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ÖZET 

 

 

 

Feminizm kökleri 1790lara kadar dayanan, düşünsel ve yazınsal hayatta önemli bir 

kavramdır. 19’uncu yüzyılda özellikle yaşanan savaşlarda ve sonrasında kadının 

toplumdaki yeri ve önemi daha iyi anlaşılmıştır. Ekonomik refah artıkça, kadın siyaset, 

iş yaşamı, edebiyat ve kültür çalışmalarında kendine daha fazla yer bulabilmiştir. 

Edebiyat alanındaki kadın varlığı feminizm ile daha da öne çıkmış, özellikle 1960ların 

ortasından itibaren yazın hayatlarında ilerleme kaydeden kadın yazarlar çağdaş 

feminizm akımından etkilenmişlerdir. Bu yazarlardan biri de Margaret Drabble’dır. 

 

Margaret Drabble ilk eserlerini 1960ların başında vermeye başlamış ve yazarlık 

serüveni halen devam eden İngiltere’nin en önemli kadın yazarlarından biridir. 1963–

1969 yılları arasında yazılan ilk eserler daha çok kimliğini arayan kadınlar üzerinde 

odaklanır. Yazarın daha sonraki eserleri ise, yaşanan çağla birlikte değişen dünyayı ve 

yaşamları ele almıştır. Drabble bireyden topluma dönmüş ve okuyucularına İngiliz 

toplumunun detaylı birer kesitini sunmuştur. Yazarın eserleri pek çok kitaba, teze ve 

akademik çalışmaya kaynaklık etmektedir. Ancak, yapılan bu çalışmalarda konu 

genellikle kadın imgesidir.  

 

Bu çalışma, Margaret Drabble’ın ilk beş romanındaki erkek karakterlerin detaylı 

olarak incelenmesiyle romandaki kadın kahramanların hayatlarına ve dolayısıyla 

romanlara katkısını ortaya çıkarmayı amaçlamıştır. Şimdiye kadar yapılan 

çalışmalarda pek rastlanmayan bir konu olan erkek kahramanların incelenmesi 

eserlerin daha iyi anlaşılmasına yardım edecektir.  
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ABSTRACT 
 
 

 
 
Starting from the 1790s the concept of feminism gradually became an important concept 

in the literary world. Especially after the First and Second World Wars, the importance 

and the place of women in the society became more appreciated. As the economical well 

fare grew, women managed to find more positions for themselves in politics, business 

life, literature and academic studies. The place of women in literature became relatively 

more prominent, especially when the women novelists who developed in their writing 

careers were deeply affected by the spread of feminism since the mid-1960s. Margaret 

Drabble is one of these eminent writers.  

 

Margaret Drabble is one of the most distinguished women writers in England who 

began her writing career in 1960s. She is producing works at present. Her first works 

written in 1963-1969 focused on the women who are seeking their identity. Her later 

works hold the opinion of the changing world and lives of the people in parallel with the 

age. Drabble shifted her outlook from individuals to the social phenomena and let her 

readers observe the English society in her later novels. The writer’s works have served 

as a source to many books and academic studies. However, the concept of women is the 

subjects of these studies in general.  

 

This study aims at revealing to what extent the male characters contribute to the novels 

and the female character’s lives by evaluating in detail. This subject, which hasn’t been 

encountered with frequently, will help to make the novels to be understood better.  
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INTRODUCTION 

 

 

Margaret Drabble is one of the well-known contemporary English writers who started her 

career just after her graduation from Cambridge University. She was born in Sheffield in 

1939. She went to a Quaker School and then she studied English at the university and 

graduated with an honour degree. For Ellen Cronan Rose “[She] is a novelist because she is a 

woman. Had she been a man, she would no doubt have been an actor.” (1980: 1). She 

understudied Vanessa Redgrave and Judi Dench in Royal Shakespeare Company. However, 

her acting career ended with her pregnancies and while she was raising her children she began 

to write. As she says in an interview with The Oklahoma Review, 

‘I went to Cambridge, and I read English and I didn't write very much while 

I was at Cambridge because there wasn't much of a creative writing 

atmosphere there. I really wrote my first novel when I left the university. I 

married the week I left Cambridge. I don't know why quite, but I did and I 

found myself suddenly in a situation where I couldn't get a job for various 

domestic and practical reasons. I wrote my first novel because I found a 

great gap in my life where I had been studying and reading. I was really 

puzzled by what was happening between being a student and being an adult 

person and that's when I wrote my first book. And I discovered while writing 

it that perhaps that's what I did want – I did want to write. So it came out of a 

mixture of circumstances. I sometimes wonder whether I would have written 

that first novel if I'd been very busy at that point in time – if I'd had more to 

do, if I hadn't been just a wife hanging around, if I hadn't been in Stratford-

upon-Avon where I didn't know many people. And I wonder whether 

perhaps ten years would have gone by before I thought of writing a book. 

But I'm very glad it happened that way. And as soon as I'd written one novel, 

I knew that's what I wanted to do.’ (2000: 1) 
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So, she began writing in the early 1960s and so far she has published seventeen novels. She 

also wrote many essays, short stories and a biography of Arnold Bennett. She edited the 

Oxford Companion to English Literature in 1985.   

 

She was highly affected by Simone de Beauvoir and her astute work entitled with The 

Second Sex during her last year at Cambridge. “The second sex is an anatomy of what 

Drabble has called “the situation of being woman” in a man’s world.” (Rose 1980: 2).  In this 

significant work, Beauvoir says, “humanity is male and man defines woman not herself but 

as a relative to him…. He is the Subject, he is the Absolute – she is the Other.” So in the light 

of this patriarchal notion, Drabble creates female characters that are searching their identity 

and anatomy, using Beauvoir’s practical implications. Another important person who 

coloured her fiction is Doris Lessing and her striking work The Golden Notebook (1962).  

For an important critic Olga Kenyon, “The Golden Notebook and Drabble’s early books 

coincided with several novels by youngish women talking from a specifically female point.” 

(1998: 89). It was unavoidable that she was affected by many British writers, as she studied 

English at the university. She says she didn’t try to be one of the Greats but she didn’t deny 

that she admired those one of whom is Arnold Bennett. She utters that she does not want to 

be an experimental novelist to be read in fifty years. So she says “I’d rather be at the end of a 

dying tradition which I admire, than at the beginning of a tradition which I deplore.” (Rose 

1980: 40). For another critic, Allan Massie,  

 

The strength of Drabble’s fiction rests in its nineteenth-century seriousness. 

She never doubts the importance of the social world in which we live and 

which she seeks to reflect.  Like Byatt, she never doubts that the novel has 

apart to play in deepening and refining our understanding of society. She 

cares passionately about the way we live, and credits her readers with a 
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similarly intense concern… She has a respect for physical reality that is 

admirable and invigorating. (1991: 22) 

 

As Massie says, Drabble really is interested in the people and how they live. In the 60s people 

observed many social changes. About fifteen years later the war appeared to have many 

revolutionary acts especially in America and in the West Europe. The post-war years were the 

years that many economies began to develop and the social wealth began to rise. Meanwhile, 

many things related with social life and people entered to people’s lives. “They demanded 

new freedoms: peace, no arms race, sex, music, drugs, free speech, