeo r efe l'-r~-TI~'"1sor7"s---;y;.::rrl i ar~l Go 1 dina: Beh-Ieen God- Da r lene s s 
and God-Lig-htIl, Cresset ( Valparai so ~University), ~G:XII 
(196 9 ), 8-1 2. ------

21 
Golding has been attack ed for hi s lack of anthro­

poloqical accuracJ-' However, Oldsey and ;'Teintraub state that 
anthro~)olo:Jists of E . G. \'Tell s' time , and The Inher i t o rs is 
admi ttedly based up on ~Iells ' IVor},: , felt that t h e bolO p eop le 
may have conceivab l y net. See also He r b ert V. lac}: ler 's 
de fen ce of Golding on t h is point : "Paleontology and Paradise 
Lost: !1. Study of Golding 's Lodification of Fact in The lfu'1er­
itors " , pall State Univ<::.!,_sjJ:y Forum, X (1 969 ), 64-6-:-'- -

22 
See James R . IIu:rt , "Grendel i s Point of Vielv: 

Bem'TUIf and ~Iil liam Golding " , r odern Fiction Studies, XIII 
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rather na~vely inno cent because of their inability to 

"think" , although they do have ::pictures',: and at one point 

Fa attempt s to articulate the concept of a primitive syst em 

of irrigation. Lok and Fa are started on the r oad to corr-

uption through e~cperience "'hen they get drunl.:: on the i'inher-

itors'" liquor. But this start is carred no further and 

only serves to emphasize, once a gain, the difference between 

the h'IO species. Pm incomplete concept of evil does exist 

for the "people" in their primi ti vistic i'JOrship of nature 

wherein they abhor the mu rder of a beast and are not even 

aware of the idea of murdering one of their fiellows. A 

priP.',e exar.lple of this lack of conprehension is when Lok 

fails to understand the purpose of the arrow, thinking it 

to be a gift. The irony of the story arises from the in-

sight we are given into the minds of the upeople" and t he 

direct Biblical reference of the title, for the reader 

becones aware that it is not the meek ivho have inher i ted 

the earth. 

Doving from Lord of the Flies where the ba sic 

nature of man is graphically and gloomily portrayed, for 

Ralph and com~)any are not really "rescued u 
- they are only 

brought }Jacl:: to a civilization engaged in the 1:10re sophi s-

(1 979 ), 264-5. The reversal of t he point of view without 
the switch at t he end ha s also been employed recently by 
John Gardner i n h i s novel grendel (lie'\,; York: Ballant ine 
P '- I 1 0 7<) ) LJOO~,S , nc., ...; "-' . 
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ticatec1 destruct ion of atomic vmrfare, to The Ir:ilieri tor~ ~ 

which is one Dore examination of this basic nature, Golding 

leaps to P incher j:a.rt in '\-me re the p rotagonist is the extrene 

culmination of al l the bad traits of the "inheritors". 

Martin is g reedy (he even p lays the role of Greed in a 

Chr istian mora lity play ), exploits any and everyone , and i n 

his own exi stentialist world conf ronts and attempts to deny 

any God but hi~self . 

Pincher's enormous ego c reates a p urgato r y through 
23 

which he must pas s i n an epic s truggle. Nevertheless t he 

orig inal i mportance of this book i s that it i s the only Golding 

work to bea r t h e name o f a single individual as it s title . 

This ma rk s the r"ove f roiTl the con cern vli th the genera l nature 

23 
Cri tical opinion is divided upon 1,vhether I.;a rt in ' s 

experience i s to be vie1,ved as one of purgatory or hell . 
Robel-t ~Iarris call s it an 'Bxistentialist hell " ( "Allegory and 
Syrnbol i n t he :Tovel s of l1illi am Golding tl, 1 =.A . The si s , I ~ c­
I ~aster Uni ve rs ity, 19 70 , p . 51) and Ki nkead- Weake s and Gregor 
maintain t ha t :';','11a t he ha s co nstruct ed i s hell . :; (TJilliam 
Gold~ng , p . 1 (1 ) Old sey and Weintraub suc;;ge st thaT'-'-:::'<ea-fi sti c 
as is the s u r fa c e texture of the novel , beneath it is an 
allego yv of Durgatorial e:~perience. n (The Art of ~ill ian 
GoldinCJ.: p . ~'2 ) 'Hl1ile Peter Green s ays th-at--::P inchez. ~ .a<0n 
... exolici tl v c onc erns the suffe r ing of a dead nan 1,"1110 ha s 
crea ted hi s ;\,m PurCjato ry . f1 ( "The V[orld of 'iJil liam Golding , 
RevicH of :=ngl i sn Literature , 1 73). The final ,!Orld iii. thi s 
nat tel:'-s houYd be-cr6-rcffrl·-:irs:- .: ... I thought wilen they got r ound 
to the sea ~)o ot s @t the ene] then it Hould be perfec tly 
o bviou s that Pincher 's \'la s ci:mrgato r ial experience . .. ' (Diles , 
Talk , p . 70 ). Al so the Tine ri c a n publishers , perhaps in the 
hop e of avoiding this difficulty of ni s-interpr etation, re­
naned the bool:: T.ne '1\:0 Death s of F incher 1 , ~arti n suqgesting 
t hat ini tiall y r.~a-rtin d-i-esl-':";to a 'dorld of his -m'm c reation 
and' then i s obliterated by, and into , the b lack lightning o f 
God. 
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of man to the situation of the individual and as such is a 

prototype for .fr_e~_ Fa}l . Prior t o this all three '\"lor~ s 

't 
portray nan 's S .LLr:\.LLe ,10U-lL, 1 l'S ("1 - " " i 1-- ' tho 1-' ~ t ~ 0ar~Lr;:.y LOUnL: Joy VllO lS _ ~ ':l1 3 , 

A 

and pe rhaps only, protagonist to attempt to fathom hOv1 this 

ha s come about in both genera l and individual instanc es ; 

in doing so he , IP~e Pincher , eventually resides in a pur-

gatorial s tate . He arrives at this position, as the title 

indicates, for uf ree fall u is a sc ientif ic term for a state 

in ivh ich there i s no gravity and one 's body merely floats 

about with the fo rc e s of either gravity of cent r ifuge exert-

ing no ultimate claim . In visual terms this create s a p ic-

ture fo r the audienc e of the fal len man ("free to fal l ll
) who 

resides in t hat nether space between heaven and hell . 

Pincher's I·la ry Lovell, a s I~in£ead-';!eek:es a nd Gregor 

suggest, is a prel i mary version of the character who app-
24 

ears as Beatrice in Free Fall. Indeed the differences 

beh'leen t he s tories of Pincher and Sam.rny are not onES of 

quality a s much a s ones of quanti.ty. Sailll-ny is as guilty in 

his exploitation of Beatrice a s Pincher wa s in his attempted 

seduct ion of 1, ~ary and hi s explo i tation of the people around 

him. 

Sar:u:lY is the fir st Golding protagoni st to reside, at 

the time of the novel , in a c02plete society whi ch is pres-

24 
Uillian Goldinq , p . '. 1 28 . --------
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ent throughout the work. He does, however , partake of the 

isolation \'ihich r.lany of Golding- ' s figures suffer: the boys 

in b~_z<!_o:f .J:~_F.:].ies a.re ':.Jhys ically isola.ted as is Pincher 

I:=artin ; Lol:: , in T.ne __ }I~~~i tor~ , is isolated by being tll e la st 

of his kind left alive, although hi s aliel1ation froEl Fa 

b egins earlier; Sanmy is physcially isolated by Dr. Halde; 

Jocelin by his dedication to the vision De CODe s isolated; 

01 i ver, in 1'.l~e Pyraraid , is isolated Hhile living in society:; 

the Lia.r, in "The Scorpion God " , is thrCl-·m into a p it; in 

"Envoy :Sxtrc:.ordinary" the Enperor is isolated from those 

sarrounding hin because of his po sition and Phanocles is 

exiled to Chhla; and Chinp , in IlClom: Clon~.:;~ suffers hi s 

period of i,solation f roD the hunter s. Nor is this the only 

element vJhich several \vorl::s sha re but "lhich is expressed 

most forcefully in F~e~Sa~), . The visionary-rr_ystic app ears 

. S' " ., 'I d J l ' ( d' d ' r-£ .I. ln lmon, ~a~nanle an . oce_ln an , ln a lr erenl s ense, 

th T' ) .I.' 
J. e .wlar ; Lne artist / creator in Tuar,li , Pincher I,:artin, I'lho 

i s not only c:.n actor but \"ho creates his own 'wo rld; Sarruny, 

the successful artist; Ol iver, the frustrated arti st; and 

the flute-;;layino;:s Chinp. 

The "darl.: centre :! appears in Fincher i=a rti~ , ,L~ee 

Fal l and The Snire . Thi s is the pa rt of the individual ----"'--

which refuses to be rec ognized until the advent of isolation 

c ombined 'Hi th Doth phys i cal and spiritual anqui sh. It is 
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after. 'l"hi s :Fdark centrel: ,,,Thich a;::>peal- S in all of t he three 

novels just ment ioned is conspi cuous by it s ab sence in The 

?.Y£~21_~ It,here Golding attelC1Pt s to s11m·., us a failed protagon-

i st, one ,·,ho refused to fa ce this llcentre ;J . Connected ",i th 

this is the thene of insanity which pervades several of the 

Horks. \','e are fir st introduced to this in Pinche:cSarti~ , 

where Pincher attempt s t o employ it as an escape valve and 

the theme is continued in the cha racter s of Beatrice and 

All of t he se cor.unon elements are merely evidence 

which indica-Les Ll.at Golding" s focus, no rc.atter ",hat per-

iod of tine, is the problem of knowledge . He is not con-

tent merely to ~ortray this in abstract terns but fervent-

ly wishes to i npart it to his audience: 

I believe that r:a n suffer s f r om an appalling i gnoran­
ce of his own nature. I produce my view in ~he bel ­
ief that it may be someth i ng like the truth.~~ 

The first three novels examine \.vhat this nature is, but i t 

is only in .fr_~e.-J~all that tllere is an attempt made to come 

to any sort of terms with these general problems on the in-

dividual level. The technique is to analyse the p roblems and 

to portray the process ",hich lead to revelation, or in The 

25 
:tThe \'lri ter and 

I i?.9~~}n~, IX (1 ~ 5 7)! 46 . 
"\hI1ian Golding : Behleen 

~Ii s Age: iJi lliaD ~oldinglJ , Lc?ILClo)~ 
Qu.oted by George .d.. Thomson, 
God-Darkness and God-Light U

, 8 . 
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PVr ~ M J'...J J-},e 1 a c ' - -L'\.... er eo f-=-,l __ '?:l:._--_{ ~ L H _ . ~~ Lll - I and t hi s i s na i nt a i ned th rough-

out t he l a t e r wor~ s. 



CHj'~TER TWO 

lfua t men bel ieve is a function of what they are ; and 
1"hat they are i s in pa rt what has happened to them. 

-Samrny 1,Iountjoy, in Free Fall . 

William Golding 's fourth novel, Free Fall (1 959 ), 

is more complex than the earlier ivork s and ma r k s a new 

approach to f amiliar concerns. The Kiltonic and Dant esque 

echoes are the culmination of t he Christian nythic elements 

previously enployed. Similarly, Sammy is t he full-blovm 

figure of the artist whom we first encounter in Tuami i n 

Th0_nh.eri tors and which had a part in Pinche r r':a rtin' s 

story. In t h is Danner Sa mmy is the descendant of Pincher 

and the predec e ssor, in part, of Dean Jocelin in Th e SDire . . 

By the point at which Samr:iY r.~ount j oy makes his debut 

as a Golding protagonist one essential part of man has been 

explicated and examined - na mely our fallen state. Lord 
1 

of t he Flies is an allegory of IIorld 1..'lar II , Pincher di e s 

in this war and SaI!U.ny goes t h rough it. In both Pincher 

1 
/I ••• And ta lee a nybo dy 's h istory , i"ha t it cone s to 

is this: that eazi Germany i"la S a pa rticular k ind of boil 
which burst in 1939 or 1940 or whenever it wa s. That was 
only the s ame kind of inflamed spot we all of us su ffe r 
fro m, and so I took Engl ish DaYs and said, "Lao!.:: , this 
could be you. " This is r eally wha t that book comes to . " 
Jack I. 3i18s, 1"2.11:: Conversations Hi ih \'!illiara Golding , 
p. 4. 

21 



22 

and Sarnny 's ca se the \'Jar is r esponsible for the ir illumin­

a tin9 iso lation . This isolation is a n.a in-stay i n Golding 's 

work . The first two novels move towards t he g radua l is­

olat ion of Ralph and Lok but the difference between the 

earlier incidents and that in Free Fall indicates in what 

manne r t he fo cus ha s shifted. In Lord of the Flies Simon 

is mu rdered a s he attempt s to i mpa. rt hi s knm"ledge to the 

others, 1"hile Ra lph's insight COllles only a s hi s traumatic 

exper i enc e is ended by the deus ex [:la china arrival of the 

naval officer which signals the close of the novel; Lok , 

finally isolated , di e s in a n i ce avalanc~, although it i s 

Tuani '1,>1110 shm·v s sone insight into t he essentia l nature of 

ma n, but this is partly a s a result of his be ing a nember of 

a fugitive spli nter gro up ; Pincher is both physically and 

spiritually isolated and, becau s e of his ever- consu~ing ego , 

must die tv-lice. Sarnmy r.:ountjoy ma r ks an evolution from 

these chara cters a s he is forced to continue t o exist \.Ji th 

his ne\'J s elf-kno .... ,l edge vlhile being able to articulate his 

emotions and insights from his po int of vie",. For Sa mlTLY , 

unlike the earlier fi gures, the knowledge which was acquir­

ed did not cone too l ate to be of value . 

Ostensibly Free Fall employs a fir s t person narr­

ati ve CO[:1.nlon to t 'wentieth century literature but not vIi th 

the intent of portraying the life and time of Sammy l.iount­

joy. Against t he general concept of free will the novel is 

cOilcerned \"i th the pC'.rticular ca s e of Sammy Mountjoy and his 
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search to determine at exactly "\'lhat point he exercised hi s 

free will and lost his freedom. Pincher Eartin is forced 

to relive incidents from his earlier life because of the 

intensi t y of his experience, 'whereas Sammy reVi8"~'lS his past 

voluntarily. In this review another distinction becomes 

apparent ,for Sa~"!lIny is a ma n 1."ho is still reacting within 

society and who ha s to cope with the problems, such as his 

exploitation of Beatrice and Endi cot t 's feelings for Taffy, 

caused by thi s. Thi s factor is one of vlhich i.:ount j oy is 

fully conscious. 

Consequently the narrative is not related from an 

omniscient vantage point but from Sammy 's subjective poi nt 

of vieH. ~1e are quic}Cly "\"larned not to expect the chrono-

logically linear plots of the earlier works, for in regard 

to the use of time ?ree Fall is another experiraent for 

Golding: 

For time is not laid out endlessly l ike a row of 
bricks. That straight line from the first hiccup to 
the last ga sp is a dead thing. Time is two modes. 
TIi.eone is an effortless percept ion native to us as 
water to the na ckeral. The other is a memory, a sense 
of shuffle fold and coil, of that day nearer to that 
because rr..ore i mport6.nt, of that event rr.irroring this, 
or those lines set apart, exceptional and out of t he 
straight line altogether . I put the day in the park 
first in rr..y story n9t because I was young, a baby 
almost; but because freedom has become more and more 
nrecious to me as I taste e1e nota.to less and less 
'" C) • 

often.L. 

2 
Free Fall (Ea r mondsworth: Penguin, 1 96 6 ), pp. 5-

6. All further ref erenc e s are to this edition. Note also 



SaLuny 's mode wi l l ' be t hat o f selective biogr aphy in ,\',7hich 

c ertain event s a r e ca r efully chosen becau s e t hey a r e late r 

r e f l ect ed in other i nci de~t s , an exanpl e of whi ch i s the 
3 

u r i na ti on scene s wi th ~i nni e and Bea tr i c e . I n fa c t , the 

s tructure of the novel doe s no t r ad i ca l l y up s e t the chron-

o logy wi t h onl y one s e cti o~ comi ng out o f pl ac e in the 

l i n8ar line . 

Ue must 8xpect fro:'.l a confess iona l narrative of 

t h is sort a type of s e l f- knmvled<Je , a s Sarmny ' s i solat iof'. 

led t o a cons c i ousne s s of h is s e l f a nd a n awarene ss of how 

tel-rif i ngl y ilr.pr i soned 1 e i s 1:1 t ha t sel f . Sap-:.r~'lY ' s recoC]-

ni ti on i s a cconpa ni ed by a de ep <]U i l t as the qua l i ty of hi s 

e a r J.i or acti ons and t he value of h i s irretr i evabl e f r eedoG 

be c omes c l ea r . This guil t is pa r tially r e spons i b l e fo r the 

~editati on on t h e earlier part of h i s life . 

As Fra n..1c ~~e rmode once sU0Jest ed to Golding 

Dav id Pau l ' s cone ent t hat II Th is uni fyinsr fa cul t y of p-~eE:o ry 
t end s t o i gno re the effect of time a s du r atio:i.l . TI;10 c lo s el:'l 
i ela t ed event s in the reemory , howeve r far apar t in t ime they 
may have been , tend to becose continuou s with each other . u 

"T ' d -1- 1 'T l ' tIT P -1-' 11' v~rI ( ' 05f. ) (; ' 1 :!.me a n ule 1~ 0'ie_1 S , _ ar ... 1Sa:l. ~,_ eVle'T,v , -'>.-/1. J.v '~ , ,-I ':: • 

3 
There is an at t enpt to di scount any litera r y pre­

tne sions as Sa:-:-._-<'/ c l a i IT':s : "I s: ould be l i terary if I sha~)ed 
ny s to r y to show how t ho s e two penni e s have l a in on the 
dead eye s of r:w spir i t UBl s i r]ht for I aD. c l ea r of t heI1. !1 
(D . 20 ) 11li s , hmveve r , i s a r ed he rr in') . F:::-ee Fall ha s 
a~ i nt ri ca te and cOilplex st ructure 'Hhich i s e~,:.i) loyed s o 
t hat the f inal revelation i s put a c ro ss t o t he audience 
with t he maximun al'1ount of inpa ct . 
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.•. the R.an \.-Jho rl'.edi ta tes is 2 (]Uil ty man , t ha t t h e power 
of medita tion, in t he s ens e in wh ich we understand 
medi ta.tion, is C:J!1 a s})oct of hu.ITl.an guil t , and that human 
guilt i s ins 2rparable froE'. 2. pa rticula r kind of human 
devel op,-:tent . ± 

Fill ed with t h is gui lt the narrative t hen become s a rack ing 

ang uished search in it:h ich Smr.my is compel led to re-exartl ine 

his li f e. 

The k nowledg e of self gained i n the Na zi prison 

camp, and 1ve must remember that it s eem s that f or Golding ' s 

protagoni sts l::nm"ledge ha s Ii ttle value unl e ss it c omes 

from terror and fear ,-- forces the attempt to p in- point ex -

a c tly ·where t he ch2.ng e in the character of the narrator 

occur red. F_s I-::inkea d- iJeeke s a nd Gregor suggest ':Revelation 

and recognition o f Being, then g ives way to exp loration, 
5 

explanation , discovery of Becomi ng . " This is definitely 

not an external concep t foisted on the novel, as Sammy 

makes perfectly clea r: 

Perhap s read ing my s tory through a gain I shall see 
the connexio n be tween t h e little boy, clear as sp ring 
water , and fh e man like a s tagnant poo l. Somehow, 
the one bec ame the other . (p . 8 ) 

I ar0. not a ma n ,vho 1.,ra s a boy looking at a tree . I am 
a Han \\Tho reF.l 81~.bers being a boy looki ng at a t ree. 

4 
Quoted by John Bowen; uBending Over Ba c!~vardsn , 

, • T' 11 ' iT ] d T ' . l' . r1 ' ,. , !' T ' .c.L - Fl· . " 1n !:i 1 _lam .\e ,son, e " \1 1. J..la re. ~_:La1n9 s . -,-:,ora Ool Ll1e _les': 
A Source Book , p . 57. (Or i g i nally pUDl ish ed i n 1'LS, Oc t . 
C)3--,o.5°~-
~ , J. -...I "':" . ) 

5 
Uilliam Goldinq : 11 Cri tical Study , p . 165 . 



It is t he d i fferenc e between time , t he endl e s s row gf 
dead b r ick s, and tine , the retake a nd co il . (p . 36 ) 0 
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TJhat Samrr,y ha s s et out to i solate is the poi nt at whi ch the 

cha nge f r an boy t o Dan occurred , tha t cha nge f r an i nnocence 
7 

to experienc e , from ignoranc e to knowledge . 

In find ing t hi s point of t r ans i t ion a l arge part of 

Sarnny 's conce rn i s wi th the Conr adian ~hea rt of da r kne ss " 

with wh ich earl ier p ro tagoni s t s we r e fami l i ar : uI am 100k-

ing for t h e beginni ng o f r e spons ibi l ity , the beginning of 

da r kness, the point where I began . " (p . 3 6 ) As r evelat-

i on is a nec e ssary p r erequi si te fo r s e l f - knowledge so thi s 

confe ss ional narr at ive is a p r oduct wh ich i s j ust as e ss-

ent i a l: 

The mi nd cannot ho ld mo r e than so much ; but under­
standing requi r e s a SI'J eep that take s in t h e 1\1hole 
of remerobered t i me and then can paus e . (p . 7 ) 

6 
I,leyerh off cO;:Ul1ent s tha t " t ime i s chall'ged ,..,i th 

signi fi cance for nan because human l i fe is lived under the 
shadow of ti~e , becau s e the que s tion , what aD I, oa kes 
sense only in ter ms of ,,,hat I have b ecome , that is i n t en',s 

f t 1... " t ' , . , . 1 - , ~---.-, - .. h t' . .l.. o ~ l e ODJec lve nl s~orlca ra c ~ s L00e~ner Wl~ ne naTL ern 
r • '..c' ..L . t ' .L ' J....1- ' -1-1 l ' i . ~ a T Sl Ci:i:l. l.,'-lcanL a ssoc la -lons cons Ll Li l Lln'1 L.i.l. e DloJTapny or 

t h e i 2ent ity of the s elf . u Time j.n Literatu~~ , pp . 23- 9 . 

7 
F~ s a note on Golding 's u s e of Saml-:1Y a s narrator 

c ons i de r Laur a Krey ' s general s tatenent : uFor the ability 
to de scribe anything - even a roc~ or a beetle , mu ch less 
a ma n or an era ire h i story - der:'.a na s, a s Darwin long a.go 
not ed , the nost di sc iplined a~ility , not only to follow 
t h e evidenc e in front of one 's eyes , but to judge how it 
cane to be w~1a tit is. iI "Time and "'.::he Engli SD. ;,Yove l u, in 
1Ji lliam S. I'::::i:l.i c l::: erbo c~::er, ed. , 'I\'le:'-ltieth- Century ~:1CJlish 
U·Jeiv York : The Philosophi cal Li brary , Inc., 19/;;6),l;:-L;J:: l . 
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Thi s f! 51.o01ee;:/' and "pause" is the r hytlunic technique of botr, 

Sar:uny Eountjoy a nd Uilliam GoldinCJ . The n ind of a reader 

prog resses througl out a novel ga thering informat ion and the 

"understanding " , of ,,,,hich Sammy talk s, cone s only at the 

finish ,oihere Golding for c e s hi s readers to "pause" by intro-

ching the point of view, a s in The_Lnheri tors or reveal-

ing a fact previously uIL.'<:nm,m, al though hinted at, as in 

Pinche r i~arti:::l.. The ca se of Pincher l'~artin is the nost 

dramatic for a reader who discovers only in t h e last few 

pages that the strugg le which has been po rtrayed is that of 

a man alrec:dy physica lly dead . This necessitates t h e !lpal:.se i
! 

in i..;lli ch all the incidents assun e a different si g-ni f icance 

and must be re-evaluated. This technique is used very ef£-

ecti vely in Free Fall Hhere the rea der must accoLlpany Sar:LT:lY 

in his memory and is made to exanine every incident. Along 

the i'laY the reader picks up a g reat deal of information 

which becomes no re i mpo rtant with the revelation at the end 

of the novel. Ue see that Golding has carried t h is technique 

to the farthest possibl e extent - the initial revelation wa s 

SaIT'_I'.lY'S but Golding ha s manipulated hi s character's narr a t-

ive s o t hat the r evelation occurs also for the audience. 

Prior to an art)ysis of both structure and thena tic 

pattern of the novel it is useful to explain the existeIlce 

of this novel a nd its radical departure from the earlier 

works in Golding's ca non . The shift in focus has been p re-
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viously nentioned and in regard to that shift both Golding 

and his protagonist agree on the i mportance of cOrJ..1Uunicat-

ion: 

A BBC televis i on interviewer for ~~onitorU talked wi t h 
Golding shortl y af ter t he publication of Free Fa ll . 
He quoted Sar0.my l·:ount j 0)" fl"r.rt i s part l y conlmun-ication, 
but only pa rtly . The r est is discovery. " Then h e a sked , 
"Do you s ee yourself as a cOElffiunica tor or a discover e r? " 
Golding replied: :,\1ell , I ' n living- . Tomorrm-J I shall 
be a little different , as yesterday I was a l ittle 
different. ~ .. y vievls change , as long as I ' m alive and ' 
aware. I j ust can't tell yo u wha t t h e balance is in 
any particular si t uation. It varies ~etween the two. 
At one ElOInent one m~y be naking the ef f ort to discov-
er, and comnunication f ades into the background. But 
I - thi s Elay seem strange to you - I do think tna tart 
that doesn't cor~unicate is useless. ~ind you , you 
may create it , but it remains useles s if it doesn ' t 

, .L (3 corr.munlca Le . 

Samny admits to being avJare of 0:)th these processes say ing 

that "I am here as well as on canvas, a creature of discov-

ery rather than comIrlunication." (p. 79 ) Cormnunication, 

then, arises fron discovery, but this same discovery is a 

process ~ihich continues throughout the novel and is the 

primary concern. 

Unfortunately the BBC interviewer did not see fit 

to question Golding on the sentence \'lhich precedes t h e 

passage l'/hich he quoted: "If, like Philip and Diogenes, I 

had been looking for an honest man in my own particular 

racket I sho~ld have found him t h en and he would have been 

myself." (p. 79 ) This -hones ty is preci s ely the trait nec-

essary f or a useful examination of one 's sel~ for "the main 

8 
Biles, Talk , p. 67. 
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9 
responsi:oili ty of modern man i s fa c ing 'vlrtat he is. J I Hhat 

t hen is So.:'lFlY Lount j oy 2nd hm·J did he ar r ive at hi s present 

state? 

Sarnmy 's universe 1S one in which free 'will is an 

accepted fact. This , conb ined 'T;li tn syr,lDolism and Christian 

echoe s, makes t ILe sub j ect of the novel nore explici tly rel-

igious than previous i'lork s, although the conce~)t is secul -

ar ized so that Golding examines the spiritual natuye of Dan 

and hi s universe rather than l')resenting the detailed s-tru-

~ture of a conventional t heology. Thi s r eligious ba s i s is 

ir:ln ediatel y =!PPi3rent in the opening parag-raph : 

I have wal~ ed by stall s in the ma rket-place where 
books, dO 'J- eared and faded f ron their pur p le, have 
bur st wit h a white hosanna . I have s een peopl e crown­
ed wit1 a double crown , holding in either hand t he 
crook and tlail , the power and the glory. I have 
understood how the star becomes a star, I have felt 
the flakes of fire fall , mira culous and penteco stal . 
Ly yesterdays 'I-JaB: '\'.7i th !!,e . They l:-: eep s tep, t ll ey are 
grey faces that peer over my shoulder. I live on 
Paradise ~ Iill , ten rl~ inutes f r om the s tation, thirty 
seconds from the shops and the local. Yet I an a 
burning a~ateur , tor~ by t he irrational and incoher­
ent, viol ently sear ching and sel f- condemned . (p . 5 ) 

Al t hough Sa!LlIT.y ha s received hi s revelation, the pa st still 

wei gh s very h eavily upon him duri ng the p r ogr e ssion of the 

novel, for he may understand his nature but he is onl y able 

to isolate his orig i nal fall after he has become aware , 

through his pri son cam~') experienc es, of the depth to v-lhi ch 

9 
Biles to Golding in l'elk , p . 17. Golding agreed 

with the statenent. 
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he has descended. 

The ordering of the story is not quite as sub ject-

i ve as SaI'.1J:"y clairr,s in the op oning p a ges . Thi s rI confess­

ional-novel u is c a refully structured with not even memory 

being allol,'! ed to violate its chronology . The book is di v­

isible into five sections: Chapters 1- 3 ~ecord Sam.i-:J.y ' s 

childhood; Chapters 4- 6 detail his courtinqand sexual con­

quest of Beatrice, 1vh ile he is a -young art student; Chapters 

7 -1 0 move to the 'lar year s Hhere SaY.'u'lY is nmv a. f.1.o.n '-'lho 

underC}oe s j_nterrogation by Dr. :ialde and the solitary con-

finement in a broom closet where he receives his revelation; 

Cha.pters 11-1 2 present the only radical shift 1n the chron­

ologi cal movement o f the novel a s they are an accoun~ once 

nore, of Sar:m.y ' s childhood , school e.::cp eriences - including a 

description of the bolO teachers, l·;ic.::: Shales and. ROvlena 

Pringle,1-vho affec t him greatly - his first view of Beatrice 

and his c onscious pur sui t of her; Chapters 13-14 oc cur r:lain­

ly during SalDL1Y ' s post-1'lar present 1,.-lhere he visits Beatrice 

1n a mental institution , attempts to visit his two former 

teachers in order to cor:1JTlunicate to then hi s new- found 

knowledg e and then move s back in time to hi s release from 

solitary confineD.ent. This last Elovement occurs at this 

point so that the en·.phasis 1-,!ill b e placed on the c omnand­

ant 's puzzling words wh ich p rovide a forceful ending. 

The ini.tial uni t of the story serves to show Sarr,Jny 



31 

in his original sta.te of guiltlessness for "he vlaS innocent 

of guilt, unconsciou s of innocence ; happy , therefore, and 

unconscious of happine ss. (t (p . GO ) Certainly Sanmy en0ag'9S 

in juvenile deli 11qll.en-t actions - irtcluding the incidents "lh-

ere he bullies the smaller lads in order to obtain Dare of 

hi s beloved Jlfag_ crads ' f of the Pharoahs of Egypt and hi s de-

filerlent of the church altar. Tl'tese a ctions 'were, hov18v e r , 

committed under the influence of Philip Jl.rnold - that strange 

boy who was "never a child " and who stood apart fran the 

other school-children because of knowledge which he alread y, 

by that time, possess ed : "}{e l::neu about people ." (p . 38 ) 

Even in COI.1JTli tting other "crimes " Samray remains essentially 

innocent: 

I can call to ~ind a technical cr ime of this period , 
for I stole tU~~'xmce fron t he old man once - bought 
liquorice for whi ch I st ill have a passion - and got 
clean away with it. But those were days of terrible 
and irresponsible innocence. (p . 20 ) 

It is not only the progression fro~ innocence to 

experience i"hich di ffe rentiates the b'lO selves of Sammy. 

As a ch i ld little Sa~my possesses the child's sense of the 

TIl.ira culous in the i}orJ.d. The adult is now fully m'Jare of 

time past , of his own history and that of ma~but for the 

youngst er auareness is of a no re instinctive ty-pe: 

Yet my great , IT'.y apocalyptic nemory is not of stret­
ched-out tine, but an instant . (p. 17) 

Time was inexorable then , hurrying on, driving irr­
estiblv t owa rds t~e point of madness and explosion. 
(p. 21) 
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I have a sense of timelessness in both p l aces . ( p . 54 ) 

Perhaps the fulle st expres s ion of this is i<lhen Samny fe tche s 

his mothe r f ran a pub in order to tell her that -The clock ' s 

stopped , : :a. III (p . 21 ) She is ready to beat him '-7hen they 

arrive hOInl! but hal t s as she reali ze s that a cl OCK has stopp-

ed - not the alarm-clock - but t he r hyt hn of their lodger 's 

Ii fe. Similarly v1hen Johnny Spragg and SamnlY i nvade the 

gene r al's ga rden the dichotomy between adult and child is 

once again made clear: " Later, I should have called the tree 

a cedar and passed on , :Out then, i t was an apocalypse." (p. 36 ) 

In this initial chapter Sammy relate s events and 

s ituations 'idh i cll. are to accuBulate si gnificance through the 

progress of t he narrative. His i nvolvement s tend to be with 

pai rs of people; fir st hi s I-.ia and Evie 1'1110 have an extremely 

profound effect on hira: 

By mother vla S as near a "..,hore as Ba.'kes no matter and 
Evie was a congenital liar. Yet if they could only 
exist there ' "las nothing Dare I "Janted. I remember 
t he quality of thi s relationship so vividly that I 
am almost te2pted into an aphorism: love selflessly 
and you cannot cone to ha.rn . But then I remember 
some things t ha t came after. (p . 26 ) 

It is \-Jell tll.at Sa."TIc."TlY' s exuberance from memory of these 

relationsh i ps did not cause him to be aphorist i c for t hat 

would not only end the novel but ,'Tould nean t hat Sar::uny ,,'lOuld 

have tricl::ed himself into avoiding the compl exities of hi s 

problem. Johnny Spragg and Phi lip Arnold replace the ear-

lier pair and even here a difference i s noted: "There is a 

gap beh'Teen the pi ctures of Samra.y Tlountjoy 1'7i th Evie and 
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Sfull :,;o1J.ntjoy "lith Johnny and Philip ." (p . 37) Johnny and 

Philip are the first of the contrasti ng pairs and it is 

significant that the narrator notices that a subtle change 

has taken pl ace for the childi sh name of Sarr.my has become 

the nore adul t San. The chi ld Sammy could Ela.1ce little 

distinction betueen hi s La and Evie , both of i"hom are st­

rongly presented as f antasi zers, but San I:ountjoy is per­

cepti ve enough to notice a great di fference beh-Jeen hi s 

tW0 school chums, Johnny and Philip . The primary innocence 

has been ret ai ned but the difference in perception is 

occasioned by the aHakening of the ego - that II cent re" 

which will be developed more fully and which will have to 

be probed in tile lTazi concentration camp. 

Eventually SaLW,y moves on, because of the death of 

his mother, and COEles under the guardianship of Father 1:Jatts­

Watt who seeks to pur ge himself of his homo sexual inclinations 

by having SarcU:1Y there as a constant ter.lptation. Father 

\'Tatts-1.Iatt seems to be 'without a counter-part so that he is 

not part of a pair, but he is t he only one of t he major 

characters to be un- paired, as we se e Beatri ce and Ta ffy 

as the i..;romen in Sa::1ffiY' s li f e and later, in the fourth sec­

tion, the extrenely influent i al pai r of Hick Shales and 

ROvlena Pringle. 

At the openi ng of the second section the adol e scent 

years have been passed over but somewhere in that period 

SamrilY lost his freedom: "no. I was not entirely free. 
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Almost but not quite." (p. 61 ) This :Ls pursued no farther 

as Saruny has found that he is in love ,-lith Beatrice Ifor. 

This is the consun ing passion of this sect i on a nd he s ets out 

to achieve hi s goal of obtaining her. The concept of love 

"t..,hich is put fonJard here is extrer.:tely narve: "'Does every-

one fall in love like t hi s? Is so much of t heir love a 

desperation? Then love is nothing more than madness.'ff 

(p. 63 ) This is a shallowness of perception caused by the 

strong sexual desire of a typical teen-ager rather than by 

a dee~J love. Follouing this proclarnation on the nature of 

love SalT1I1Y adopts, wh at he feels is, a · Dantesque attitude: 

And I do not want to hate her. Part of me could 
kneel dmn" could say as of F a and Evie , that if she 
would only be a nd rneward, i f she would b e by me a nd 
for me a na r or nothing else, I l)anted to do nothing 
but adore her. (p . 63 ) 

But this is not the spiritual adoration "t1hich Dante heaped 

on his Beatri ce and is a strong co ndemnation of Sammy , hi s 

lac~- of knolvledge and his aHakening a b session vii th the phy-

sical aspect of a relationship. 

Once Sarru7LY has started dOi'ln this path the process 

accelerates. In his obsession he torments Beatrice by 

suggesting , ironically , that he may be mad - a possibility 

"lhich totally frightens Beatrice. The motivation is strong 

and there are no b arriers -which cannot be overcome in the 

push tm'lards tl:.e objective: "Once a hunan being has lost 

freedom there is no end to the coils of cruelty.u (p . 89 ) 

1\ dual exylc.nation of the sexual obsession I-Ji th Bec.trice is 
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offered by Sar.my : 

A young man cer t ain o f nothing but sa lt s ex ; certa in 
t hat if t here wa s a po s itive val ue in living it wa s 
thi s undeni a~l e plea su re . Be fri ghtened of the pl ­
ea sur e, cond erT, it , exa lt i t - }Jut no one could deny 
t ha t t~e plea s ure wa s t here . As for Art - d i d t hey 
no t say - and youth with t he r e sour ces of al l huna n 
knowl edge at it s d i spo sal la cks no t hing but ti~e to 
know everyt hing - d i d t hey not say i n t he t hi ck and 
unr ead text books t hat the root of a rt wa s s ex? (p . 33 ) 

The po int is not t o ca ll into que s t i on the val idi ty of th is 

viel-,' of one of t he cau s e s of art , but rathe r t o show h OI:] 

Sar:uny j us t i fie s hi s ovm at titude tOHards a ba s i c for c e !::lY 

attempt i ng t o put it upon a h i ghe r plane t han it is for hirJ . 

Being fa irl y candid SarllIflY admit s: 

I l oved h er and vIa s 0rateful . ':!hen you a r e yOUDg , 
you ca n~i.ot beli eve t ha t a hUrlan relationsh i p i s a s 
pointl e ss a s it s eems. You always thi~: t hat t onorr­
ow t h ere ~ill cone t he revela tion . But i n fa ct we 
had had our revelati on of each other . Ther e \Va s no­
th i ng e l se t o }:n01". (p . 9 2 ) 

The f i na l revelat i on Saruny a ch i eves i n respec t t o t h is 

relat ionsh i p 1-,]a S t ha t "The 10veE1a}:i ng '-la s becOIJ.i ng a n 
10 

exploi tation . " (p . 92 ) 

10 
"Goldi ng : Yes , bu t there i s a point coni ng up here : 

that s e::ual s in i s e:;~ploi t a tion of one per son by anoth er . 
Bil e s: You mea n lu s t i ns t ead of l ove? 
Gold i ng : 'Jell , f ' don ' t kn01'J ,,}hether t ha. tis t r ue or 

not . ;',T'n e:1. e: ~plo i tation enter s s ex , i t lJecOi:1.e S s inf ul . 1, 0\,-/ 

it cou ld po ss i bly be , a s I s ee it , t h at a honos exua l love 
a ffa ir could have DO e:cp l oitation ; in 'Hhi ch ca s e , it "'JQuld 
have no s i n . Inescapabl y built into our soc iety i s t ha t , at 

. --r-- . 1-. .L , l' . 1 . , ' .L son e pOlnL In 1~ e L er0 S eJCU cJ.. re ..L c'tlons l l })S, one per sor, eX:).LoJ. LS 
t h e ot h er ; t hi s, I t h i :1.k , i s rea lly t r uc , and t ~ erefore i t i s 
sinf ul . I t i s the e:<:::)10 i t at i on , not t h e s ex . {/ Bi le s, 'I'aL: , 
p. Ill. 
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Once Samrny ha s obtained his objective 1vith Beatri ce 

he abandons her to ma rry Taffy, a gir l he ~et during a riot 

at a local YounCJ Coarrtunist Party meetin,. In discussing the 

analogy betHeen the screaming cat being dragged by a ca r and 

hi s O\vn actions r egarding Beatrice, San-tTl.y' s analysi s of the 

situation is b rie f and terse: 

I had lost EY p 0i1er t o choose . I had given aI-lay my 
freedo re . I cannot b e blamed for the mechanical and 
helpless reaction of a y nature. \'·mat I 'l;'JaS , I had 
b e c ome. (p. 100J 

In sexual terr'.i s SC:il1 .. '1lY has sinned but the transition b etween 

selves had already been effected and the rep eated rhetorica l 

question , !!Here?", is ansi'lereel in the r:.egative. 

TIle third unit of division ( Chapte~s 7-10 ) enCOffi-

passes Sar:L.l'ry ' s interrogation in a Na zi prisoner of i'lar camp , 

his solitary confinement in a closet, his attempt to discover 

when he first became afraid of the udark u and his revelation. 

This revelat ion is forced upon Sarruny because of physica l 

incarceration: uIn freedom I should never have acquired any 

tapacity. Then was loss of freedom the price exacted, a 

necessary preliminary to a new mode of knowing ?U (p. 101 ) 

This physical curtailI':'.ent of his freedon of acti vi ty leaves 

San:ny only with t h e " da rl-:" (or the centre ) I-\li th I-'lhich he 

IT.ust CODe fa ce to face. He Emst experience both hi s C21.1il ty 

~el f and the terror enanating f ron such a confrontation. 

Prior to t~tis experience is a realization of the forces '\'lh ich 

are responsible for the situation and Sa.~lTI1.Y' s actions are 



indicative : 

And he wa s ri gh t of cours e . I was not an ordinary 
man. I was at once ~o r e t ha n mo s t a nd less . I 
could s ee thi s '!,'lar as the ghastly and ferocio u s 
play of children who ha ~ing nade a wrong choi c e or 
a whole s e r ie s of them were so helDlessly torDenting 
ea ch other lJec;ause a .... n ong use 2.t fre_ed9!i1. _had _Jost 
them t hei r .f r~edorr: . (p . 11 4: Ital ics added T 

37 

This slight hint of the parallel beb-leen Sammy 's r.:li s us e of 

free ~vill and that of the collecti ve community of nations ' 

misuse , although not fully expanded so a-s to ' become tr.e maj or 

concern, widens the focus so t hat the s earch for the point 

at .... vhich Sammy lost his freedom reveals that in the mis-

use of freedom Sammy i s representati ve of the chcwtic 

state of the twentieth century world. 

The examination in Chapter 8 of early childhood, 

in an attenpt to isolate vlhere the fear of dar~:ness began, 

provides an a ccount of Father \'latts- V.Jatt' s increasing pa r-

anoia but is ultimately fruitless in deciding the issue: 

Now I have been back in these pa ge s to find out why 
I am fri ghtened of the dar~ and I cannot tell . Once 
upon a time I \Vas not frightened of the da r k and 
later on I \va s. (p . 126 ) 

It is not s trange that this point of transition is difficult 

to d i scover fo r the "dark" 'l.vhich SaD.my experience s in soli t-

ary confinement is not onl y physica l but, more i mpo rtantly, 

spi ritual. As he has found it hard t o isolate that point 

at 'which Sammy, the child, turns into San , the adult , so he 

also finds it diffi cult to uncover the point at wh ich t h is 

fear of t he da r k began for i t is a different darkne ss of 
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which he is afraid as an adult. However, at this point ln 

the earlier Sammy's progress it is too early for him to 

realize this, as he is attempting to remember his early 

life and has not progressed to his traumatic ~onfrontation . 

Ostensibly his next concern is the centre of room: 

"The centre vJas the secret - ruight be the centre. II (p. 113) 

The uIL~nm"n "'<'hich resides there is a part of the Nazi Dr. 

Halde's torture technique : "but they kneVl you would add a 

tonnent to the di scovery of the confinement, ,oJould add the 

torture of the centre." (p. 132) This area is, of course, 

the "dark: centre" which Pincher :r·~artin also had to confront, 

that place 1-1he1"e identity resides and where Sir.lOn' s vision 

placed the Beast - inside, the ego. 

Sammy 's experience quickly becomes more terrifying 

and his at~empts to resist the struggle are useless: 

Accept what you have found and no more. Huddle into 
your corner, knees up to your chin, hands over the 
eyes to ward off the visible thing that never appear­
s. The centre of the cell is a secret only a fe\'l 
inches mlay. The i npalpabl e dark conceals it pa1;ab­
ly. Be intelligent. Leave the centre alone. (p. 132 ) 

If one "Here not bent on revelation of the self this would 

be sensible advice but it is useless for Sanrny, and the 

movement towards confrontation widens the situation, once 

again, to include all hur:lani ty ,-vi th its racial memories: 

r-.. ly hand snatched i tseJ; f back as though the snake had 
been coil ed there , whipped back without my volition, 
a hand hi ghly trained' by the tragedies of a million 
years. (p= 136 ) 
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As the horror of Sammy's experience increases it becomes 

directly ana lagous to that of Pincher Ma rtin: 

Darkness in the corne r doubly dark , thing looming , 
feet tied, near , an un....1cn01.m looming , an opening dark­
ness, th e heart and being of all i maginable terror. 
Pattern r epeated from the beginning of time , app ro­
ach of t he unknown th i ng , a da r k c ~nt re that turn~ 
its back o~ t he thing that created i t and struggled 
to escape.- l 

Pincher's attempts to escape the horror of his own ego cul-

minate in his conviction that he is mad, once he real ize s 

the fallac ie s of t he world desperately created by hi s ego in 

its attenpt to survive: he sees a red lobster, wh ich is un-

usual in the middle of the North Atlantic a s lobsters only 

turn red when they are bo iled, and the "slimy wetness" of 

the water is also unt enable a s guano is insoluble i n water. 

Similculy ratl1e r 1Ja tts-1.1att, the highly paranoid, latent 

homosexual, also employs such an escape mechanism: "He 

Fathe r VTatts-1;}att and I Sammy at various crises in our lives 

pretended to other s we were mad or going mad. He at least 

ended by convincing himself." (p. 123) Such a soluti on 

is denied t o Sarr~y and he is made to face the consequences. 

Reduced by horror to the po sition of an ~rrational 

anirr.al Sarnmy cries out "Help me ~" which is "the cry of the 

rat when t he terrier sha kes i t." This is only an instinc-

tive cry and help is not actually expected to arrive, for 

11 
Pincher ~artin, (London : Faber and Faber, 1966), 

p. 179 . 
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the disinteg r ation of Sammy's ego is both rational and morc.I , 

be ing caused by an awareness of his own pressing guilt: 

There wa s no escape from the place , and the snake , 
the rat struck again f rom the p lace away f ro~ now 
into time . It struck with full force ba c_-wards into 
time past , saw with the urgency of present need that 
time pa st held only balD fo r a quieter moment , turn­
ed t herefore and lunged , uncoil ed , s truck at the 
futur e . (p. 140 ) 

Saruny ha s realized the enormity of the human ego and desper -

ately seek s re fuge in anticipation; a refuge denied to him . 

He has, a s Oldsey and Heintraub point out, "vJi th his angui-

shed, s elfless cry ... purchased release from hell's ante-

room, and gained , if not "Paradise Hill," at least a pur-
12 

gatorial stay. " Sammy may not have graduated from pur-

gatory but he ha s certainly progressed from hell . 

The effect of the isolation experience is quite 

definite a s SaTIL.'1lY once again rega ins a sense of the myst-

ery of the universe whi ch he previousl y had a s a chi ld : 

Everything is related to everything else and ~ ll 
relationship is either disco rd or harmony . The pow­
er of gravity, dimension and space, the mo veDent of 
the earth and sun and unseen stars, these made what 
might be ca ll ed Dusic and I heard it . (p . 141) 

The rejuvenated Sanuny has becorr.e al,vare of the "music of the 

spheres". Encounteri ng a fellO"w officer Sammy cries, and a 

difference in view-point is established as the lieut enant is 

only abl e to r eply vJi th Grade B movie dialogue : "'Sorl-Y , 

12 
The Art of ,<)" 

.LL.u. 
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Sammy. They're a lot of bloody 'murderers. "' (p. 142 ) "ltlhile 

our protagonist is fully aware of the difference generated 

by his ne\v consciousness : "So he wandered off , thin..1cing I 

"tvas ,,- round the bend, not cOf.l.prehending my complete and lumin-

ous sanity~" (p . 142 ) This sanity brings a pro clamation 

"tihich goes far beyond that aphorism which Sarruny I-vas tempted 

to put forth earlier, for while realizing his, and there-

fore nan 's essential nature, an understanding of the essence 

of the "pillars ", upon which depend the "wonder" "ltlhich "form-

ed an order of things", ha s evolved: 

This substance was a kind of vital morality , not the 
relationship of a Dan to remote posterity nor even 
to a social systen, but the rel ationship of individ­
ual man to individual rean - once an irrelevance but 
now seen to be the forge i n which all change , all 
value, all life is beaten out into a geod or a bad 
shape. This live morality was, to change the meta­
phor, if not the go ld, at least the silver of the 
ne1tl world. (pp . 143-4 ) 

Following upon this comes a realization of the full-

ness of Beat rice's character , which certa inly was not pre-

sented by the slanted view of the earlier parts of the 

novel, as "sirr~p le and loving and generous and hlllilble." 

Yet even this insight does not cone any closer to the resol-

ution of the search for by the time of his involvement with 

Beatrice Sa~DY's fall had already occurred: 

And yet as I remembered myself as well as Beatrice I 
could find no moment when I was free to do as I would . 
In all that laEl.entable s tory of seduction I could not 
remember one moment Hhen being \'Jhat I was I could do 
other than I did . (p . 145) 



Nevertheless at t he end of this section Sa.r:uny is able to 

narrow to a more speci f ic point that time when he "made a 

choice in freed om and lost my f r eedom." For a more precise 

calibration he ha s t o return t o h is school- day s and that in-

fluenti a l pa ir: lJi ck Shales and Rmvena Pringle. 

The fourth unit of Free Fall is where Sarnny finally 

isolates hi s fall. The initial examina tion is of his spir-

i tual pa rents: Shale and Pring-Ie, each of vIhom p r e s ent s one 

system wh ich excludes the other. Eiss Pringle tea che s her 

children religion and Ni ck Shale s teaches thew science . 

of the children ever se Gk s t o bring the world of reli gion 

into the sc ience c l a ss- room until Sammy, talking to lU ck 

after his disgr a cing by I'.'. iss Pring le, ha s Cln insight: 

Underste.ndiWJ ca~[le to me . iU s 1m" sp read . I s avl it 
holding good at all tines and in all places. That 
cool a llaying rippled outward. The burning bush re­
sisted and I unde rs to od i nstantly how we lived i n a 
contradiction. (p . 64 )13 

p l,;one 

This "contradiction" exists within the ;:>air ther"sel ves fo r 

Nick is a descenda nt of the saintly Na t ha ni e l o f Pincher 

Eartin; converse l y Rowena Pringle is ha rdly the exemplar of 

the lessons she teaches. Frustrated both s exual l y and men-

tally she attacks Sa rru:i Y because he ha s usurped the po sition 

she hop ed for in the household of Father Uatts-VTa tt. 

13 
Berna rd F. Dic~ ma intains t ha t it is the s eDara t­

i on of the s e two syst ems which is the problen : ~ ~an , ~hen, 
is in a state of free fall , suspended between a humanism 
'tvi thout God a nd a r eligion without nan . /I i;[illian GoldinS[, 
p. 72 . 



Presented lvi th the se t\'10 systems Saruny mu st consider 

them in li <}ht of another f orce - t he adolescent 's g r ovJing 

awareness of s ex . This become s no t just a vague feeling but 

is vividly portrayed in the uncovering of the activity of 

I~iss T;:anning and Lr . Care'!;", . The strong s exual urge i s the 

dominant concern of the final part of this section (Chapter 

12 ) and it is t h is 'which causes Saruny to na~(e his cho ice : 

Sex, you say ; and now we ha ve said s ex where a r e we? 
The beaut y of I.: iss Pringle 's cosmos 'Ha s viti a ted lJe­
cause she wa s a b itch. Ni ck 's s tunt ed un i ve rse wa s 
irradiat ed by his love of people . Sex thrust De s t ­
rongly to choose a nd know . Yet I did not choose a 
materialisti c bel ief , I chose Hick . For t hi s rea s on 
truth seeDS unattainable . I know myself to be irr­
ational because a rationalist belief dawned in m~ 
and I ha d no b.::: sis fo r it in logic or calm thought. 
Peopl e a r e the 'tvalls of our r OOIn , not philosophies. 
(p. 171) 

SalliTl,y had to choose OTl.e of the two systems a s a ,vorld-vie'!;'] 

'Which ivould aJ.10,v him to cope wi th se;c. The one he did 

choose wa s pi cked because of its disciple rather than for 

it s inherent quali ties. 

Nevertheless Saillfl.y does not proceed to err..ulate Nick 's 

precedent as a sa intly -t ype of person ; rathe r he manipulates 

rationa lisE!. in-to a philosophY of moral relativism, ,·,hich he 

can enploy to justify his pursuit of Beatrice: 

I was I'lOre intelligent than Hick . I S en'l tha t if man 
is the highest, hi s own creator, t hen good and evil 
is decided by maj ority vote . Conduct is not good o r 
bad, but discovered o r got away with. (p . 165 ) 

r:y deducti ons f rom Nick 's illogically adopted syste5 
were logical . Ther e is no spirit , no absolute . Th ­
ere f ore r ig~l-t und vJTonq are a parl ianentary decision 
like no bett ing slip s or drinks after ha l f pa st ten. 



But Hhy should SaDl~Y Co unt j oy, si tt ing by hi swell, 
g o 'with a majority decision? ,\1;'1Y should not Sar:uny 's 
good be 'what Sar:u'lY decides? (p . 171 ) 
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Sex itself is not being held up as particularly evil but 1S 

seen a s the c: g ent of temptation to iih ich Sammy SUCCUf.lDS. 

The p o int of the fall i s finally reached as the headma s ter 

advi ses Scll~iI::Y up on hi s de~)arture fro~ school : "I f you ""ant 

sor,lething enough , you can ahmy s get it provided you are 

willing to rwke the appropriate s a c rifi ce." (p . 17 8 ) Sa rr",,,,,,,y 

meditates upon this 
. and. , 

adV1 Ce,. \Vnen he finally decides ",ha t he 

will s a cr ifi ce the fall occurs , for his anSlver is "Every-

thing ." The recurring rhetorical question, "'Here'?''', is 

emphatically left una n swered in o rder to strengthen the io-

pact of the decision. 

Unfortunately the early part of the headm.aster's 

advice i npre ssed Sa.Ir>.my mo re t han the latter part, 1:lhich he 

mi ght 'Hell hc.ve heeded : "But \·;ha t you g et is never quit e 

what you thought andsGoner or later the sacrifice is ah,ays 

regretted." (p . 1 78 ) The desired object will not s a tisfy 

Sa.mmy 's needs cOJ'L:.plet eJ.y but at th i s s tage h e is tota l ly 

oblivious to such an idea. The d e cision is fol lowed by 

actions 'uhi ch CCluse SarChllY to lose sen se of Beatrice as an 

ind i vidual in see}:ing to use her for pe rso na l g rati f icat ion 

and this is the p i tiful result of his obsession. 

The tra.ns i tion bebveen boy and ma n (innocence/ ex-

perience, i 0norance/}=noHledg8 ) i s visually displayed in the 

hyo pictures of Beat r i ce which Sar."J:l.Y does. The first picture 
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'tve are exposed to. is a ~ nude portrait done "after the last and 

particularly degrading step of her exploitation" and as such 

is intended to reflect Samny' s obsession vIi th her body, al­

though she ends up "look i ng out of the \'lindOlv as thouc;:rh sh e 

had been blessed." Th e second picture~ done earlier, is not 

examined until the twelfth chapter. Here the portrait has 

been quickly dash ed off by Sa JTlDY for Philip Arnold to turn 

in during art class. This portrait of only "about bvo lines 

and a couple patches of offhand shading" ha s mana ged to cap­

ture a more spiritua l side of Beatrice with "little miracl­

es of i~plication" and "ima gination". 

The final unit of the novel occurs Dainly in the 

post-war years and acts as a foot-note explaining the fall 

in little more detail. 0aIlmy's visit to Beatrice is futile 

for she is beyond his reach - she has become like the idiot 

child I.:innie; the change in SaJTl.r.',Y' s self is seen in the di f f­

erence between h i s reactions towards a similar situation with 

each of these fi gures. In the first case, when ~innie ur­

inated, he and t he other children "were exalted to an emin­

ence" whearea s in Beatrice's case he is physica lly sickened. 

SamI]Y may not have been solely responsible for ""hat Beat­

rice has become, in Endicott's op inion, - he may have even 

prolonged her sani ty ~ but this does not alter his emotions: 

"Just that I tipped her over. 1~othi n9 can be repaired or 

changed. The innocent cannot forgive. u (p. 188 ) 

I '~ore i nporto.nt, hOHever, is :Sndicott' s confessi on 



of his love for Taffy and , later, hi s envy of the life 

Sa:r:mlY a nd Ta ffy lead to gether. Inlen he asl<: s Sammy ro r ad-

vice he is told that "Nothing of wha t you go through now 

will peer ove r your shoulder or kick you in the fa ce. " (p . 189 ) 

Endicott is i gnorant of the ful l i mport of the s e words. 

Sar.u-:lY 's delibera t e exploitation of Beatrice has lJee n const -

antly in hi s cons c i ou s nes s and ha s i nparted a deep s ens e of 

guilt. Endicott's " love" for Taf fy Day be of the sane ki nd 

but he will never have t he chance t o fi nd out. 

SaE'u.'"1Y reckons that he has hvo IT,ore visits to inpor-

tant fi gures in his past. The first is lU ck Shales and i n 

t he analysis of Hick 's rationalism the choice of t h is pa rt-

icu lar system is seen to be Ni ck 's reaction to t he Victorian 

concepts of God , noral ity and the Brit ish Empire. Essen-

tially IHcl:: , li~~e Beatrice and Johnny Spra gg, is an innocent 

for whoD it is possible "to live in one world at a t ime ." 

The p repared speech goe s unspoken because ?Jick: is dying and 

Sammy , in his last glinpse of the old teacher, lS "awed" . 

The nature of Hick 's cha r a cter leave s Sammy only with an 

awareness of hi s "own nothingness", whi ch has ar is en fran 

his inability to be either an innocent or reside wholly in 

one llorld. 

Turninq to Rm'Jena Pringle Sammy hope s t ha t she , a s 

another one of those who have lost t hei r f reedom and are 

there fo re <]Uilty , ~'Iill understand "wha t he has to say. Inst-

ead he finds an old spi nster who \'Iould like to thi n..."l:: that her 
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tutelage wa s " a teeny- weeny bit responsible for the thing s 

of beauty" SarlmY crea.tes . The p repared speech once again 

goes unspoken as Sar.illlY cones to the shock ing realization 

that Rowena Pringle ha s not accepted the responsibiliti e s of 

one of the fallen : "For t hat woman had achieved an unexpect­

ed _::ind of victory; she had decei ved '-herself completely and 

nOH she ,,'as livinc; in only one vlOrld. II (p . 191 ) Upon de ­

parture the dichotomy once more comes into focu s: ~Ier world 

'tvas real, both ""orlds are real. There is no bridge . /I (p . 

192 ) Sanoy 's words do not apply to hiRself but to the othe rs . 

The bridge cannot exi st if its existence is either unknown, 

a s in the case of Nick , or igno r ed, a s in the ca se of Rowena 

Prin9l e . 

The final cli~ax of the boo~ occurs at t he moment 

Sawny is r elea sed in the Hazi camp . After he ha s, 'without 

hope , called dut to be set f ree he i s, almost miraculousl~ 

cal l ed forth. Inst ead of finding Dr . Halde , \',1ho is referr­

ed to a s the " judge fl
, 'waiting t o pa ss sentence Sammy l S 

confront ed by the cal':',p cOITunandant \·;ho apologi zes for the 

torture . Preci sely why the conullB,ndant relea ses SaInr.1Y is 

c.rnbiguous; perhaps he resents the Gestapo docto r's methods 

or perhaps he i s a humane Na zi. At any rate he beco~e s the 

fiCJUre of humanity respor.ding to a cry of di s tress. 

The climax of the novel is aborted as it fini shes 

VIi th the cOD.mandant ' s "ins crutable i-10rds ", over '\-Jhich both 

Sarnrny and t he reader must puzzle: "'The Herr Doktor does not 
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know a~out p eop les. '" (p . 192 ) This is one of the finest 

exanples of Golding 's use of ironic aI'lbi guity . The comman-

dant's gruQ~atica l error could indicate that he believe s that 

Halde's point of viel-oJ, alth ough true in some instances, does 

not a pply t o I':'"anl::ind in C]enel-a l or simlJly that Salde is COffi-

pletely and totally I'Hong . 'in.latever the case the point 1S 

that the '~~err Dol:: tor" certainly did k now a bout Sammy and 

knew p recis e ly the most effective method of breaking him. 

Still :ialde I:WY not have exp ected SaEUny ' s s p iritual revel-

ation. If Sc:.r:uny is to b e seen as an exanlple , the do ctor 's 

analysis of the psyche of the sensitive, guilty per s on is 

remar~::a~ly acute, 21 t~i.o ug:t for hun ani ty in general it !:lay b e 

erroneous. For Rick the innocent and Rowena the self-dec-

eived this trea t~ent would have had very little effect. 

The doctor's a ctions, although subtler, have the 

sane t}~e of violen t inpulse which Rowena Pringle 's did , 

vihile .1..' Lne co"lIlandant 's a c tions are definitely like those of 

Hi ck. T'nese h olO Gern ans f orE'c the final pair of the novel. 

Both are professional men but the doctor is an opportunist. 

It is he vJho crea tes t h e situation for SarrJllY' s confrontation 

,,,i th the i1de.r:!::: centre" and consequent revelation, °\.-1hile it 

is the COElJo,landant wl-Lo rep l ies to Samr.y's c ry of terror. 

The alE1.ost totally opposite characters of t h ese t\'lO fi gures 

only re-enforce the separation of t h e two systen s a nd em-

phasize the difficul t y of ach ievinC] a vision of unit y . 
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So Sam..'"J.Y :,:ountjoy comes to an understandin~J of both 

hUJ.'1lan linitations and hl.Lr:lan i gnora nc e . Llthough he has su9g- ,,:, 

ested t~at the two worlds cannot be b ridged they do , in fact , 

meet in hin : "Both worlds exist side by side. They neet in 

mei.. " (::J . 135 ) Sam..'11.y is a ' unique individual and his cl.rc:.lTIl-

stances , as for IIlo st Golding protagonists , are extenua ti ng . 

He is not , hOHever , t h e sa IlLe figure a s Pincher l,:artin. There 

is a Dotential of Pincher in all of us even if we are not 

full-blo1"vn Pinc:-ters. The Sa;rur.y r:ountjoy potent i al may exist 

but it is one that ha s to be developed and one that will be 

realized if the individual is fortunate. Forced by isolat-

. , . . I.e .. ' h ' l l on '[0 en~J i3. '}e 1:1 s e ;:- exa::nnr.: l:lOn, \'~_,lCll fevJ do ~·lillirlgly· , 

Sar:lIT(v- h e; s :Eollol·Jed the Socratic dictun to thysel f" 

e.nd in cCE1binin=- hlO worlds has becole.e 

kn01·lJ.ed']e , then certainly of avJareness. In eloin0 so :r.e 

ha s develo~ed the ability to create h is own sy ste~ wh ich is 

to be regarded a s core ad~irable than those p reviously 

p resented . 

Golding, in talking of another great man in one of 

his essays , says: 

••• knowl edGe disp lays no dichotoEY at la s t , but is 
one. The intuition of Copernicus was the intuiti on 
c or:L-::.on to all qr eat poets and all great scientists; 
the need to sim91ify a nd deepen , until what seeDf A 
diverse is seen tgiie i n t he hol101'1 of one hand . ~ 

14 
"Ccper nicu s"! r ne Hot 40 . 
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This i s the crux of Samny 's revelation for, 1'Jhile he ft1.ay not 

be alone in his po sition, he is certainly unique in hi s aw-

arene ss. Si s existence in a state of free fall , which is a 

pa r adoxical combination of the theoreti cal ly mutually ex-

clusive scientifi c world of physics and t he theological world 

of the Bi ble , is indicative . For Golding 's narrator know-

ledge is purgatory and while h~roic stature of sorts Day be 

achieved for SODe of his characters, a s in t he case of Pin-

cher r-:artin, both Ilristotelean cathar sis and Christian pur-

gation are denied for Sar:-Lf:1Y 'I/no is still alive. 

It has been suggested that 

Samr:ty cannot yet irr:agine Si sy~hus happy, but hi s 
plight is not ho~_)eles s, for it is evident t hat he 
shall continue searchirl.'J llI1';:il he achieves the final 
existe~ti 21 discovery t hat i n man ' s tornent~d ability 
to dec ide hi s mm fate exists hi s victory.-

This may be a valid interpretation but one is reluctant t o 

vie,,, Samr..y as seeing this "abi l ity" a s any sort of "victory" 

i nst ead of berely being par t of nan's nature . Boyle's view 

tends to make Golding a Catholic existentialist with heavy 

leaning s towards Canus . Rather I sugge st that in tracing 

Sarmny 's acquisition of knm'll edge Golding is being more of 

a morali s t than an e:-::isJ.:entialist philosopher. In Pincher 

Kartin there was no expectation that readers would ha ve 

15 
Ted E . :Soyle , "TIle Denia.l of the Spirit: hn ~xplic­

ation Qf \',rilliam Golding 's Free Fall", \.';Tas cana 2ev i eH , I 
/.,-- ,... \ - ,... 
~ l::;u O ), lU . 
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first-hand knowledge of attempting to exist on a tiny rock 

sOH1 e1,;here in the middle of the Horth Atlantic and, sinilarly, 

tnere is no ez:pectation of a like experience in a ;Jazi con-

c entration ca ~J.p . There are def ini te affinities 'Hi th exi st-

entialist thought but in attenptinq to create these situati-

ons Golding is trying to forc e his readers into a sinilar 

self- exami na tion . San.":lY ha s nov; come to exi st in a pUY<:Ja t-

ory comple te with his guilt and hi s knowledge , which is 

terrible, and this is what Golding places the emphasis upon . 

It is necessary to point out that SaITJCl.Y is the first 

of Golding's protagoni sts who is consistently aware trom the 

the beginning of the work what the climax and the focus are 

to be. This is a result of the first person narration and 

there is onj.y or:e other in a like si tuation, Oliver in The 

Pyrcrlid. Lore imnortantly Free Fall is.the first Golding . ------
novel to analyze the process rather than the result. It 

is doubtful 'whether Sanuny , or Golding, 1.-Jould see the ab­

iIi ty to make a \VYong choice, for the "!rong reasons , 1./nich 

results in loss of freedom and a fall / and the decision to 

exploi t other people for one's min ends, as any sort of 

"victory". Such a pseudo-metaphysi cal claim breaks down 

'when one examines the settin0 of Sar:tmy ' s revelation - a 

Naz i prisoner of war camp. The Naziis are indicative of 

man 's inhUl'La ni ty to r.:.an \'lhich could, and doe S I ari se f re-

quently and in several cultures; on a larger scale a ma ss­

ive decision involving fre e will with the horrific conse-
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quences, of which all of Golding's readers mu st be aware, 1S 

difficult to view as any type of "victory". It 1S precisely 

this "tormented abili ty" Hhich lost l7'.an his innocence, along 

with Eden, and threw him into a r a t her precarious spiritual 

position. This ability, together with knowledae of good and 

evil, t heo logical overtones and the exanination of the pro­

cess, copbine ';,1i th the artist and his vision to lead direct­

ly to Dean Jocelin and The Spi r~ . 



CHAPTER THREE 

It comes back t o Hit ler, you see. I mean Germa ny 
would ha ve be·2n a n ess any·"lay , but Hi tler insur ed 
that it should be the boil t hat burst; sir,lil a rly, 
a saint or a sp iritua l person can do a compa r able 
thing . Of course, we may r apidly be moving towa r d s 
the time when there aren't any more spiritua l people ; 
in which ca se, my opini on i s we will simply sort of 
fade out then. "V,There there i s no vision, t he peopl e 
perish." I think tha t is literally true, litera lly 
true. 

-William Golding to Jack I. Biles in 
Talk: Conv ersations 'wi th William 
"GoTding . 

But their great art, I cannot understand, only wonder 
at a wordless comIllUnication. It is not merel v the 
size, the we igh t, t he skill, the integrity. I t is 
the ponderous movement forward on one line which is 
none the less a f l oating motionlessness. It is the 
vision. Beyond the reach of the dull ffiethod, of 
statistical investi gation, it is the thumbprint of a 
mystery. 

-William Golding , "Egypt From r:Jy Inside" 
in The Hot Gates. 

Chronologically Dean Jocelin precedes both Pincher 

Martin and Sammy ~ountjoy by some six centuries but rather 

than being their ancesto r he is most definitely their lit-

erary descendant. Elements of the situations in The Spire, 

some parts of the characterization and thematic focus come 

from the two earlier works. It seelCl S almost mandatory to 

be aware of the earlier wo r k s in order to arrive a t an und-

erstanding and to form an accurate evaluation of this no vel. 

Technically The SDire is not t he experiment in narr-

53 
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The structure is not a s conplex, as the narrative follows a 

chronologically straight line which portrays the changes 

which occur in Jocelin. There is, however, another, ~ore 

structured.time-scheme overlaid and employed so that 

... the reader can indeed follow the g rowth of the 
tower, octagon after octagon, p inacle after pinacle, 
along the time-scale of the liturg ical year at the 
beginning and the rhythm of the seasons when Jocelin 
has beco~e the friend of the masons and has forgott­
en the liturgy .~ 

This shift from the rhythm of the liturgy to that of nature 

serves to emphasize Jocelin 's movement from a strict form 

of worship to a reliance upon his vision,during which time 

he tunes in to a more basic rhythm which allows him to 

arrive at an understanding of both himself and other 

people. 

In terms of Golding 's use of the past The S12ire is 

in be inq the anI" work in which emDh€is is placed un.~ue _ J .". 

upon the atmosphere of a definite historical period. As 

becomes clear the period is mediaeval and if the reader is 

aware that the church is intended to be Salisbury Cathedral 

the historical time is narrowed even fu r ther to the four-

teenth century. This is not to sugge st that the work is 

1 
Jeanne Delbaere-Garant, "The Evil Plant in William 

Golding's The Spire ", Revue des Langues Vivantes (Bruxelles), 
XXXV (1 9G9 ), 62 3. 
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a pseudo-historica l novel, such as those of r· ~arch ette Chute 

or Lady Antonia Fraser, nor does Golding seek to put forth 

a scholarly concept of this period, such as those of C.S. 

Lewis or D.V. Robertson, couched in a creative work . The 

Spire is totally fictitious and in it concepts fon-larded in 

the earlier works are examined further with the intention of 

being relevant to the twentieth-century reader. 

In changing the narrative style Golding assumes 

total autherial duties and responsibilities rather than 

employing a first-person narrator as in Free FaIlor The 

Pyrami~. As a result a voluntary search is not the theree of 

the story ; the mode of The Suire connects it more closely, 

initially, with Pincher ra rtin. Both work s describe the 

grad11al g rC"\vth of self-i.:nmvledge in the protagonist but in 

doin~ so this novel links with Free Fall and The Pyramid in 

the examination of the process by which the protagonist has 

arrived at the present state. The g rowth of self-knowledge 

is accompanied by a sense of guilt, of the Sammy r:.ountjoy 

variety, · for Pincher I·~artin is hardly conscious of any guilt 

and Oliver's recognition, if any, is minimal. Dean Jocelin 

shares Sammy's predicament of being a man in society although, 

like Kartin, he dies at the end of the novel and does not 

have to carry the burden which Saruny does. Joceli~'s exam­

ination of his self nay not be viewed in the structured 

retrospection employed by Sammy, but it nevertheless does 

occur and he receives the revelation which is his due as a 
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Golding protagonist . More i mpo rtant is the continui ng con­

cern with two systems,whi ch a r e initially mutually exclusive , 

first p resent ed to the audi ence by Sammy r·:ountjoy. 'I'he ba t t­

le is once again between the physcial a nd the spi ritual or , 

from a di fferent po int of vie'w, bet ween Rea son , as embodied 

in Roge r Ma son, and Faith , championed by Jocelin. The ten­

sions caused by this cons i stent schizophr eni c division in 

mankind's world-view generates muc h of the power necessary 

to push forward t he a ction of the novel and is manifested 

in the construct ion of the mo nument. Arising f r om this 

tension is t he question of ,,,,hether Jocelin, like Sarr.rny , man­

ages to reconcile these syste!'.l s a nd in combining t he spir­

itual with the secular , informed by his newly ga ined self­

knowledge , create hi s own more va l uable mutation. 

The narra ti ve progress measures not only t he g r mvth 

of t he spire and the difficulti e s encountered in its con­

struction but al so the g rowth of Jocel in's obsession, both 

of which te r minate in the completion of the p inna cl e . The 

completion, together ,'Ji th t he thunderstorm which bu ffet s the 

construct ion, ~a rks t he beginning of Jocelin's p rogress f r om 

purgatory to heaven. Jocelin exists , a s does Sammy , in t he 

purgatorial free-fall s tate and this is po rtrayed very eff­

ectively in a visual manner. We s ee Jocelin vi ewi na the pit 

the workmen have dug and his reaction to its co nvulslons 

p rovide us with an essential clue: 



Some form of l i fe ; that whi ch ought not t o be seen 
or touched , the darkness under the earth , turning , 
seething, comi ng to the boil . 2 

5'1 

Doomsday comi ng up ; or the r oof of hel l down t here . 
Perhaps the damned s tirring , or the nosel es s men 
turning over and t h rusting up ; or the livi ng , pagan 
earth, unbound at la st and v;aking, Dia r'':;ater. (p . 80 ) 

Jocelin and hi s companions exist in a purga tor y which is de -

fined at one extreme by the hell-pit and at th e other by the 

blue dome of t he hea venly s ky . The spire reaches towards 

this blue dome and in wor ki ng fo r its completion Jocelin 

arrives at a sta te of self-knowledge , while encounter ing 

paganism and more "thrust i ng". The proces s by which t hi s 

occurs is, f or Jocelin, as for hi s a ncestor SaIllTIY , the most 

i mpor t ant aspect of the new sta te for it include s salvat i on 

in both t he Chris t ian worJd of the novel and in Golding 's 

view. ' 

The chronolog ical set ting of the novel allows Gold-

ing to dispense with ma ny of t he Biblical echoes whi ch pe r -

vade ea rlier works because the period s etting i mbues the 

novel with concepts ba sic to Golding's work . With t he rel-

igious system as a given, as a result of the nature of the 

subject matter, the tension between the two systems, Rea son 

and Faith (secular /spiritual ), is e stablished in the opening 

pages where the de scr iption of t he model of the chur ch is 

" , , 
.t\. .l.l 

2 
The Spire (London : Fabe r and Faber , 1964 ), p . 79 . 

further reference s a r e to this edition. 



deliberately phys ical : 

The model wa s like a ma n lying on h is back . The 
nave wa s his legs p laced togethe r, the t r ansept s on 
either s ide were hi s arQS outspread . The choir was 
his body ; and the Lady Chapel where now the services 
would be held , was his head . And now also , spring­
ing, pro j ecting , bursting , erupting from the heart 
o f the buil ding , there was it s crown and ma jesty, the 
new s p ire. ( p . 8 ) 
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This passage introduces the obviously pha llic nature of the 

spire, indicating the sublimated s exual ity of Jocelin which 

is developed later in his thoughts on Goody Panga llo At this 

point it is an unsuspecting Jocelin who views the model i n 

a manner almo st totally obl ivious to t h e physica l a s he is 

concerned only with t he mo re spiritua l side of the ma tter: 

They don't know, he thought, they can 't know unt il I 
tell t hem of my vision: And lauqoh in9 a'Jain for joy, 
he went out of the chapter house t o where t he sun 
piled i nto the open squa re of t he cloist ers. (p . 8 ) 

The "vision" is what gives Jocelin t he strengt h to proceed 

throughout the novel and it forms the basis of his r ebutt -

al to the ob jections of his ma ster builder, Roger Kason: 

"'It's a vision, Roger. I don't expect you to understa nd 
3 

that - '" (p. 85 ) vihether the "vision" is in fact derived 

3 
Jocelin makes several references t o the "vision". 

In one ca s e he tal k s of being chosen fo r the task : "The 
bui l ding is a diagr am of prayer ; and our spi r e will be a 
d iagram of t he highest prayer of all . God r evealed it to 
me in a vi sion , hi s unpro fitable s ervant . =1:e chose me . =Ie 
chooses you , to fill the diag ram with g lass and iron and 
stone, since t he children of men require a t hing to look 
at." (p . 120 ) Later he connects this task with fi gures f r om 
the Old Tes tament: "The net isn' t mi ne , Roge r and the fo ll y 
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from God or me rely the product of Jocelin's ego is more or 

less peripheral to Go lding 's intentions. He is not examininq 

the cause, psychological or otherwi se, of visions and The 

Spire is not intended to be a case-study of a typical vis-

ionary along t he lines of Noah or other mediaeval Christian 

mystics. Initia l ly t he vision must be viewed as a beneficial 

token even though it also severely restricts Jocelin 's in--

sight concerning both his own nature and the import of the 

surrounding circumstances. Early in the novel he real ize s 

this restrict ive nature : "It is true. At the moment of 

vision, the eyes see nothing ." (p. 24 ) With this "vision u 

consistently in front of him the field of sight narrows more 

and more as the obs ession g roivs, even though Jocelin had 

vowed to maintain a contrary position earlier: "And I must 

remember that the spire isn't everything ! I must do , as 

far as possible , exactly what I have always do ne." (pp . 8- 9 ) 

Unfortunately freq~ent obstructions and the significance of 

his mission will not allow the Dean to retain his own nor-

mal way of life intact. 

The elements of Jocelin's situation are connected to 

isn't mine . I t's God's Folly. Even in the old day s he never 
aked men to do what was reasonable. Men can do that fot 
themselves. They can buy and sel l, heal and govern. But 
then out of some deep plac e the cOffiffiand t o do what makes no 
sense at all - to build dunghill s; to ma rry a whore ; to set 
their son on the altar of sacrifice. Then, if me n have 
faith, a new thing comes ." (p . 121 ) Finally he looks to 
the "vision" to give him strength: "I musn 't scream, or run, 
he thought . That \oJQuld be unworthy of the visic::m." (p . 1.'33- 4 ) 
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those concepts ,..,hich Samuel Hynes notes in Golding's ""orks: 

The problems i,..,hich are central in his novels are the 
eternal questions of the religious man: the nature 
of good and evil, guilt ~nd responsibi lity, the mean­
of death, and free will.l 

Jocelin has, as do any of Golding's major figures, especial-

ly SaPli'uy r:;ount j oy, the ability to exerci se hi s free "Jill 

and must take the consequent responsibility. The ideal op-

eration of this ability does not occur because the Dotiv-

ation behind a choice is often that most dangerous of sins: 

pride. George H. Thomson, in his assertion of the essential 

orthodox Christian nature of Golding's "..,orks, produces this 

as a lin..'lc vii th the earlier works: 

In the first three novels pride is shown to persist, 
unredee!Tted by the gift of heave!1' slight; in Free 
Fall the light of redemption comes at last; in The 
Rpir~ heaven's light is present from the beginning , 
ut the hunan capacity t0

5
receive it is bedevilled 

by instability and pride. . 

This is quite aptly pointed out by E.R.A. Temple, although 

he lind ts its significance to The Spire in sayin'J that 

Jocelin "knew himself to be imbued with the cardinal sin of 

Pride, from which he was praying to be delivered immediate-

4 
"Novels of a Religious ~an", in William Relson, ed., 

William Golding 's " Lord of the Flies": A Source Book , p . 70 . 
(Originally published in COITL'1lom'leal, LAX1 (l:iarch 18, 1966 ).) 

5 
"\Villiam Golding: Between God- Darkness and God- Li ght", 

Cresset (Valparai so Uni versi ty ) I Y':;CUI (1 969 ) , 11. 
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6 
ly before receiving his "vision"." At least the pious Dean, 

unlike either Sammy or Pincher, was a'l.-lare of one of his .·l i m-

itations. At the same time a situation was created which 

Jocelin was not totally aware of and his fa i lure to realize 

the ramifications shows definitely that his state of ignor-

ance ' is typical r mankind for " J.Jot to know is man's limi-or 
7 

tat ion, and his tragedy, and to act is to risk being wrong. " 

This is the risk taken, for Jocelin cannot possibly hope to 

foresee the fut<lre and in his provincial way is quite linited 

in his knmvledge of the workings of the world and its inhab-

i tants. '\Pnether he is justified in his dedicated obsession 

is left to Golding to decide and then show his audience. 

Goldin~ works through the novel a nd forces his readers to the 

realization that Jocelin is one of those men of vision, nen-

tioned in his conversation to Biles in the first head-note 

to this chapter, 'Vlithout whom, paradoxically, for these nen 

often '\vreak havoc, '\-le would eventually vanish. The monument 

which Jocelin succeeds in erecting is similar to the great 

art of the Egyptians, which goes f{ther than "the dull 

method", portrayed in the figure of Roger !.lason, and enLbodies 

that which is the mystery of the world and, to Jocelin at 

least, of God's creation. 

The ovenlhelming obsession obscures Jocelin's a'\'lare-

"William Goldin'} ' s The SIJi re: A Cri tique", 
Renascence, XX (1 953 ), 171. 

7 
Ibid., 173. 
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ness of the total effect the construction 1S having on the 

people around him. He is granted partial insights into cir-

curflstance s but he lacks any unified picture until the end. 

He personally moves towards i solation from the church conun-

unity, his congregation, his friends and finally from the 

workmen and Roge r ~ason. ""'h' IS T ~ 1S caused by vocelin viewing t h-
1\ 

ose around him not as human beings but seei ng them only in 

relation to the construction of the spire and what they may 
8 

have to contribute to its conpl etion . As the descendant 

of Pincher Vartin and Sammy l.:ountjoy, Jocelin enters into 

exploitation of others for his Oi-'ln purpo se; although his 

exploitation is theoretically for a more spiritual reason 

it is also on a grander scale. The justification for this 

is simple: "'I am about my Father's business.'" (p . 67 ) 

and this fOTInS a defensive barrier wi thin Jocelin 'tihich 

impedes the gro'wth of awareness. 

The first minor revelation Jocelin receives is when 

he come s to understand the attraction of Roger and Goody 

for each other: 

Drawn by the terror, Jocelin looked where she 't'las 
looking ; and now time moved in jerks, or was no time 

8 
For ex&'ltple the scene where Roger pleads 'tvi th 

Jocelin: 
"'Father , Father - for the love of God, l~t me go:' 
I do what I must do. Ee will never be the same again, 

not with nee He will never be the saQe man again. I've 
won, he 's mine, my prisoner for this duty. At any moment 
now the lock will shut on him." (p. 88 ) 



at all. There f ore it v'laS not su r p risi ng t hat he 
found h i msel f }::novling ~...,hat she v'laS looking at, even 
before he s aw the master builder. (p . 57) 
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This relationsh i p pleas e s Jocel i n f o r he see s Goody as one 

way of insuring t hat Roger will stay to complete the sp i r e. 

Similarly Joce l in comes to the realizations that Roger has 

taken to drink, that he i s as afraid of heiGhts as his wife 

and, nore gradua l l y , t h a t Pangal l was murdered by the pagan 

crowd. Pangall, in h is descri ption o f the duty perforEed 

by his a ncestor in stopping a fire be f ore it could entire l y 

consune the church , connects h imself vJl t h t he past. His 

death, in Hhich Jocelin is Made an acconplice by neglect of 
9 

duty, "like Piggy'sfl, neans "the end of i nno cence." Aft e r 

fully r eal i zi ng t he i mport of Pangall's death Joceli n r e-

turns to t he g round from the height he had clirr,bed a nd, 

like Sanmy l;ountjoy, real i zes that there is a particul ar 

nonent which Harked a change i~ hin but he also is unable 

to isolate this spot. 

Jocelin comes to a partial understanding of his pre-

dicaI'lent at hvo points. \'lhen speal:: ing to Roger he realize s 

what the total effect of his project will be: "'No. You 

and I were cho sen to do t h is t h ing together. I t 's a g r eat 

glory. I see now it'll destroy us of course.'" (p . 88 ) 

V!hile r;:edi tating alone in t he chu rc}, J ocelin achieves a 

9 
Jeanne Delbc. ere- Ga rant, " Th.e Evil Plant in Uilliam 

Gl " , m1.. S ' It ~ C' c;: o olng s ~l L e plre, O~0 . 



similar realization when he fathoms the addictive nature of 

his dedicati on : "'lilien it's finished I shall be free. '" (p . 14 ) 

Still neither of these i nsights by t hemselve s, or in com­

bination , lead s to a fuller self- knowledge. That task is 

left to the church dignitaries to who~ Jocelin has to acc-

ount for his actions. 

Their q~estioning forces Jocelin into a state of 

knowledge as his answers cone in a furious rush. Trying , 

in a confused way to justify his neglect of church duties, 

he cOITL.bines t he i mportance of his vision vli th Goody Pang­

all's influence upon him. I DIllediately afterwards he drives 

the nail into the spire, marking its completion and Joc­

elin's vi c tory in his race with the devil. During Chapte r 

Nine Jocelin recognizes t hat his guilt started when he 

caused Goody to marry the i mpotent Pangall merely in order 

to keep her by him. Goody realized this side of Jocelin's 

affection f or her much earlier. She saw his attentions in 

a more sexual way than did the Dean and his presence during 

her death-th roes vlas not only as a synbol of the accusi ng 

church but also as a man full of desire. The reconciliation 

between these two stances is le f t up to Jocelin to achieve 

in the final pages of t he novel. 

To the Visitor Jocelin admits that he mi ght be 

mad; yet, li::ce Sar.uny r':ountj oy after his release from soli t­

ary confinement, Jocelin is about to gain total sanity. 
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Prior to this Jocelin has recognized the existence of that 

dark place which must be confronted in order to gain the 

i nportant knowledge. ~e refers to "some deep place ," "Some 

deep centre of awareness" and during the interrogation ech-

oes Pincher ~artin by talking of "the cellarage of my mind." 

Finally, ' as he pro ceeds through the last stages of his fatal 

illness "he remembered the cellarage and the rats in i t and 

the pani c of that flung hirn right back into the gas~)ing 
10 

body." Jocelin's complete revelation is f urthe r hastened 

by the meeting" 'v1ith his Aunt Alison, who Has the King's 

mistress and ,\,lhose slightly tainted money paid f or the er-

ection of the spire . The largest shock , however, is ~ilien 

Jocelin lear:l.s that his rapid advance iIt the church ''las not 

due to hi s talents or qualities but vlas caused by the King 

as a sort of sweet- meat thrown to his mistress for good 

performance of · her duties. Consequently any illusions Joc-

elin might have had concerning his position as one of the 

elect and the purity of his actions are cons istently under-

mined. Hi s guilt grows heavier until the final apo calyptic 

instant on his death-bed. 

In the process towards completion of the spire and 

the subsequent attainment of self-kno''lledge, Jocelin recei-

10 
"Also I think - I'm a building with a vast cell­

arage where t he rats live; and there's some kind of b l ight 
on my hands." (p. 210 ) 
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11 
ves a lesson at every level of building . Vlhen he even-

tually perceives Goody 's influence upon him he does not 

arrive at the obvious conclusion and instead acc~ses both 

her and Roger Eason of using sorcery to prevent his union 

wi th heaven" ""~1i tchcraft. It must be 'witchcraft; otherwi 5e 

hmv could she and he come so flatly between me and heaven?' tI 

(p. 196) At the same time the fi gures of the angel and the 

devil, which were seen at the beginning of the novel as 

separate, even opposing , forces , have been cOlilbined into the 
12 

uni fied fi gure of lithe dark angel". Jocelin by this point 

11 
"Oh the'lessons I have learned, he thought, the 

height and pOiver and cost!" (p. 110) 'lil t 's ancther 
lesson. The lesson for t h i s height. 'Tho could have f orseen 
that this was part of the little scheme.'" (pp. 155-6 ) 

12 
One example of this is after Jocelin has had a con­

frontation with Anselm: "That ni ght, when he knelt by his b ed 
to pray before sleeping , his angel returned and stood at 
his bacl: in a cloud of \'}arrr~th, to comfort h i1':1. a l ittle. 1T 

(p. 50) A passage in which the angel and the devil appear 
explicitly, pp. 62-4 , ends with: 'TIe woke in the darkness, 
full of loathing . So he took a discipline and lashed h i m­
sel f hard, seven times, hard across the back in his pride 
of the angel, one time for each devil. After that, he 
slept a dreamless sleep ." (p . 64 ) It is interesting to 
not e that Joc elin 's angel is six-winged : "With twain he 
covered his f ace, and with twain he covered his feet , and 
with twain he did fly." (p. 22 ) Golding has used in the 
novel a modified version of a particular Christian symbol. 
Saint Bonaventura, in The Eind 's Road to 70d (Itine rar i um 
Mentis ad Deum), trans. George Boas (Indianapolis and ~ ew 
York: 30bbs-Lerri 11 COIl'.pany, Inc. , 195 3 ) deals with St. 
Francis' vision "of the Six-\-linged Seraph in the likeness 
o f the Crucified" (p. 4 ) and explicates each of the wings. 
Bonaventura is involved ' n nume rology, as were many of the 
Church Fathers, for exanp le Augustine in On Christian Doc-
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has started to understand that in the world of man t here i s 

no absolute division between good and evil in the mot ivat-

ions for acti ons. 

This knowledge come s to Jocelin, as f or all Go l ding 

protagoai sts, as a result of suffe ring , both physical and 

s p iritual. Prior to his major revelation Jocelin ha s pre-

cisely t he same insight into human being s and society as 

SaTIllllY r,:,?untjoy had: "God, thought Jocelin, as his mind saw 

thing s smal l, God? If I could go back , I would take God 

as lying between people and to be found there." (p . 22 0 ) 

Just previous to this insight the Dean stated the problem 

to Roge r r· ~ason: 

l 'Ihere oU0h t to be some Dade of life 'V']here all love: 
is good, where one love can't compete with a nother 
but adds to i t . ~vhat kind of a t hing is a Elan 'S 
'd n ';> , ( • C\ 1.1 ) ffiln , a oger . p . ~ 4 

For Jocelin ' God is love' but he does not mouth this plat-

trine, and gives other examples of t he appearance of the 
nlli'Tlber six: "_ll s a symbol of thi s 'V'I e have t he six st eps t o 
the throne of Sol o!non CUI Kings, 10, Is]; t he Seraphi m 
whom Isaiah saw have six wings; after six days the Lord 
called 1.:ose5 out of the midst of the cloud ~X " 24 , 16J; 
'. d CJ ' t .c -l. ') " " 1 ,- t ' h [1 7 IJ ,&n n r l S ctl. Ler Sl X cays as lS salO l n J":,a 'c e'v'l , _, 
brought His disciples up into a mountain and wa s t herefore 
transfigured before them." (p. 9 All references are to 
the Douai Bible.) Intere s tingly enou9h Bonaventur a speaks 
of the s ix stages of ascens ion and in doing so p roduces a 
formula which could eas i ly, but not rig idly, b e applied t o 
Joceli n 's p roa ression: "Therefore , according to the s ix 
stage s of asce nsion into God , there ar e s ix stage s of the 
soul's powers by which we Bount from the depths to the 
heights, fro D. t he exte rna l to the int ernal, f r on the tem­
poral t o the e t ernal-to wit, sense, imaginat i on, r ea son, 
intellect! inte l li gence~ a nd the apex of the mind , the 
illumi nation or coascienc e ( 3ynte~e sis ). (p . 9 ) 
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i tude as does Rovlena Pringle in Free Fall and he does not 

seek to teach the lesson in the sane brutual fashion as 

~,'= iss Pringle . He is consci ous of h is faults, and those of 

others, and is only able to "vonde r ""ay they must end up des-

troying e~ch other. He sees that love is good in the abs t-

ract but ~an's diseased mind and overwhelming ego twist it. 

God is manifested in the love between people and this is the 

only place vlhere Ee can truly be found by nan, although the 

discovery and the practise of this love are two different 

things. 

From this Jocelin moves to his major revelation. On 

his death- bed he is urged by Father Adam to perform "some 

ge sture of assent" to whi ch Jocelin replies, out of a total 

clear unified vision: "It's like the apple-tree:" (p. 123) 

The spire has been transformed from a dead monument to a 

living orga!1ic symbol which is part of an integrated I-"hole. 

Jocelin has become one with the world and in this process 

the visionary has joined with the vision!3 Uore particularly 

13 
cf. Yeats in "Among School Childr.en": 

Labour is blossoming or dancing where 
The body is not bruised to pleasure soul, 
Hor beauty born out of it s OI-vn despair , 
Nor blear- eyed ·wi sdom out of ln id:;:l.ight oil. 
o chestnut-tree , great-rooted blo ssomer , 
Are you the leaf , t he blossom or the bole? 
o body s\·;ayed to music, 0 brightening glance, 
How can we know the dancer from the dance? (VIII, 57- 52 ) 
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J ocel in has connected the miraculous universe, v-lhich Sanuny 

had also perceived, with the erection of the spire. The 

apple-tree, although a synbol of the magnif i cence of God's 

creation, also echoes t he f all of man in Eden. In doing so 

it recalls the manner in which man ach ieved knowledge of 

good and evi l whi le symbolically combi ninq hvo seemingly 

diverse concept s. Vith this unified vision Jocelin expires 

and Father Adam, interpreti ng the fi nal death cry as "God: 

God! God :", lays "the Hos t on the dead man's tonglle" in an 

act of charity . There can be little doubt that Jocel in has 
14 

passed from purgatory i nto Heaven. Hi s cry was only in-

terpreted as re f erring to tlLe HDietyhby Father Adam, who did 

not realize t hat Jocelin had Goody in hi s mind i mrnedia t ely 

prior to death , oJnereas his final vJOrds uni t e both Goody and 

God - the secular and t he religious. This unity of vision 

is only achieved on the death- bed and is occasioned by ex-

treme physical pain. In Jocelin's actions the reader is 

intended to see t hat, as in the earlier works, lithe beqi n-
15 

ning of hope lies in t he recognition of our moral limitation ." 

14 
In The r: i nd I s Road to God Bonaventura says t hat 

"Therefore the symbol o f the s i]:-,ving-ed Seraph signifie s 
the six stage s of illumination, vJhi ch begin Hith God's 
creatur e s a nd lead up to God, to 1,111.08 no one can ente r 
p roperly save throug~1 the Crucified." (p . 4 ) Surely the 
giving of -::: h e Eost is intended to indicate that Joceli n 
has entered God. 

15 
;'lalter Sullival1, "The Long Chronicle of Guilt: 
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We are not gods. ~an is both condemned and saved by his 

nature a nd his limitations. 

The final question is 'whether Jocelin 's erection of 

the s pire \'la S justified. Charge s of human i gnorance a nd 

destructi on of both cOf'Ullunity and individual lives may be 

levelled agai ns t Joceli n . Yet he is no more ignorant , and 

indeed is more likeable even in hi s obsession, than many of 

the other characters. He believed, whether we do or not is 

i rr@aterial , t hat h is visi on came from God and was a divine 

mission. At the same tine he also carne to realize the enor-

mi ty of hi s shortcoming s a i.1d t he consequences of h i s actions. 

As the r:'.an of kno\'Jleage he must suffer but he also receive s 

the vision of uni.ty wh ich vIas the highlight of hi s li f e. 

As Delbaere- Garant po ints out , it is prec i sely Joc-

eli n 's faith that allows him to succeed where reascin would 

have failed a nd it is "his strong capacity for l ove", how-

ever poo rly he may initially have understood all the ramif-

ications, vlhich "make s him finall y embrace heaven and earth 
16 

in theit original unity." The anbigui ty of 'Hheth er the 

Vli lli an Golding 's THe SDire" , The 1-:011ins Criti c, I (1 9G4 ), 
12. ~.resley :'=ort su<}gests that IIJ.'ne protagoni s t is not sa int ­
ly or he roi c, on the one hand ; ~or i s h e simpl y patheti c, on 
the other . Ee suf fer s as a cons equ.ence of hi s O\vn de c i sions 
of do ing w: c t h e thinks he DUSt. Ris fl aw, hi s weakness , i s 
not prcdo~inantly idolatrous pride or pa t hetic sickne ss but 
h is O\'Jn hurnan i gnorance and lii:litations." liThe Groundless 
r., - o. f rt 1 ,. , Q' . II " 'r\ r ( 1 0 (" " ) 7 7 DJ. OIy 0 1,::- 0 Oln? s upl re , i'.enascence , Ai>. .!-JOO , • 

IG 
"The Evil Plant in "\'lill iam Golding 's The Spire", 

630 . 
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spire stands is de stroyed if the reader is aware that it is 

Salisbury Cathedral to which Golding is making reference. 

Without this knowledge all that is known is that at the close 

o f the work , and not beyond that point, the spire, a lbeit 

not totally perpendiculRr , still stands . 

Certa in criti cs sugge st that inst ead of ent ering 
17 

heaven Jocelin has fallen farther. This is a difficult 

judge~ent to ma intai n at the finish of the novel. George 

E . Thora son quite ri ghtly continue s the analogy between the 

model o f t he church a nd the body of a man whi ch is estab-

lished in the openi ng page s: 

Once the church as i mage of man is seen, Jocelin 's 
apprehe ns i on o f the not spac e calli na for a spire is 
a just apprehens ion . And hi s being likened at death 
to "a building about to fall " is a just co~parison . 
The church and the spire do no t fal l, and Jocelin 
does not fall . Hav i ng once received the gi ft of 
heaven's light and having for long unmercifully ab­
used it , he is a9~ in at t he last a rece i ver of the 
miraculous gift . ~ ~ . 

As the church was not complete without a spire so the body 

of man uas incoIT'_plete 'Hi thout a phallus. At the beginning 

of the vlOrl:: Joce l in does not real ize the physical aspect 

17 
For exarr_pl e Oldsey and \'leintraub insist tha t If':L'he 

s p ire doe s not topple , wrong t hough it t heoreti cally is for 
the structure it so precariously gr~ce s at the novel ' s clo se. 
A 1 J J ' h .£: " - "n, lJ. t r T· T ' 11' G 1 " 130 n y oce_ l n _a s .LaLLen . 1-1l.e .. r- or,; l ,l am , o ~a lr.g , p . . 
Similar ly E . ] . lL Temple: "Jocelin f ai l s, as did Luci f er , a nd 
his fal l engenders what h i s faith could not , the knowledge 
o f erro r ." "\hlliam Golding 's The Sp ire : A Cri t ique ll

, 173. 

18 
''iJil l iam Gol ding : Beh"een God-Darknes s and God­

Li ght ", 12. 
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of ma~ 's nature and his ignorance i s emphas ized by the less 

sophi s ti cat ed ''-lor£men who taunt Pang-all a nd mo ck hi s i rnpot -

ence by placi ng t he nodel of the church between t heir legs 

so t hat the spire be c or~ e s a phallus. The angui sh whi ch 

Jocel in goes throug:-i is cau s ed by the necessity for h i m to 

understand that the physi ca l as wel l as the spiritua.l doe s 

exi st and must be taken into account. 

Vesley Kort pre sent s a very acute anal ysis of the 

i mpol-tance of t Jle monument beyond the individual c i rcuIQs t -

ances of J oceli n 's s i tuat ion at t he end: 

Still, the glory of The Spire, the wyt hi c g randeur 
of the 'wori:: , i s root-ed in s OF,ething less pr edict­
able ; it is rooted in our ge~e ral understand ing of 
\-"hat the ,/::-,ole huna n enterpri se involves , t he ri sk 
a r .. d the fai t}~ , the -:Juilt and the joy . Fron the 
to'"er of ~~a }:)el and ?rOl7letheus dm·;n to our m·rn arts 
and science s, 'h'e recognize hO'd poorly the hUI'o.an 
enterpr i se i s based. Sti ll, al though a creation 
dra ins a nan, fall s on hi s head, or reduces hi m to 
itself, it stands, if only for a wh i le . And the 
moment of standim:rni s the p rec i ous point of Goldi ng 's 
groundless sp i re . l~ 

Jocelin suf fe rs f rom i gnorance at the beginning of the 

construction but he moves out of this into t he a r ea of 

knowledge a nd it i s di ff icult to see him, in light of 

Golding 's other lJOr}:s, as f a iled . Li ke Pinche r and SaE:ny 

he quite ruthlessly e:;:plo i ts people and like Pincher , Beat-

rice and Father Wat t s-Watt he attempt s, a t one point, to 

take refuge in insanity. This escape i s denied t o him 

19 
"The Groundless Glory of Golding 'S Sp i re", 78 . 
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because he has achieved a level of awarene ss which wiJ.l not 

allow this . Ris atte~pt was more grandiose than those of 

Sanrny and Pincher i n phys i ca l aspect but each of them att-

empted to create something : for Finche r it was h is own un-

i verse , for SanItlY it was t he nove l Free Fall , a.nd f or J oc-

elin it was t he spi re. In this context it woul d be dif f i-

cult to assi0n a protagonist who has achieved the state of 

sel f-knowledge , and the unified vision , to t he cat ego r y of 

a failure. The i mportance of Jocelin 's conf idence in him-

sel f and in his f a ith is rrtade quite clear by Go lding i n an 

i ntervie~v in ,·;hi ch he sp eaks of Salisbury Cathedral and 
20 

s ays t hat t he spi re "is a definite act of faith. " 

Jocelin i s vindicated because he i s, essentially, 

nothinq Elore t han a nan. 11e initially viei·led t he ivo rld fro,-, 

the vantage poi nt of one systen which incl uded certain i D-

portant factors but h e eventually combi nes t he oPPOSin9 

s ystens of the world. Hi s f aith was jus tified by the monu-

ment he created , that Udiagram of prayer" which point s out 

of purgatory, away from hel l , tOHards heaven. Like the 

sp ire itself , Jocelin is ~lawed and s eemingl y on the bri nk 

of falling but i n death he succeed s in achieving hi s goal, 

both phys ically and spirit ua l ly. 

20 Bernard F. Dict , "' 7he Nove l ist is a Di spl aced 
Person '. An Interview ,-vi th "\oJil liam Golding" , Coll_e0e Eng-­
lish, X:;CV'I (I 9S 5 ) 1 481 . 



CHAPTER FOUR 

Heaven is r,:us i c 
- Inscription or.. t:1e to;:-c..hstone of 

'~ BouIl.cell Da1\!li2h , J~ Pyrllc tg . 

Golding 's si~th , and most recent, novel narks a rad-

ical departure fro~ earlier works . The nost interesti ng 

fact is the method of pUblication . A three- part wor~ with-

out an appropriate num_~~ering of chapters, the fj.yst and 

third part s of Th e Py::an'. i_q were initially published i n diff-

erant magazi nes . The openins sectior.. was published as liOn 

the ~ scarpDentll bei ng heralded a s lIa sect ien fro~ I~ ::. 801d-
1 

ing ' s forJL~hconin0 novel, The _E .. yyc;l':!. id" ana t:he closing sec-
2 

tioD as "Inside the Pyramidll • Each of these sections 

stand s as a separate work but considered as part of a novel 

they, naturally , prove mo re illu8inating. 

~he---'pyraai~ is not a narrative experiment in the 

manner which we have come to expect from Golding . It is 

1 

') 
/~ 

Kenyon T") • ,evlew, .,-r..rT'.l'" 
.iu\....!-. . .i\.. (1 967 ), 311 • 

E . LXVl (' or" ) ~I" S " 0 " - . , l ' d += JSqulre , .!.. ~uo , 1.. 0 , 0 f, . 1 a n lnaeDLe .I. or 
thi s b iblioc:raohic infoEllo.tion to Je rnard F . Dic1~! s fir.e 
arti cl e , "..'P-1e PTramid: Lr . Go 1din0 ' s l'EeH" lrovel ll , Studi e s 
~ L ~ t e r -- - I -~ - "" ~ n '" T' C r - ]- -1 fl 0 6 c ) 8 ':' C c: T r e 1- s - . t s .1.n .L .. 0.1 )" .:.: .• C. \. . .LL<., ,-'.,U.l , .. \ ~ _ _ ' , ' ,,;- ",v. ~ ",'. a. 0 Do:!,n ' 
--t---·-'t-L " 1 " - ,.. r r'I ' • / . T . , eu Lna 'L lnLer~a ev:aence, a rererence LO ~ Vle ln '~nSlae 

the Pyro.:-.1idl'l , indicates "Lnat Golding see:ned t o ::-Lave vlri tten , 
or at least had a definite idea about the shape of , the 
1= • I", , .... lnlS.l. ea. llorK. 
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more f:trai ght- fonmrd and deal s little 'with po i nt s of vieit], 

the collaps ing of t ime or different consciousness yet with 

all t hese t echni cal s ophi stications removed it is s til l a 

flawed and rather poor novel . It doe s, however , ma intain 

essentia l ' conne ctions with earlier Golding works. Again the 

subject ive mode of time i s e!"lployed almost exclusively be-
3 

cause t he ec,pha s i s 1S on lT~e~ory, as it 1vas in Free Fall. 

This story i s not t old, however , as a s earch motivated by 

the burning theological concepts of f ree wi ll and t he fall . 
as 

In f act, The Pyra:-lig is not" overtly rel igious as we \'lOuld 

expect because it 'follO\'18 F::cee Fall a nd The Spire . 

The only perceptibl e result of the lack of any such 

moti va.tion or t he use of reli c;ious t henes is t hat The Pyrar.'.i d 

is not as caref ul ly sculptured noy as complex a vvork as 

Sar:nny r'lountjoy 's ;'ccnfessionll
• Golding does expect that 

his readers will br ing to this new novel all of the know-

ledge and co ncepts whi ch they have gathered from t he p re-

vious works. It is more difficult to isolate Ol i ver's mot-

3 
~ote Laura Krey 's general s tatement that lito remem­

ber, in other \vords is, in a s ens e to be human. II "Ti l:l.e and 
the Engl ish l ,~ o vel " , in \,;Tillia::l S . I~ni cl;:erbocl:er , ed ., Tv,en-
t ' .1. 10 C J .,., 1'1 ;1n 1 1:' h f th " -;=--,-.-1e L_ _ en. cury .:.:, n<:J- ~s 1 , p . .:U_ . ~ac~ 0_ ~ e SeC'L10nS o~ 'L~e 

novel has Lo do with Oliver ' s rnenory of incident s which re­
vol ved around another ;-,la j o~ character but as 1ile shall see 
Uli ver is pr oven to be entirely too hUIfl.a n in hi s meno ries 
and his reactions to then . He denies t he i mpli cations 
which t hey present and refuse s to ana lys e them in any manner 
s imila r to Samray l ,~ountjoy . 
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ivation or hi s intention in remen..berinQ' t he three other 

maj or cha racters and the incidents i n which t hey are invol ­

ved. T1:.is is a result of Oliver's character foy 'l,ve are not 

granted a s complete an insight into it as .. ve 'He re allm'18d 

in the case of Sarmy Eountjoy . Hor does Oliver seem to p ro­

gress or mature s igni fi cantly t hroughout the v'J o r k. Al though 

this rakes it ~ard to penetrate to Oliver's core it i s part 

of Goldinq 's authorial intent ion . 

The departure in narrative technique is combined 

~ith, and may be a result of, a shift in the focus on Go ld-

ing's COITU:lon t }1 .. enes. In ·earlier Cnal)ters it '\""as noted. hOld 

the novels of isolation (Lord of the Flies, ]:'he lIU'1eri t o rs ) 

move into the novels of man in s ociety (F~ee Fall , T~~ 0j;i re) 

wi th the transitional vwrk being Pi ncher I'~artin. Once agai n 

a transition has been effected a nd bas i c concerns are viewed 

from a different angle of vision. Oliver is co nnected to 

SaIl'L."!l'y I.Iount j oy and Dean Jocelin as they vlere connected to 

Pincher ::a rtin • Oliver has t he potential to ach ieve t he 

revelation and accompanying- state of knmvledge "lhi ch each 

of the other three arrived at, but hi s story is -essentially 

different in situation , ior we are not shown f ruitful inter­

action between nan and s oc iety but rather the s tultifying 

effect soc iety has upon the protagoni st. Oliver does not 

possess the s trong e,.;o vihich characteri sed the other three 

protagonists nor are his memori es the tale of a Promethean 

struggle. 'They portray, instead, the pmver or the social 
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forces "'hich conti nua lly surround him . The move, t hen, in 

Golding 's work ha s been from an examination of the basi c 

nature of nan to hi s actions within soc iety, and how these 

affec t h i m, to society a nd its claustrophobi c warping power 

for t h e protagonist and t hose surroundi ng hiffi. 

There are parallels which uni te all of Golding 's 

't'lOrks a na t he epi graph to The P"yranid could serve as an i n-

troductory note t o any of them: 

"If t hou be a20ng people nake fo r thyself love , the 
be :::; :Lnning a:L1.d end of t he heart . II 
-from t he Instructions of Ptah- goten - -"-

As a partial explanat ion of the title it has been noted 

that 

~~ . Golding i s no les s fond of puns than the ancient 
Eg:rptL~ns, lvi--..o s e language 't·lCl.S full of vlOrd-play fac ­
ilitated hy the fact t hat the written l anguage only . 
The co nsonants of whi ch the wTit ~ en word s "love" and 
"pyrami dll consist are idenli cal .-

So the concern he re is not just the individual and love , 

both physical and spiritual, but the individual, love a nd 

society. This is, in e ff ect, a fuller examination of the 

work i ng of love, or the lack thereof , within relationshi ps 

on a larger scale. It was this relationship f actor which 

both Samny and Dean Jocel in pe rceived as being of ultimate 

4 
A ' I ~T ITT.T'l l' G 1" rf" P 'd" vrl "_enTY , I, l ~ laI:l 0 Qlng : ~ fle~ar1.l , 

C' ih n ' T' r L l ' T 1 r L' , 0 J ' , oou 'J. ern _'.e7 2. e'H : r... :::l. .f1.US'L, rcL lan J ourna O J:" l -r e rary 0 CUdle s I 
"'fj---r-r-''-r)~\ 2" -renr" -re.c ,;., .,...s .L o D'- i\ T.'aul ' -- c>r i.' ConCl' s'-e-J.. .!... ... \ 1. .::: 1.... U ) I V • .L. !. " .Y _ 1. e ...... L • 11. . .J.. k .l l.=.. , ... \. _ l ~ 

Dic tio:::l.a~cY_.5' f ~ , : i 9dle :S<})';-)tia:::l. (Oxford : 1 962 ), pp-::--ll O--r­
a s hi s SOlJ.rce . 
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importance for the individual. 

At the opening of the novel we find our protagonist 

engaged in ~laying "C I,:inor Study of Chopin" w~ich seen s to 

express his "oun love", hi s "m,m hOPele ss infatuation", for 

the older I mogen. Ol iver inagines h i mself, at a nalve vir-

g inal ei ghteen, to be suffering inteEsely from J..' L.ne e ffects 

of unfulfilled love ; hi s ~assio~ for Imoge~ is not unlike, 

in i t s idealistic nature , Sar:uny's initial reaction to Beat-

rice. Oliver's object of passion is not attainable by hin 

and he i s qu i ckly brought bacl:: to reality by Evie Babba-

com:Je's nocturnal request for assi s tance. 

~'l.is rather s inpl e sce::l.e establishes i3 great deal 

for t}::e rest of tr,e novel. Bobby :S'\'v'ai.1, the SOft of the 

doctor '\'1ho lives next to Oliver's parent's hOllse, i s the 

local T)ride. I~e has ":')orro'Hed" the car of .L' , L11e ",USlC 

teacl1er Bounce Da'dlish to take young Evie Ba b]JaCoI:'....be, the 

proverbial young thing fron across the tracks, to a dance . 

He obviously could not take her in hi s father's car as she 

is too s ocial ly distanced from hiE to be an acceptable 

date. ',I'nile the two are c opulati nc)" , or atteml')tin;; to, they 

manage to ru::l. t he car into a shallow po~d. Young Ollie lS 

SUTIl...1[',o:o.ed help 3obby , reT'love the car froEI the 

pond and return it . He agrees to help for two reasons: 

~.L"'l' r-sJ..L 'D' ecalise "fVl' e, -Ll ", 1 'h " 1 1:1 t' d .. _ _ L.:.1e .Loca ;J~,enomenon I _1as .l a 'Lere 

his p ride by con-Ling to hiI-:l and aCCOI:' pari.les her request 'Hi th 

a "cold neck" on his cheek; second he i s the soci a l infs rior 
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of Boh;JY 21'Jall in the ri gidly structured a nd carefully main-

tained hierarchy of t he village and Oliver is able to f eel 

superior to Bobby \·ib.ot'lhe nOvl refers to as a /lsilly young 

ass./I The i mportance of t hi s inc ident is that it establish-

es the inportance, even to these youngste r s, of t h e social 

hierarchy . Also it seems to introduce the faniliar two-

sys ter,l c oncept as Olive r t h i nl:: s t hat "Evie had none of I no-
5 

gen's sacred beauty. She wa s stri ctly secular." This i s 

Ol iver 's r omantic idealizat ion and does not really represent 

any consc iousness on hi s part of such a two-system reality . 

This concept i s to be shattered later but even then Ol i ve r 

fails to fully comprehend that I mogen's attraction was 

pure ly p11y s i ca.l and vIa s enha llced only by the fact t hat he 

could no t o~tain her. 

Oliver is lured from his i rrunedia-:e rr~edi tations upon 

Imo gen's charms by ~vie 's nore obvious availability. The 

first section presents Golding 's understanding of t he effect 

of a small town upon a sensit ive , albeit rather unpercept ive, 

lad. ~vie is quite aware tha t her sexual attraction is the 

only qualit y s~l e posse sses which vlill allmv her to b r eak 

throuqh the social barri ers in any :;lanne r • Oliver is a l so 

conscious of t hi s, although not of its si gnificance, as he 

says that "In the confl i ct between social propriety a nd sex-

5 
The Pyra~id (London : Faber and Faber , 196 7), p . 

IG. Al l furt her re ferenc e s are to this edition . 
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ual attraction there 'Ida,s ne'fer much doubt which \wuld i,lin . II 

(p. 45 ) Evie uses t he p resence of Oll ie to cover up ler 

affair wi th Bobby because the social di s tance between the 

Babbacon})es and t he Ei'lans i s far too gr eat v-ll1ereas it is not 

nea rly so ' larc] e bet\"een the Dabba coElbe s and 01 i ver' s family . 

1.1i t h a flash of insi0ht Oliver realizes t hat to Evie ' 5 par­

ent s he u was a po ss ible suitor." 

The [Lental torn:ent throuqh "lhich Ol iver pa sses is 

not even r ecognized by hi s parents. At one stage , after he 

s~ashe s hi s hand on the piano , his mo t he r has "a desperate­

ly concealed fear" for hi s sanity. They have absolutely no 

perception and consequently no 1:nOi'l ledge of the chanqe in 

their son a s he becomes al~o s~ obsess ed in his discovery of 

t he pl ea sure s of s ex . 

Like Sar.u::'.y 'l;1i th Beatrice , Oliver merely "li she s to 

use Evie f or h is ovm purpo ses. In retrospe ct one la~ent 

situation in Free Fal l is b rought to f u lfillment in The 

Pyranid. Beatrice always marked the top of her letters to 

Sam...rny with a c ro ss to indicate that they ".vere sa f e from 

having a child . ~ere Evie confront s Oliver with the po ss­

ibi l ity of her being pregnant . He reacts in an egotistical 

manner , thinkin::::; only of hinself a:l.d 'Hhat such an occurrence 

"lould Elean to hi s plans to go to Oxford and the social shar.~e 

such a s ituation would bring . ~fuen Evie fina l ly tells him 

t hat sh e is not pregnant and the dreaded crisis will not 

occur al l Oliver i s able to say i s "'Than..1c God :'" Evie 
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breaks dO;;'ln cryinc:r that "' ••• nobody ever loved Ele. I "/anted 

to be loved. I wanted somebody t o be kind to me - I wanted-'" 

and Oliver realizes that bot h of them wanted "tenderness" 

but that he , in no way, wanted it fran her. He stands guilty 

,of her accusation that all he wanted was he r body . He was 

ruthless in hi s drive to sat i sfy hi s own lust and he never 

reall y cared about L .e person inside the body. At least 

SaP.ny n01.mtjoy seemed to be interested, at t he be(jinning of 

his pursui t, in discovering who Beatrice Ifor was; Olive r is 

not even capable of that minor ef f ort. He seems to be tot-

ally incapable of bringing any sort of understanding into 

this, or a~y ot~e r, relationshi~. 

Evie fulfills the function he r naL,e ::" mplies by 

bringing Oliver f rom a state of innocence regarding sexual 

matte~s to one of limited knowledge. It is hard for Oliver 

to accept the evidence of a n abno r~al relationship, a sado-

masochis~.:ic one, ,·,h ich he aSS"llEl.es exists bebveen Evie and 

the crippled Captain 'I"!i l mot. He can only laugh but Evie 

bribes hie into silence by pronising to do whatever he 

wishe s, but not on that day. So Ol iver sets the rende zvous 

fer the next day. 
~,, ;{. 

In tt".? meant i ne
A 

ha s a chance to talk to 

Oliver's father and set the stage for a traumatic discovery. 

On returning from copulating in full sight of the 

village with Evie , who insisted that the act had to ta~e 

place on that particular spot or not at all, Olive r , . 
Ol sco\rers 

that his f athe r had been "lat ching him through binoculars. 
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Ironically Ol iver 's mother , at thi s time, is a t t ending the 

""eddi n(~r of the once-~'lOr shipped 180(]en. The only advice 

Oliver's father can offer i s that pr e-mar i tia l sex is "' ••• 

wron0 , wrong, wrong :'" Typicall y for the s ocially conscious, 

and sOQe1ihat confused, younq Oliver it is only 1'1hen his 

father becomes a\,vare of this initiation into the garden of 

earthly deli ~;;;·hts that Ol ive r yearns "desperately fo r some 

seHer up 1vhi ch I mi ght crawl and reach wy parent s, kneel , 

be for ,}i ven, s o that _the ~ of our inno cenc e night return 

again. u (p. 100 Italics added.) For Oliver t he Do St horr­

ific t hin0 is neither the sex nor the exploitation but the 

fact that his parents know that he engaged in such an act 

"t-.'i th Evi e 3al:hacCl I1be. 

Oliver avo ids Evi e prior to his departure fo r Oxford 

but he encounters he r a final time just before entering hi s 

thiTd year. She ha s become the respectable mistress of a 

businessman. T,'Then he r and Oliver go fo r a feu drinks she 

accuses him of raping her when she was fifteen . Again all 

Oliver see~ s c onscious of i s the reactio~ of the people in 

the pub and the s oc i al sca ndal that mi ght be caused by such 

talk . The accusation is a result of Ol iver's own idiocy as 

he attenpt s to outdo Evie in "sophi st i cation". She adrai ts 

that David, her lover, is good in bed and then s ays that he 

i~ better t han Oliver was. Ol iver tries to deny, in the 

ensuing hu sh:that Evie and he eve r had such a relationsh i p 

because he i s c onsc ious of what t his would e ean to hi s 
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parent s if it cane out in the vil lage. 

In their final confrontation 2vie throws some light 

on the 'tvel ts Ol i ve r had dis covered on the Dad:: o f her thi :;hs 

as snG accuses hic of "tel lin:;r" about her and her dad. The 

i ncestal overtone s arG cOEpletely lost on Oliver who can only 

cry out after hG r. 1.1hen she doe s not respond he merely 

"goeB home confounded, t o b rood on this undiscovered person 

a nd her curious sl ip of the tongue . (I (p . Ill ) For San:ny 

~ountjoy there would have been a rhetorical quest ion hGre 

but Oliver go e s ~o further a nd ienains i gnorant about the 

i mplications of Evi e's speech and about her as a person . 

Ironical ly, the gold cross and cha in 'uh ich Lvie 

l ost duri::-l0 -:he c~pisode with Bobby E'Han and the pond, a nd 

'tvhich Oliver returned, carried t he inscription ru:l.<2-r vi_nci t 

onnia . This, barring Oliver's rathe r- literal rendition, 

translates as "Love conquers all. f,' Not just phys i cal l ove 

but spiritual as ivell. This is somet hing 'Hhi ch Oliver i s 

incapable of either 0i vi ng or receiving . Al though L,o re 

f ully developed as a character, Evie is the direct descen­

darrt of Beatrice but she does not end up in the sar.,e pathetic 

state. She i s only the fir st of three characters, each of 

whoa Oliver is involved with , who cannot f i nd t h is t otal 

love . Ea ch of the three characters remains "undi scovered" 

by Oliver \'lhose consc ious s elf will only recognize supe r­

f icial charac t er i stics hut whose su~consc ious s eems t o be 

di nly aware of a deeper type of connect ion . 
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The second section of The Py'!~mid precedes t he l ast 

part of the firs t sec t i on ch ronologically as it occurs at 

the end of Oliver 's first term at Oxford. Having becone a 

buddi ng young scientist Oliver feels that his situation has 

cha:l.ged significantly s ince that traUl~atic SUIT.:iier when he 

was eic;hteen: 'rr:vie 'I."laS gone, Ir:.oqen narried ; and I 'I.vas a 

proper student "H i th a p roper sense of values and duty a.nd 

therefore no '"lOrries.:r (p . 112) This may be s o, but the 

po~er of Oliver 's perception and his willingnes s to acknow-

ledge the depth of another person 's character renain unalter-

ed in t he least . 

Oliver walks right into t he rebirth of the village's 

Operati c Societ y and its productio n of i~]"nCJ of l~ea" rts, 

which is the t:y"pe of maudlin, cheap theatre t hat 1-lould app-

eal to the sensibil i ties of the village's middle-cla ss 

ci t i zens as high art. Lrs. Underhill, the to\vn' s IIperm_ 

anent i~nuerr has been replaced, not without a fuss, by 

Imoqen, whom Oliver still has on a pede s tal. Press- ganged 

into taking a bit-part in the IJr oduction Oliver atterfs the 
" 

reh~~rsal 1-lhere the pettiness and childish artistic preten-

sions , especially of I nogen 's husband , Norman Claymore, are 

exposed. 

The mo st i mportant fi '~'Ure in this section is the 

~rcfes s iona! producer Evelyn De Tracy, who manages to smooth 

natters over duri ::1':; 
, a.. 1 ren erSB.!. 

" 
by using flattery. 

ho!ne to change costuf.1.e, durinr] t he final production, eli ver 
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meet s De TrcC}T , v!ho 1 as been drinking , in the street. 3u99-

est ing that they n i gh t have a d r ink De Tracy proc eed s to 

reveal attitudes quite contrary to the ones he exp re s sed 

earlier, even going as far as to criticize I mogen as " a 

stupid , insens itive , vain wonan." Al thoug"l-l slightly .c con l. us-

ed, Oliver feel s befriended and becones extremely excited 

in attem~ti WJ" to arti culate his emotions. Ee concludes I'li-e ll 

t elli ng De Tracy t'!l.at Hhat he i'lants is li the truth of t h i ngs." 

As a D a ns'tver he is 0i ven a sheaf of photo,]raphs 'tvhich sho'\'-7 

De Tracy to be a transve s tite . Typically Oliver i s as 

uncoITI.prehendin(.;;- t h i s tine as he Has in the earlier scene 

'tVith Evie a nd instead of realizing 'Hhat he is being shown 

::le r,lere l y burs t s into laughter. Thi s snaps the intir~acy 

between him and De Tl-acy, uho backs off ancJPnlY reminds 

Ol iver that the cos tume change nust be made soon. 

As parti ng advice, in an effort to "cure" Oliver, 

De Tracy suggests that after leaving the s tage Oliver l is-

ten to t he "'Grea t Duet'." ~ith some difficulty, a nd only 

after consulting De Tracy , whom he ha s to sear ch out , 01-

i ver makes a rather m'''~~I'lard fina l entrance. Taki ng De 

Tracy 's advice he discovers that I nogen is i ndeed only 

""A stuf) id , insens i ti. ve , vain Honan." (p . 154 ) and that she 

and her husband 

.•. 'tvere b 'IO ~)eople who s e i gnorance and vanity made 
then suitable t o, acceptable to no one but each 
other. I t was a spyho le into the~ , ~ and ugly balD 
to my soul . I listened ; and I was free. (p. 154 ) 
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It is rather ha sty of Ol iver to pre sune hi s f reedom at this 

point . Rushing out , with this realization, to find De Tracy 

Oliver discovers him to be quite drunk . Aft er putting him 

on the Barchester bus Oliver realizes that that may not be 

De Tracy's de stinat i on and the secti on ends with Oliver 

crying out after Evelyn just a s he had to Evie. 

Golding 's emr)ha s is in t he second sect ion i s O:ll the 

narrOlv part of soc i ety fron whi ch Oliver i ssues. This s!llall 

sC gD.ent lla s art if ic ially defi ned boundaries whi ch are care­

full y de fended by it s mem .. oers. The scene in 'wh ich I moge:ll ' s 

lack of talent and her ,accompanyi ng vanity become apparent 

echoes an ear l ier sce:lle . In the fir s t part of t~e novel 

Olive r meets ~vie on the bTidge and she begins to si :llg , 

surpri si ng 01 i ver' vIho cor:unents : '''You' 'Ie go t a j al ly good 

voice~'u (p . 52) He the n sugges t s t hat Evie keep p racti s-

ing a i"ld sh e replies that she would if she "had SOilleone t o 

play f or" her . Oliver is taken back by the fact that her 

parents do J:l.o t have a piano . His gaze shifts to Chand ler 's 

Close and he come s to the realization t hat "it was wha t the 

papers call ed a s ILL!:'. . If Sergeant Babbacorctbe hadn't got a 

pia~o , ce rtainly none of the ot hers would have one." (p . 53 ) 

:Svie C01;1es fran the Im'ler pa rt of t he t ovm and , a l thoW:;h her 

father f,'. ay be at the top of t hat particul ar s ocial stratLL:'l , 

the EabbacorrlJe fa::1ily cannot penetrate into that s ocial seC}­

me nt in which Oliver res i des. Evie can s ing, she ha s tale~t, 

but never , under a:::lY c ircumstances, l,vould she be invited to 
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take part in a production of the Operatic Society . 

If this provi ncial, middle-class organization cannot 

even recogni ze and utilize the talent whi ch res ides within 

the village it is no wonder t hat none of those involved with 

the production, Ol iver included, can ever co nceive of the 

r.:J.etropoli tan theatre vlhich De Tracy represents. ITor, could 

they ever cone even close to an understanding of De Tracy 's 

complex character. Such ideas do not enter into that na rr­

owed group consciousne ss be cause their social po sition ser­

iously impair s their perception. Oliver doe s not see~ to 

understand Evie. She i s, for hin, Berely a se:rua l ob ject 

from a lower part of s ociety . An object which he can use 

without regr ets t ut one whoB :he would never regard in the 

sar.:J.e manner as he does the more socially acceptable Imogen . 

Ironically it is De Tracy who acutely a na lyses and 

indicates the true nature of I mogen 's character to Oliver 

whotonly then, realizes t ha t hi s infatuation was largely 

phys i cal and that he had no idea 'tvhatsoever of her actual 

charact e r. Unlike Samrr.y's eventual vie,,] of Beatrice, Ol ­

iver never seems to understand that Evie i s also a person, 

a nd by all indications, one much preferable to I mogen . 

Oliver r e joi ce s in h is freedom after he recognizes I mogen 

for wha t she is but he is not really free - he has j us t rid 

hicself of another object . He doe s not go any farthe r and 

is st i ~ l s t rictly bound by the conditioning of hi s s ocial 

st r a tur.l . It i s De Tracy who lJercei ve s t he basic nature of 
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Imogen and at one glance is aware of Oliver's infatuation 

with her. Oliver never achieves this level of perception on 

h:i.s m·m and is only able to react physica l ly by laug-hi n:;; at 

the photographs of De Tracy in a ballerina 's costume. 

is the second character 'Hho:'.1. Oliver leaves undiscovered be-

cause there is too nuch of a threat p resent ed to him. 

The third , and final, section of the novel occurs 

sone years later but uses memory flashbacks to reach bac!: 

farther than has been previously. The first section deals 

vii th the SUrlITt8r 'tvhen Oliver was eighteen, ending v:i th t he 

ninor incident where he encounte r s Evie for the last tine, 

three : r86.rS a fter t hat sunner; the second section 'was con-

ce r ned excJus i ve l y with one da y in Oliver's holiday at 

hO!':le after t he end of his f irst tern . TIte last section has 

scenes from the time when Oliver was three, six,the period 

when he t ook violin lessons fron Bounce Dawlish , his return 

on Easter vacation from Oxford, his parents' f inal yearly 

visit to him at Oxford , his return with his f amily to per-

suade his mother to l ive 'tvi th then, and t ~le final post-

19 50 visit. 11 11 'h e 1. l ' , H~_ Lese scens llave one e e:1enL In com ... 'T'_on : 
" 

Bounce Dawlish, t he final character in the trinity o f un-

lcved and I:1. i sunderstood (t he other bolO being Evie Babba-

com..,'\:)e and :evelyn De Tr acy ) 'with 't\lhon Oli ver comes in 

contact. 

The descript i on of the emotions Oliver feels as h e 

approaches on t is last visit to his hon e town are revealing : 
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The determi nation neve r to ~eturn , l est I should f ind 
my heart wrun~ or b roken by dead thi ngs, t h is I found 
replaced by no more t han a mild curiosity . I was wary 
perhaps, a nd wi l l i ng to run away , if ~o sta l0i a b ecame 
so sharp , s o ra'v'l as t o be unbearable, J)ut t he glass 
windows of my car made a p icture po stca rd of t he 
place. I could r oll t h rouGh i t , detached, defended 
by steel, rubber, leather, gl a ss. (p . 1 58 ) 

The differences behveen 3arl1.my I:Iountjoy and Oliver are clear. 

Oliver has onl y a "mi ld curiosity" and is prepared to re­
in 

treat hastily i f memory , which he r efers t o a conde scend­
A 

ing , and protective, way as "nostalgia", presents to him a 

burden ,t-lh ich he does no t 'wish to carry. Consequently Olive r 

,\·:111 be denied the profound revelation accorded to Samrny 

because an honest evaluation of the past and a recogni tio n 

of the i;:l.:Jlic6.tions are a p rerequisi t e. 

St oppi ng t o see old ~Ienry '\Iilliams Oliver sense s 

that his visit is a mi stake and wishes to retreat to "the 

security of leather and steel and glass" but is caught by 

Williams before he is able to do so. This is where he 

receives t he i r.,portant information that Bounce Dm"lish is 

dead, but only after he sees t hat Nilliams now owns her 

"vintage two-seater", the one first seen when young Ollie 

helped Bo;.)by EltIan re t r ieve i t r r or:'.. the pond. Th is car is 

an i r.-,portant linlc behveen Evie Babbac orrtbe and Bounce D6'\'ll-

ish, who represent t h e u nloved and misunderstood, i n t hei r 

relationsh i p s with both Oliver and the other men of t he 

village. Oliver is remi nded of hi s supposed devot ion to 

Bounce by Eenry who tells h i m whe::ce the memorial is s o re-
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spects may be paid. 

Seated in front of the tonL'::lstone, Oliver spies the 

three l'lOrd s that make up the epigraph and insta!1tly rer:l8:1.-

bers /fOld r:r . Dawlish /' ,,,hose 'Words they Ivere. Bounce 's 

father was a failed musician who remains in Ol iver's menory 

b ecause of one particular incident. A "Poor Ka n/f was crank-

ing a phonograph placed in a baby's carriage a round which 

Ifragged and di rty" children danced . ~r . Dawlish rushed out 

and smashed t he phonograph i n one of hi s lIeccentric" fits. 

PresuJ.lab ly thi s nodern inve~'1tion in the f ield of :nusic \ '[.3.8 

unacceptable to hira because it deg raded Elusic. In fact, 

this acti or, \.';ra s only that of a cantan~::: erous, old ri~a n Hho 

'V7as frustra"ced :JY hi s :L ack of hi s talent but '\'"ho believed 

that such violent actions were the mar~ of an unrecognized 

0'enjus. The interesting sidelight 'vlhi ch acconpanie s t hi s 

concerns Oliver's fathe r. Himself a violin player, 

Oliver's father Hishes Oliver to learn "some" mus i c, but only 

"some" f or he holds the conviction that t o pur sue such a pro-

fession would only reean u a course of indescribable bohem­

lanisrn", e,ading vIi t h Olive r "pushing round~phon09raph . II 

In the pra0~ati c world-view of Oliver 's father Dusic is o~ly 

a hobby a nd a ded i cation to ' .L 
1 L, or any other art for~ , is 

dangerous and i s not even to be co nsidered for h is s on . It 

is no 'Hondel- that \'li th SUC~l a v i eH p revelant in t h is s ocial 

segTlent that De Tracy , as a. rep resentative o r t he a rt s; could 

no t be understood :OJ" t hese people. r.: r. Dawlish ' s eccent ric-
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i ties \'lere tolerated because he also oVlned a business and 

sODe p roperty in the village. 

Dauring t he course of his mus i c lessons Vlith Dounce, 

Oli ver is told of how she ,.vas L.ade to copy out fugues by her 

father "'ho punished any E'.ista}~e by a ruler across t he k:nuck-

lese She shares her father 's dislike f or the modern and 

this is clearly shown "'hen she attacks Oliver 's father a nd 

Oliver, at one music lesson, for obtaining a wireless set 

which she refer s to as " cheap , na sty, vulgar, blasphenous." 

Ol i ver realizes that BouDce is very liP.1.i ted i n her nusical 

appreciation for the wireless enab led him to hear uKreisler, 

Padereivsi.:i , Cortot , Casel s" I'lh iJ.e her musicc.l highli g-hts 

.••• \.~'0re inaccurate a:ld not very lively per f orn_ances 
f SJ D 1 t' - " .L h ~'l " h <..~ t ,.. , o L.· au., ne !.,eSSlan , L ~ e .t. ~lJa , some u ' an:-oro , 

and Sta~ ~er's Cruc fixion every ~aster. For the res t , 
it vJaS Hel l e y, ~~uEU::er , ~ . :attha y 's Relaxation Exerc is­
es, \·,ith Eynns Anci ent and ~ ~odern on Sundays. (p . 188 ) 

She i s, i::" reali ty, not i in<;;r mo re t han wha t her father 'vas 

a second-rate musical talent. Eer fai:ner forced her t o 

study Dusic in an attenpt to nake of her what he could not 

be . S~e confesses to Oliver, in a later scene, t hat she 

dreamt of being a boy so that she could pretend - she was a 

vetina riar, but her E'.usic pract i se did not al10v7 her any 

time for a nioals. Lacking her f ather's dedication and am-

bitio~, or obsession, she was nevertheless forced i nto t he 

f ield of mus j. c by an uncaring i.Jarent "iho took no account of 

his child's wishe s for a career. 

Oliver, although r'.Uch older by t he time he r eceives 
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this infor~ation, does not recognize t he parallel to his 

ovm earlier dilelluna . At hi s fir st to r na l mUSic. exaE'. ination 

he is told by the examiner that he "may have Abs olute Pit ch U
, 

wh ich is an extreQely desirable attribute for the p ro fe ss ion­

al I:msician. Later :ti s a~Ji tion i s e:11.flaned by hi s ability 

to play the p iano and he begins to envision a career as a 

pia:ni st . ~o\l.le\Ter, 11e i s t o r n bet1veen t,,,o poles on thi s 

point f or that year it i s nece ssa ry that he "begin to work 

f or a schol a r ship at Oxford ." Ee ha s been condit i oned to 

believe t hat "Physics and C}1,eEl.ist ry 'we re t he real , the ser­

ious thing ." (p . 192 ) He, ha l f - E'.ockingly, suggests to 

Bou:11.ce t hat he i s seriously t hi n}::i:l'j of mus i c as a career . 

She discourae'es hi!Tl and ri ghtly point s out that h is " fa '~her 

would never agree ." 

By the time t h e next music lesson occurs Oliver has 

decided t hat he might at least take a music examination in 

p lano. Hopine; t o discourage h i m, Bounce plays a Chopin L:1.­

p roreptu but Oliver is not discouraged, he j ust sees exactly 

how limit ed her talent is. After an ear test Bounce realizes 

that Oliver does have extreme ly 000d pit ch and begi ns to en­

cour age nin o 

At first it seeg s to Ol iver t hat it must be appa r­

ent t o eve::yor.e tha t ElU Si c is ,,,nat he Ifouc;ht to be doing", 

but as s oon as hi s prac tise interferes with hi s st~die s the 

situation 8hanges. I:11. a revealing scene Oliver's parent s 

apply subtle pressure ';Thi ch i s intended t o '-JOrlc upon the 
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concept s they have conditioned Olive r into believing are of 

ut mo st importance: 

"\"Tell I know you ' ve got a piano lesson tOlnl'Ttor:cow; 
but vou ' ve also a ot a che2i strv lesson toreorrow!" 

1'Too' -__ T,' a .L1-1. e-r D ~d n ' J- '-ou~ J..'e -·r '''' t h e "l'o'i-?" ..w 1.. .L Ll ..... .l. 11 L./ a.1. l _ ~ Y .J. _l l . 

"I never let it CODe ~etween me a~d the Materj.a 
11edica- Oli ver, den't you really 1:lant· to go "to Ox fo rd?" 

II , Course I do. II ---

"These last Do ntns are so inportant, dear," said 
my not:ler " leadinGly . "You kno;" 'h'e only 'i'lant wha.t' s 
best for you." 

The old shane , inculcated year after year, at the 
idea of becoElinc;:;' a professional illusician ~.:.: ept me s il­
ent. As if he was readins my mind , my f ather peered 
kindly at n e across t h e tab le. If he had been ang ry, 
I could have \"i thst ood hL:l ; but he s ou nded lil derst­
andirl,l} and s:)w,pathetic as if ue 'Here botn face to 
fa c e wi t h iron necessity. 

/lYou'll have to }.:.:eep it as a hobby, the v.lay I 
did. I1n':/\:lay the c;rarLO~J~10ne and 'wireless are (Joiner 
to put mos t p r ofessional Du s ici ans out of business. 
Good Lo:(d, 01 i ver, don' t you understal1d? 'Ji th 0 PP­
crtu;:ti-~ies L~: :e YO Ll!'S, you mi ght even b ecGrle .3, 

docto~=!" L, .197 ) 

Oli ver i nfoE'.s EOL:Tlce that he has decided not to work for 

his "ARCL" but this does not surp rise her. Oliver has fore-

gone · hi s Oi'm anbi tion and concedes the choi ce of hi s future 

career to his l)arents. His father and ItLother have done 

Il'_oderately v7ell }:;ecause of hi s father's profession as a 

druggist. In their pra';:)T1,atic v-!ay they see that t he scie:1ces 

are the only possible career for Oliver. If Oliver applies 

hi~self he nay even achieve that lofty social position en-

is straTlg e that Oliver is aware that he has been condi~ioned 

to reject the i dea of be c oning a p rofessional musician by 

his pa rents but chooses just to note the fact rather tha:'L 

attenpt to combat the situation . ~lliat Oliver fails to com-
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prehe~d fully , at any point , is that he , like Bounce Dawlish , 

entered the wrong p r ofession unde r parental pressure . This 

denying of spi r itual fulfillment , because of material concerns , 

means that both Oliver and Bounce must reside i n one s ystem 

and c an neyer achieve the unified vision. The parents of 

each of t 'r.ese fi gures are firoly entranced in a one- systen 

world and force the systeo they have chosen upon their off-

spring . ~he irony is , of course , that Ol i ver doe s not be-

come a docto r, he remainsfirn ly in the parenta l tradition 

and is, s lmply, a chemist. 

Thi s introduces the tivo- s ystem dilemr,~a \'lhich Sa!l.I;iy 

LOU:-,t j cy fiT at pre sen~:ed to us. For Bou~l.ce Dcr~-d. i sh t he 

two disciplines are vetinary nedicine and music; for Oliver 

t '- " L I l' , ".L" t 1. J... • .ney are c .n e:~-~ l S LrYi pnYSlcs ana ElUS1 C .ou L 1n .00 1\ cases Lhe 

choice is between the arts or the sc ience s. ~he difference 

bet-Hesn T~l. e Pyranid and Free Fa l l is that none of the c\ar-

acters presented in Oliver 's menory attempts to er.tbrace both 

syste~ s. ~ot~ the reajor f igures of thi s section, Oliver and 

Sounce,are f e r ced by parental authority, either directly 

physical or, in a mo re subtle fa shion, psychologi ca l , into 

fields they do not vli sh to enter. The parents hope to ach-

ieve their ar::..o i tions through t he S'lcces s of their children. 

In t he proce ss the children are s tultified and neither of 

the two ma ::~ es any effort to ach ieve a unity vrhich 'would 

combine both systen s. 

\Ieaved t h roughout the narrative 'whicl:. relates Oli v-
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er's rmsic lessons is the relationship beb·;een Bounce Da"·,,l-

ish and I:e nry "\!illians. \.~'1at this reduces to is another 

instance of exploitat ion . ~enry insinuates himsel f into 

Bounce's favour a nd then Doves hi s family in with her. Pro-

ceedina f rom this he manages to build up a garage business, 

increasing ly ignoring the emot ional needs of Bounce now that 

he has achieved what he desired. 

Bounce's denands are not e}~o rbitant and she doe s 

not seem to wish f or any act of adultery on Eenry's pa r t . 

One tiee ".,h en Oliver is waitinc; for his r:m sic lessons he 

hears her "ludicrously pl eadina u: mAll I want is for you to 

Eeed T.e, need :,'[8 : "' (p . 188 ) This craving for a ff ect ion 

becomes mo re intense as she f eels she is be i ng ousted f r on 

the 'IIill iaGs' fa;nily ci rcle. She engag'es in a series of 

minor, self-caused motor accidents which force Henry to 

come to her aid. This series results in her license being 

suspended f or five years. Deprived of this met hod of fo rc-

ing Henry to pay attention t o her, Bounce resorts to s ome-

thing mo re serious. Oliver i s an acc i dental witness to this 

startling act: 

And I knei.-" even t h en t hat the sight "I'la S seared into 
De, b rand ed "I-lhe re I lived , iEeradicable-Bounce 
pac i ng a long the paveme~t with her ~assive bOSOD , 
thicl:: stonach and roll iflJ] , ul1rJ'a inly hau:1<~~s ; 20unce 
wearing her caIn smile, he r -.hat and glove s and flat 
shoes- and weari:.l. ] nothing else ivhat soever. (p . ~:07 ) 

Like Beat rice and Father '\/atts- T;latt be f ore he r, Bounce nove s 

into insanity as a type of pr otecti ve . stat e, or rather, she 



95 

moves into what appears to be insanity. Oliver, on his final 

visit, understands the relief this state brought thinking 

that 

You · cQuld say that the only time she was ever calm 
and happy, with a relaxed, smiling face, they put 
her avJay until she was properly cured and unhappy 
again. You could say that, f or example. (p. 216 ) 

Naturally nobody in this stultified village world does, fo r 

such a statement would be an admission that an eccentric act 

could be the result of a peaceful state of mind . 

The major revelation of this section occurs as Oliv-

er gazes at the tomb stone of CLfu~A CECILIA DAV7LISH 18 90 -

196C. Since the time when he was a young lad taking music 

lessons from this woman, whose middle na~e, Cecilia, is ir-

onical~y, that of the patron saint of music, he had it drill-

ed into him that he was "devoted" to her. He was no diff-

erent than other children for 

There was n~an admissible boy or : g irl in our society 
whose parents were not agreed on our devotion to 
Bounce. It was a rock in our lives, so real, so 
hard, so matter-of-fact. (p. 170 Italics added.) 

As a middle-aged man, Oliver finally comes to hi s 

realization and in doing so comes closer to that ~centre" 

which earlier Gold ing protagonists faced: 

... This was a kind of psychic ear-test before which 
nothing survived but revulsion and horror, child­
ishness and atavism, as if unnameable things were 
rising round me and blackening the sun. I heard my 
own voice- a s i. fit could make its OvJn bid fo r hon­
esty--crying aloud. 

"I "never liked you: Never:" 
Then I was outside the churchyard. standing on 

the g rass in the cent re of the Square; and for that 
mornent I could not think how I had got there. A 



mjddle-aged man , running away as though he had found 
himself once more in the long corridor between t he 
empty rooms : (p. 213 ) 
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Almost i n@edi ately afterward Ol iver goes beyond his first, 

simple emotional statement and comes to an understanding that 

his feeli ngs are caused by something deeper: "I wa s afra id 

of you, and so I hated you. It is as simple as that. v;':'l en 

I heard you Here dead I was glad." (p.214 ) It is left to 

the yeader to infer why Oliver was afraid. The answer is 

starkly simple : Bounce Dawlish was a village eccentric, she 

was outside the normal family life experienced by Oliver. 

In short, she, like Evie Babbacombe and Evelyn De Tracy, was 

an outsider who produced only confusio~ and was rejected 

because she was an example of impulses and urges which the 

middle-class attitude attempted to stifle; she was, and 

remained, the village eccentric. ~ot a person to be dealt 

with but only a provincial character to be treated with 

tolerance and slight amuserr,ent. 

On an earlier visit Oliver takes his daughter Sophy 

to see Uiss Dawlish. As his daughter cling s to him in the 

presence of this woman, Oliver seems to sense that Bounce's 

life is seriously lacking and he becomes determined that 

his own daughte r "should never know such lost solerr.ni ty 

but be a fulfilled woman, a wife and mother." (p . 212 ) 

Unconsciously he has taken the same sort of step that 

Bounce's father and Oliver 's own parents had taken. This 

is the co nviction that one's children should be "fulfilled" 
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but only in the way which the parents envision and not in 

accordance wi th the child's wi shes or a_m..bi tiona. 

Later, on the final . . ~ 
V1S1 L , Oliver discovers the bon-

fire in !'Ihich Bounce had burned her music , metronome , bust 

of Beethoven and photograph of her father. This is as near 

as Oliver ever comes to a full revelation. He sits swept 

by emotion: "I did not know to what or whom my feelin0s had 

reference, nor even what they were." (p. 216) It seems 

likely that Oliver is contemplating his own unfulfilled 

a n-Lbi tion of becoming a professional musician. He had t a l-

ent and the possibilities of what he might have become seem 

to be on the fr i nge s of hi s consciousness as he is faced 

with the evidence of Bounce's final rejection of a career 

which she had never wanted and one in which she was onl y 

mediocre. But Oliver avoids facing 1-J.hat her rejection mi ght 

mean : to himself and the parallel which exists. He merely 

returns to genry's garage to get his car and then motors 

away. 

Oliver does not retreat at the end of the novel as 

a typical Golding protagonist. He is characteristic of his 

own part of society in that aptly named village of Stil-

bourne. ~verything remains intact and there is no poss-

i b ility of g rowth as a human being because such a growth 

would be dangerous as it might destroy the artificial, middl e-

class attitudes. Consequently the ~tajor figures of the 

novel , and especially Oliver, remain unfulfilled. In a 
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subtle 'way Golding suppl ies a hint of this. :-Ie ha s Olive r 

refer to the Sti100urne Operatic Society by usi~g the init-

ial letters in an a cronyn -like manner to form the internat-

ionally recogni zed radio shorthand word for help - SOS. 

(pp . 114, ' 115, 15 6 ) The point is that the narrOvl segrnent 

froI!l which Oliver COI!' es, and all those vlno are directly 

influenced by it, are in dire need of s ome sort of aid if 

they are ever to achieve fulfillment . The prescription for 

their illnes s is to be found in the epigraph 'which opens t h e 

novel. We now see that the f uncti on of this aphorism is 

to indicate that love does not exist in the village and t hat 

it is the necessary emotion without which these people will 

remain still- bo rn. 

There is a price to be paid , however, in developing 

this eI!lotion. This price must be paid before one is abl e 

to start on the path of development and this is a price which 

Oliver refuses. ge is given once last chance when Henry 

goes to change his money at the gas station: 

He took my mcney and went t o change it. I stood, 
looking' dm,m at the 'worn pavement, so minutely and 
illeg i b ly inscribed; a nd I s aw the feet, my-own 
among them, pas s and repass. I stretched out a leg 
and tapped I,vi th my live toe , listening neanwhile, 
tap, tap, tap--and suddenly I f elt that if I mi0ht 
only lend my OI,·m sound, my own flesh, my own powe r 
of choos ing t ne future , to those invisi bl e feet , I 
vlOuld pay any thing- 3.nything : but knevl in the same 
instant that, like IIenr y , 1 would never pay mo re 
than a reasonable pr ice. (pp . 217- 8 ) 

The full paid is and tor-

ment which accompany self-k:nO\~' led r;Te. It is only with knO"VJ -
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ledge of the self that one is able to achieve some sort of 

knowledge of others - in fact, to begin to discover them. 

TIle tapping which Ol iver is conscious of is the 

rhythm c reated by the feet of the villagers over a period 

of time . If h e wished he could attempt t o penetrate this 

rhythn and r.:la l:: e the same type o f search as Sanuny I:Iountjoy but 

he declines. Thi s is the r hythm of the nove l; in part icular 

these are the movements of those three characters in Oliver's 

memory t hrough \vhon he !:lay have reached an understanding of 

himse l f and t he world. Oliver is given t hree chances but in 

each case he back s off. Each of t h e charact e rs was in some 

manner invo l ved with music. Once Oliver rejected musi c as 

a career, and now he rejects t he rhythm of memory. He ha s 

made his choice. 

The irony is that IIenry paid his "reasonable pri ce" 

'when he erected the momunent to Bounce. In putti ng up the 

tombstone Henry has three words inscribed upon it: "Heaven 

is I'~u sicfl. vIna t he did \'las to attribute to Bounce an 

aphorism w~i ch she had constant l y repeat ed because he r fa-

ther druTI1.r.',ed it into her. \'fi llian s never unde rstood, or 

like Oliver chose not to, that this was not the case for 

Bounce. To her music was s imply the only thing she had 

been trained for . 

For t he town t he inscription is just as fal se. 

rnus l c ,.. t1- - tt- Y ' f T T .L or .ll e 0 pe l e __ a __ ,-_l_!l-".g,--o ___ ~_-:_e_a_r_L_S h p;:)"To n l,r ; 11 . ,, _'-4. W -Jo .. ..J...J ..1.."' '' 

a ny f ashion - it was petty and er.-,p t y . Thi s concern with 
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mundane music indicates the inability of any of the vill-

agers to be elevated to t ha t Platonic teaven which is the 

music of the spheres - the wonder of t h e universe and the 

perception o f harmony and unity that come s with self- knowled-

g ee In the final scene Oliver senses this as he looks into 

Henry's face and s ee s h is ovm face mirrored. ITe is far mo r e 

percepti ve than Henry but fi qht s do~vn any consc iou s recog-

nition o f the real issues. He, like Henry, has and will 

continue to exploit those who are useful to h im in his own 

dull Danner but will not move an inch towards self-knowledge . 

This stultification a nd abortion of g ro·VJth is iihat 

the title refers to. It has been sugge sted 

... that the Pyrareid r e fers to monument, metronome 
and crystal , all linked by similar shape and by their 
relation to Tinc, whether ge sturiDg against it, im­
posing it or sim~ly employing it. b 

This interpretation seems overly complicated without pro-

duci ng any useful insight. There is only one reference 

to the pyramid structure in the novel itself: "And rue f ully 

I remember how the E~,vans al"vlays gave me a present at Christ-

mas. They also vibrated in time to the crystal .pyramid." 

(p. 178) Vlha t t hi s "pyramid" refers to is easily ident-

ifiable when two other Golding works are taken into account. 

Sanuny r.:ountjoy has previously mentioned it sayi nry : " ... 1 ... 

boasted l.vi th rudimentary feeling for the shape of our social 

6 
Avril Henry, If"\:!illiam Goldi ng : The ~~amid ", 29 . 
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pyranid that I i'iaS t h e recto r ' s son, sort of-and become un-

popular . " (Free Fa ll, p . 146 ) Golding , in the essay IF f.. 

Touch of Insomnia", talks of go ing with his Nanny to France 

and how their compartnent was closed for he "supposed there 

was some sealed-off hold where the base of our social pyra-

mid rest ed . " (The rIot Gaj:es , p . 135 ) The pyramid is siDply 

the symbo l of the class structure 1dhich exists , and is rig-

idly enforced , in the smal l village. It is crystal because 

it is transpa rent . Oliver has taken g r eat pains to transmif 

this transpa rent quality t o the reader for even he , in his 

dim-witted fashion , realize s that it exists. 

To perceive the sign i fi cance of this structure even 

further we merely have to cont r ast the title of this wor~ 

with that of t he previous novel , Th.e SDire. J:: __ The initial 

distinction i s that the pyramid is a pa0an construction 

whereas the spire is Christian . It i s the s econd distin-

ction, that we Day make , that is more important. Pyrami ds , 

to Go ld ing 's contemporary Vestern audience , are houses for 

the de~d while , in contrast , the spire is a monu~ent t o t h e 

livinCJ povler of God and if seen as a phal lic structure the 

contra s t become s even mo re apparent. The spire o f Dean 

Jocelin is transforned and signals the nerqi n0 of the spi rit-

u a l and the secular into an integrated whole. The pyramid 

of Ol iver mark s nothing of the sort - it is a fitting ffionu-

ment to the villagers of Stilbourne . 

Olive r, at t he end of the novel , rel1ai ns the perfect 
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exampl e of these permanently dead people and he drives 

away "concentrati ng resolute ly" on the task of driving . 

He engage s h is mi nd in a simple mechanical reaction in an 

attenpt to d rive away memories which are dange r ous to hi~ . 

vle see Ii ttle of the depth of Ol iver's characte r, in the 

manner 'whi ch we vietved Pincher !:iart i n, Sammy I',~ount j oy and 

Dean JoceJ.in, but this is not Golding's failing. Rather it is 

exactly his point - as an author he ca nnot reveal Oliver's 

character because it i s sha llow and he is not a figure of 

the same calibre as the protagonists of t he three p revious 

novels. He remains pe r manently isolated in the pyramid 

because he p refers his security to self-knowledge. He does 

not have t he hone sty to e ngage in meditation upo~ hi s pa st 

as did Sa:n,s:.r L:ountjoy. Rather than being an arti st or a 

person ~vi th a vision, he chooses to remain, unenli ghtened , 

in one system. He is t he Golding protagonist who is a fail­

ure as a human being. He do e s not receive a revelati on be­

cause he desperately blocks out hi s pa st. The last view vIe 

have of him shows him frantically running away from t he 

possibility. 



CHAPTEI( FIVE 

The collection of three shoTt novels ent.itled The 

§corpion God is a step outside the usual area of Go lding 's 

work, In both size and Dode. Such a mo ve, however, is one 

which is not totally without precedent . It was noted in t he 

previous chapter that two of the three sections of The Pvra-
~--

mid were publi shed separately and are able to stand on 

their own as short stories. This three-part structure is 

again em010yed i n The Sco~Y)ion God . The obvious difference 

is that the same characters do not appear in any of t he 

three s;,ort novels but the essential similarity j.s that the 

three works all revolve around i dentical themes. 

As explained in the introductory chapter, UE nvoy 

Extraordinaryu, because of its date of publication, will not 

be considered directly here. Still, a bibliographic fact 

is of importance in an examination of this collection. F::::·on 

1·Jhich is intended to be a light comedy. ;L'lat I aD sucy:;estinq 

is that all three works of The Scorp i on God share not only 

a sir.lilarity in then e but also in tone and mode . As "Envoy 

Exi.raordinary'" must be Vie\'led as a li0ht comedy so must the 

other two works. Ir this collection we find that Golding is 

parodying hinself by treating his usual ther:ies in a differ-

e:tt manner. There a re , hevlever, major flaws in this coll -
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ectio~ . All three wo r k s lack t he nobility of expression 

found in Goldi ng 's best nevel s and are nei t he r a s complex 
1 

nor as wel l-written . 

The mo s t in~ortant f i gure in the t itle work is the 

Liar whose rebellion against the acc ept ed concept s precip-

itates t he diffi culti es. Ve are s hown Great House faili ng 

1n the 1"'J.n ~vhi ch 'wa s a trial to p rove that his divine r i ght 

to rule was st ill valid. ~his is not just a detail which 

Golding ha s added fo r h is O'ldn purpo se fo l' J . B. Priestley 

rema rl~ s 
.L' , 
Lil. d 1: the "ta sk cf each Pharoah of ~e sopotamian 

k i ng , on h is ac ce ss ion, was to renew, to restore in its 
C) 
'-' 

This non-achievement in the run 

is r,ot Yie;ved C:1.S 2. f ailure, by either Great House or h is 

sub j ects, but l S seen as an opportunity to be entombed in 

a pyramid and thereby ach ieve a s tate o f be inq transcend-

ing t hat of life on earth . 

This burial o f a l ivi ng king, within a monument ded-

icated to h i m, is totally in accord ';'li th Egyptian belief . 

The chal-a cters in ff 'l'he Scorpion God" consider t h is p r ocess 

in a favourabl e Danner f o r i t b r ing s the one in¥olved into 

1 
For an exami:l.ation of the complexitie s o f Gc ldir~g ' s 

style s ee ~owa rd S . Eabb , "Four Pas saGes f rom Willi am Gold-
. , ~, , '. -- - - . t '- . \T (1 9 f':' 5 ) c.; 0 8 lng S l' lc -clon", l'.i lnne so _d L:E" VleW , - 0 , v - ' . 

Man and Ti me , p~ . 145- 6 . 



the "EteTna.l :Jo'/', \.;hich is completely outside man ' s teLl-

discusses the ~ystical view of time and suggests that "The 

universe is an everlasting succession of events ; , I ' .L 
DU T. lLS 

g-ro1..md , accordin<:.1 to the Perennial Philosophy , i.s the time-
3 

less now of -;: he divi::1e Spirit ." Thi sis the type of co n-

cept which appeared in connection with Dean Jocelin ' s vision 

i n The Spire ; here it is not an i solated incident but an 

a ccepted belief of t he s ociety. Pr i estley refers to Breast -

ed who s ay s that nAmong no people , ancient or ~odern , has 

t he idea of a life beyond the 0 rave 'teld so ;:JJ:"or.. inent a 
4 

place as acong the ancient Egyptians. " \~at the Liar objects 

to i. s the nethod e:,,;)l oyec1 in Great House ' s attero.pt to Bchi eve 

hi s " Ii fe be~ro~ld the grave" . Such a notio::l appears in an 

earlier ~·"ork , for ~vhile Go ldilYJ apparently accepts the tri -

mordial concept of time he ~ay be experimenting, i n Pincher 
5 -

WIart i ['. , -;.Ji t11 Josiah Royce ' s idea of the "Eternal :';O\'J" . In 

one instance , after Great House has been entornbed and the 

Li a~ i s s~i11 re~us in0 the opportunity, the Eead Uan r efers 

·3 
p . 1 84 . 

I:an and ':rime , p . 147. 

5 
For a fuller examination of Royce ' s theory see 

\, Ji llial~l Fle~ir\:; , trTr~e ~ '~e1I1ie r Cortcer::ts or 1'ime arld 711eir 
Relation to the Tenporal Arts" , ]ouTlla1 of Ae sthetics a::1d 
Art Cr~ticism , IV (1 945 ), 101-6. 
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to t he ~rota00nist s ayi ng t hat "His @rea t House '~ Li a r still 

endure s t he vexations , t he ins ecuri t ie s, the trials of a 
6 

n ovl ng ~T o\V." 

The Liar is a ~an of knowledge of t he unde sirable 

type. TIe has obv~.ousl y travell ed nore than a ny of the 

entourage o f Grea t House ' s court yet even Great Eouse insis t s 

t hat such stories a s Liar tells must be fa nt a sy : 

The God t apped the Liar on t he shoulder. 
"Tell n e sone lies." 
"I' ve told you al l I know, Gr eat House." 
II All you can t l-ti nk of , you nean, IT said the I:ead ~ :an . 

"They would n ' t be lies if you knew t hem. " (p . 25 ) 

The t :~,rpe of knOl"l ed j e vJhi c':t Liar possesses is Iilerely fa ctua l , 

and we a re no t shown hi Iil r ece ivi ng any tYg e o f revelation . 

Iro:tically t he Head I. ~an , vIlL er.. taH:inC] t o Pretty 

FlOl'ler , states t hat the f acuIty v·ihich "distiWJu.ish es na n 

f rOl~, t lte rest of crea tionfl is fin is capacity to lool::: at £acts 

- and draw fr om them a , , Ir CO nCl.USlon . (p . SO) FollOlvi ng t hi s 

a ssertion t he l~ead I.~ an says of h i I1sel f t hat "They have s a i d 

- e,nd i t ~lould be false I10desty t o deny it - t hat all bl.OI'I-

ledge is ~y province . T. T, .L 1 I ' /I 
"iEl. L a na n can .<nov·, , Knovl .· (p . 5J. ) 

Unfortunately f or t h e I-leael I·:an t h is is not qui te true f or 

he does not have t he knowJ. ed0e o f the Liar, no r a r e t he con-

clus i ons h e draws the saa e a s t hose of t he pro ta~onist. 

Th e Liar is a 5an who turns his knowleda e to t he wron! 

6 
The Sco rryjo~ God (London : Faber and Fabe r, 1971), 

p. 54 . All f u r t he r r efe r enc e s a r e to t his edit ion . 
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ends. Hi s ego and insti nct f or sel f - p r e s e rvation do no t 

al101\1 h i n t o l:)lacidly aCC elyt t he fa ct t hat he Gust die I'le r ely 

because his patro :cl. nas Il:) t fu l f illed t he r equirerr:.e nts of a 

ri tual. I n effect t h e Liar ha s corll11 itted t he action "vhicIt 

George g . ' Tllo~ son s ee s as one of t h e defi ni ng charact er-

ist i cs of later Gold i ng pro ta ~Jonists , f ron Pinche r I:art i n 

to Dean Joc el in : uTo turn away from God i nto life is to 
7 

assert L .e ;,Je r-sona t hat says ITI". f1 By stronGly a ff irming 

the i mportance of his own ego , above and beyond anythi ng 

else, the Li ar , as do many of Golding 's characters, accepts 

one syster.1 as final. 1:e is unab le to hold any vie'\'! \\'hich 

re9ards death as a transcendence o f life. 

Vhat t he Liar bec omes is a J:i tIer .c' , .1.1 (Jure, a.s ne 

make s his plans o f c onquest quit e c lear and brashly arti c-

ulates t he exploitation of Pretty Flower: 

liThe F:an ,,·,ho hole s the h i gh seat i n t h i s count ry i s 
the ·nan who has you, stran; e a nd beauti f ul woman , 
for his bed. He could burn up -the bank s o f t h is 
river fran one end to t he ot her , tnti l all ne n liv­
ing by it were bowing to your beauty .1T (p . 60 ) 

Certainly the Liar's escape fro m the guards is i ntended 

to be hu~ourous for it is t he t ype o f escape one expec t s 

from a super- hero , no t fro~ a character who has just been 

Li ght lT, 

7 
"iJill i am Gol d i ng : Deb ""ecn God-Da r kness a nd God­

Cr c.E...sei (Va lpara i s o University ) XXXII (1 969 ), 9 . 
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, c~ 
pulled OUT a pit . But t his hU-lllOUrOUs e l"Jlsode does not pro-

,\ 

vide any relief to the serious to ne which has been created 

by Liar t S a:1bi 'dons . 

The res idence ln the pit i s a telling incident for , 

I r', '-" I h ' t· !- 1 'd ' a s \ 'Ie s m'! lr.. ~,l1e 0l) lJe t 1: 1 e p l 1 S 'LO D e conSl ereo as a 

place whe re t~e denizens of ~ell spring from. This is Dade 

even nore apparent by the one reference in the worl-: t o the 

ti tIe . After he has been stab:Jed b y t he Liar the I'lead l=an 

says that "rie {i:he Lia j stl n'] s li~e a scorpion. IJ (p . (2 ) 

The obvious inference is that the }:nowledge and I'Jill , ''lhich 

the Liar po ssesses, are deadl y weapons which he will not 

he s itate to use. 

The Liar is t ile absolute reverse of SanElY Lount j 0:/. 

Oliver , in T'n~]rm,.id, refuses the burden which l=ountjoy 

assu..med but he at least caLle close to a t ype of revelation 

and retreated onl y because of hi s own weakness. For t he 

Liar there is no possihil i ty of a realization of the unity 

of the "'lorld. I1e is a fi ;rure driven by his o'IVn ego but he 

is not co~pelled by a vision s imilar to Jocelin 's nor does 

he enter into a Pincher-like situation . Essentially ,t he 

Liar success fully denie s t he validity of the pyramids. 

Golding tries to treat these theI:le S li ghtly a nd 

att empts not t o place the sane sort of obvious , heavy enph-

asis upon them in this work as he did in the earlier novels . 

He faiJs because he remains a nora list and hi s motive is 

didactic. I,Te heve noted the etp,ollJ(Jical pun on "love" 
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and "pyr ar:'tid" in Tl~~"yra.nid aJ:1d t hi s pun is employed here 

but in a reverse nanner . Oliver was incapable of eithe r 

gi vine;: or recei vin<; love a ::1.d as a cons equence r ell,ained en­

trapped in t he social pyranid . The Lia r recei ve s love and 

thi s enable s hie t o progress to a position of power and a l s o 

to de ny t he pyr amids , which fo r n a basic relig ious belief 

of the Egy:.:>tians. Ire is able to escape only l)ecause of 

Pretty Flower 's love for him and the young Prince 's a ffe ct­

ion . But he ex:;J.oits these e:notions t o hi s own ends. Other 

Golding p rotagoni sts have engaged in simila r act i ons but 

not with the calculated rut~l es s ne ss which the Liar evid­

ences . In a serious work by Golding t he audience would 

expect t hat the Liar 's eX9lo itat io ns would eventually cause 

him an<;uis~ and poss ibly r esult in a revelation. Instead 

h e is rewarded in the reverse , achieving his materiali s t 

goals and re~aining spiritually i gnorant, and t here fore , 

content . 

Tne Liar's comi cally ol)stinate refusal to be buried 

with his patron , hi s miraculous escape , the character of 

t he young Prince (who wishe s to be a gi r l ) and the arrog­

ance of t he Head ~an , in assert i nJ tha t he knows all t hat 

there is to be known, are elei'.1ents in Golding- ' s atteri1.~Jt to 

create the tone of licrht hunour whi ch i s intended t o convey 

his usual theme s in a di ffere::1.t , but powerful , fashio::1. . 

All three o f these work s are yet a J:1o t her eXDerirnent fo r 
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Goldi~g . uThe Scor~io n God u i s no t in any na nne r facetious , 

a1 thouqh it r.w : r be failed, for ,,,,hat we are shovm i s e ss-

entially t h e rationa l i st t ri ur:rp;l i n'] over the iTLjTstic , or , a's 

\'las ~ortrayed over the 

spiritual . A great deal of the actio n in this work is hu~-

ourous but the ~ost s i 0nificant ~as sa0e occurs at the end . 

Pretty Flow:~r accept s the Liar a.nd \'le se e that :tEe r arms 

were u~ , their he~na ' d palms outward , ge sture reserved fo r 

(p . 62 Italics added .) She ha s accepted the 

Lia r 's plans because they are lovers but sh e is not the 

, 1 ("" . ., " f ' d I ur. ~ I 1 • ,.. I'nse ru_er Li.Qure Hillcn vIe -l ~ 1 n .-:,nvoy Lx"Craorol nary· . 

She does not re a lize vil:'tat the impact of the Liar ' s rule \"Jill 

be~ Her fault is that she is i ~norant and in this respect 

totally unli}.:e the Eeperor in nzTlVoy Extrao rd inary" wh o, 

Oldsey a nd l}eintrau;:) sUJJg-est , 

••• understa~d s the differeTlce between prog ress and 
change, and sees little c~ance, given man ' s unchanq­
ing nature , t hat ma n will ever learTl to use h is in­
telli gence any ~ore wisely or well Eerely because he 8 
ha s increased tr,e nUl,~ber and cOiTL'plexity o f hi s tools. 

In teres of Gold ing 's previous works t he naEe of the protaq-

onist is s i gnificant for the Liar is exactly that ; he pre-

sents a world-vie':l 'whi ch 1S inconplete a nd although his 

knowledge may be factual it is no t of the san e value or 

de -::; ree a s that of Sar.ny r<ountj oy or Dean J ocel.in . 

8 
~T:..::~.:..,e=---;n:.:;j -=r.....:t:..--o=-_=-f_i.'.Tilli ar::. Go ldin9 , pp . 155- G. 
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The e p i g raph to nClon~ Cl a nk" p r ovide s no t onl y an 

indication of the t~ , e ___ e of thi s narra tive but is a~Jplica})le , 

especially the final two line s, to all of Golding 's wor~ : 

Song before s peech 
Verse befo re n rose 
Flu-L e l"' e .coye ~~ l- 0".';.) -1 0 e L _.~ .L _ .v - , _ - 1: ,) 

Lyre before bow (p . 63 ) 

Qui te s i:."ilply t he voi ce of t he artist i s :J.or e i r:'..po rtant to 

man than the voice of t ll.e i·wrrior. Unfortu nately in "Clank 

Clonk", the r~o st s inplistic o f t h e three wor::':: s in J'l"l~_ Scor-

pi<2}l God , Gold ing does not atte~~lpt t o b roaden t h e i Elplicat-

ions of the el::-) i ;JTaph but f1a ~:es it bear d.irectly upon t hi s 

si~gle s tory wi t hout any indi c a tion of a wider scope . There 

is a de finite connection beb-Ieen The InJ:H.~ ri t o rs and .L' -ul2. S 

story, f o r a 0ain Go lding has re t reated far i nto t~e p as t . 

The dif f erence i s that "ClOIL\: Clonk " is not an expe rinent 

of the s ane ord.er . There i s no concentrated ef fo rt to delve 

into the alien co nsc ious nes s of another sp ec i es of ma n . 

Ch.i rrlp is forced into a s tate of i s olation by the 

other hu~ter s j)ut t he c ircur::s tanc es 'Hhich Colding ha s nanu-

fa ctured (Jenerate a type of s)~_lpa thy for t h is fi<:~;"ure rathe r 

than an ad2 iration for a Greatness in stature , as we have 

for r.:arti n , rr- OuEt joy and Dea n Jocelin , or even t h e patho s 

which i s created by the f i gure of Lok . m" , , .lne maj o r C OIC: lC 

el ement enployed here i s the c onc ern w~th nanes , which i s 

a techni que vir,i cl,,- Goldi n(J u s e s, al thoug~l more s parin01y , in 
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Chi~p was once "Cha rg i ng Elepha nt Fe l l On Sis Face 

In Fr ont Of A~ Ant e lo~e " a nd his new naGe is intended to be 

derisive f or t he hu~t ers jmi t ate t he ch i nps t hey ne e t and 

t heir "speec~1 " "conveyed contenpt of the ch i :nps./I Con~J i ned 

with t his is t h e b i-sexual at ti tude of t he peopl e and t h e 

childish actions a nd natures of t he hunters wh ich i s put 

fOYVJard i n the £as~1 io:1 of light nur,lOur . Chi np is b rought 

bClC~:: into t h e tribe by his se:cual a ll iance "'lith She 1,Tll.O 

HaInes the 1..rol.~ e n and he is fu l ly ('.cce1Jted as one of the 

Leopard ~ :en. 

The e~di n0 is indicative of Golding ' s nood in t~is 

~vork. : ~e r e sorts to eEl~)loyiW:; a fairy- tale qual:" t y a nd f or 

the characters If everythir,g ended happily. II In The I rJl. e r-

. t I , " f" , I l ',_ors 'Ln e aUG l enC8, a 'Ler f}alnlng an anoun-c of synpathy fOT 

Lok and his "peo?le" , was suppo sed to b e greatly a f fected 

by t hei r ext inct iO'It . The peopl e in "Clol'.$: ClorL:::" 1 i ve on 

the side of a volcano and are eventually destroyed but 

Goldin~ tosses th i s off fli ppantly sayin~ "by that tine 

there were ?lenty of peo~le in other places , so it was a 

snaIl ~atter.u (p. 144 ) Coming from sucl an intensely 

serious writer as Golding this i s dismayi ng but perhap s ou r 

confusion is supposed t o be def l ected when we realize t ha t 

the extinction was a r e sult of a natural calamity rathe r 

tha n a f£'.an- nade one. Perhaps-but this is no t e :lOuC)1 to 

jus tify t~i s wo r~ . Golding should stay with h is ser i ous 

works a nd leave comedy a l one. He has neither t he under-
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standin; nor the ta l ent for such a mode . His ~ajor co~ic 

devic e , tl1.e rapid cli.a!l.,]ing of nace s, is infused \.'li tll hlen­

tieth - century colloquial isn s, f or exaITl_ple "30ss Ch i r,lp", 

and such a device r apidly ceases to b e entertai~i ng and 

b econe s tiresoDe instead . 



CiLlITTER SIX 

Golding ' s works naln~aln a continuous line of pro-

g ressi on in 'which eacll infor:-.1s and and a:-.lplifies ot~ er 

work s . A sinsle cha r acter doe s not appear i n no r e than one 

work , as opposed to SODe of Faulkner ' s novels , but t he type 

of cha r a cter doe s, as in the work of J .P. Donleavy and Thon-

a s Pynchon, althou]"h L1e s ituat i on lllay be a l tered . It i s 

demonst rable tha t Golding ' s uor~ , like that of t he authors 

jus t nentioneo , Gust be read , , .L ..L ' l... 1n l LS en ... lreLY . La t ely , as 

in J'he Scorr)io~ God , Golding has COf'.e to e:·:::>ect that t hi s 

\vi l l be t he ca s e . T:le Pyra::l id loses most of 'whatever im-

pact it doe s have if t he r eade r i s not aware t hat Oliver 

i s a failed Golding p rota gonist . 

From t he fi rst five novel s, Ul' to TIle Spir~ , a char-

a cter '"hich f.lay be viei.-.; ed as the t ypi cal Goldi n,;} prota :;-on-

i st energes . The one except i on i s The I nhe r itors whe r e we 

s ee throu~h t he eye s of Lok but , while he i s the ma jo r char-

a cter , h e i s not the f i gure which appears i rl. 
, , 
Lne first nov-

el or t ne fol lowing thre e . Gold ing in this work wa s attempt-

ing to po rtray an entirely different consciousness in order 

to e!TI.~')has i ze t h e lIi l'.ll.eritors ' fJ loss of innocence . The typ-

ical protac oni st , or rather a part of t he typical prot a ~ on-

ist , appear s only peripherally in the fi ~ure of Tuami , the 

arti s t . The Inheritors serves , bas i cally, to establ ish the 

11 4 
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fallen nature of man and reveal the problem-causing co~bin-

ation of intelli (}ence and },::nmvled:::re . 

As has been pointed out previously, the first two 

novels , J,ord ~f the ~lie~ and Jhe Inheritors , are intended 

to be extrer!".ely strow)' cri tiques of earli er ~'JOrk s o f li ter-

ature uh i ch put forth conc e~ts that had little validity 

concerni~0 twentieth-century ~an 's s i tuation. In both of 

these novels the suffering and isolation, which appears 

consistently in Golding 's works , plays a large part. 

ever, t he full develop!"1ent o f a p r otagonist is kept under 

control by t he elenent of critic i s~ which nakes these wor ks 

Gold ing could then go on to create hi s triumvirate of pro-

taqoni st s: Pincher I~art in, Sa!',lIay i::ount j 0)' and Dean Jocelin. 

Fincher, t he first of the three , is to be adnired , 

but not lil::ed or er:mlated, as 1,'le vieH hin in his nonumental , 

and losinry , stru~gle to keep h is ego alive. Ee is t h e pri~e 

exar.tple of the e·Joj. st - that fi ,}ure driven 0y the clar~:: , i n-

ternal Beast. ~is character a~d experience are t he proto-

tYlJe for Saa:ty : :ountjoy and Dean Jocelin. 20th Sarr1Y and 

t ' e Dean are also driven by t heir egos and thei r traumatic 

revelations are a direc t re sult of having to face this " dark 

centre" because of isolaJLi on and suffer ing . 30th achieve a 

v l. c i o:-L of unity, '\'Jhi ch cOLl..::'ine s -(:"']0 systerr, s (Rea s on / Faith , 
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reli a ious/secular ). Such a vision is denied t o ~artin because 

he is the culo ination of the evil nature of hu~anity as it 

i. s porb-ayed in the two earlier ·Hor~( s. In one sen se I · :arti~ 

i s humanity but Golding also make s hin all. i ndividual whose 

"self" comes directly u nder exaEination, thus pavi ng t he way 

for l :ountjoy and Jocelin . It i s no t necessary to recapi t-

u lute t ~"'. e s-i::ories and sufferinG of these ·l.:'H O chara c ters as 

their sin iIari ties , such as exploitation, have JJeen shm·JIl. 

earlier. 

It ha s been suggested that 

, , ·thail I • ., • 

Re storatlon ratner p reservat10r.. 1S h1S Go~dln0 's 
ain : he would restoie c o~cept s of Bel ief , Fre~ UiI]., 
~ rl ' i ~ i:plO""")_ 1-" r ~1' --"' ·li..!...,\r ~l T.' .. ,'-"'- ..... c- (-_._.u_v _c""a __ .G s.-,on ", ... _vl __ L.l , ..... _n , ior:..lliene ....,.:;, or 
Aton~Jent , an~~ay ), Visio n a~d Divine Grace. q e 
i10uld restore ~) r Ll. ci l) le s i1. an un:ol-i~cipled Horld , 
and he 'would re st ore J)elief to a i·w rId of uillfu l 
unbelievers . 1 

Gold j_ng develop s and e:::;=>lores all these concer)ts in ais first 

£i ve 'tTol-I.::s but his "Divine Grace" lS s onethinCJ t h at nust be 

Harked for . It is (J iven only to the dese rvlIl.g , t hat is, 

those \.'1ho underrJ o isolation a nd an~Jl.lish , and is ~ot handed 

out indi scr i minately. 

In enphasizing the e is ta.l:es and horrors' of the pa st, 

whether t he individual 's or manl:::ind ' s, Golding hopes to 

avoid t he pos s ible calaDit~es of the future . The enphasis 

h e ::)laces u~.Jon the illan "I,'lho ha s <.;}"ained kno1'lledg e of his ess-

1 
01 ' d T T '.L ] '1" A t .r.. T·T · 11 . G 1 ,. o sey all. ·:.e1nLraUJ, _n e r - O.l- ',,1 laD 0_oln0, 

p . 34 . 
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ential uselfu, that "dart ce~t reU , is great in t~e fir s t 

five u orks. Therefore it is s O:1ewna t puzzli ng to find Gold-

One 

may o.dll.J.re Golding for at-[=err~~)t i ng to ShNl the other s ide of 

the coin but Ol iver , unfortunately , remains an e ssenta illy 

bori~g characte r and the novel itself i s on the 

caring to have the s ole noti vation of attacking t he Brit i sh 

class-struct\lre . 

This abrup t shift in fo cus leads directly to t he 

rather poor col lection, Jl~_Scorpion God . '='he title l'lOrk 

ha s as a ~rota~onist a tyrant in the nakins and shows how 

he rises, In a ridiculous fa shion , to a positi on of power i~ 

the ~::ir1.(;do~ . f!C l onk CIon}:", t .L1e tale of Chimp and hi s troub-

l es, i s an even s iDpler a nd poo rer story while l~nvoy Extra-

ordinary", t h e best of t h e l ot (perhaps because i t vJa S the 

earliest), revol ves a round t~e nayhen created by t he inven-

ti ons of Pha nocles. TIle I:r:lperor realizes that, al t houc;h 

Phanocles' interes t ~ay be sc ientif i c, his inventions are 

dan:;;e r ou s to t~1e Horld. Cons equently the Enperor exiles 

Phanoc le s t o China and thi s i s i ntended to be the b i g puncl~ -

line. Our hi s tory- book s tells u s t hat it I'TaS the Cl:.inese 

'Hho \-vere re s po:;:1. s ible f or fi rs t di scoveri ng CJun- ;::JO\'lder , ,'ihere -

as, at lea st in t hi s stor).· , it wa s Phanocle s vlho br our;ht the 

invent i ons to then . For s ane reason the introduction of 

the s e d i scoverie s into the Ori ent d i d not s eetl. to l"}a}~e 

difference . Yet , thi s is ste~ping beyond the bound s 
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o f the s tory . All o~e is abl e to sa y is that Golding fails 

Disera~ly in hi s attenpts at sustained conedy . 

Althou<;h J~e Pyra:'.;.id and The Scor0i o~ God do not 

stand as good Ilorl:: s they are useful : n interp retin(} Golding 's 

o ther novel s. 1'he lYra:',',id is parU.ally succe ssful ir~ creat -

ing the atno s phere of s tultification and Oliver ' s non-ach-

iever'ce:;,t s erves to empha s ize the Ul"'..derstandin0" a nd knOl,!ledge 

God shed s no Ji0ht on Goldin(j ' s the~es but it is intercsti~ ."j· 

tc s ee a writer attenpt another mode. ~either of these 

"Wo r~:s ni ti ';:ates L',e influence a nd ach ievement of the prev-

i ous five novel s. ~-Tor do t h ey a ffe c t Goldi::-lJ 's contribut-

ion to twentiet~- century literature . 

In his e:ca::d.nation and inve s ti ,..;'ation of man aEd 

hi s :Lature Golding i s B>lJare that he ha s I',o t f ou!1d em easy, 

g eneral s olutio n : 

I s uppo s e you can only say as a footnote to that , 
'Hh ich is a very good sU:::-~ i'cation , that to .oe m'lare of 
that s ituation nay po ss ibly b e , in sone ways , a bi t 
of a s olution o r te!1din] toward s a s olution . But 
I ' d like to s ay : clon ' ~ cred:t n e , the way ~eopl e do 
all the tine , with s olutions. I have~1 ' t 00 ~ then . 
You see ever . '" , ----

Perhaps in hi s future work s Golding will he able to fi nd 

these s o 2. u"Lions ; DU t , I'lha tever the c e se, hi s atte:-11') t to 

nake nodern man aware of hi s situation is adnirab le and 

2 
Jack I . 3iles , Talk : Conversatj,ons wi t h Uilliam 

('l'~~ 10' \)0_.2:.1.:51 , p . _ L..: . 
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this ~ay be only the first step in a long process. 

suitable cotto for Gold ing , his work , hi s p rota ; onists and 

hi s 
, . 

E'-L"tCll e nc e is Jeo be found in the Vi SJ1r.U Puran(l : 

That 
that 

i s 
lS 

c.ctive aut:/ uh:d: is not for OUY bCi:,"da ~: e ; 
knowledge which is for our liberation : 

All other duty i s good only unto weariness ; 
All other !~no"'Jled .. ~e ]_ s the c leverness of the artist . 
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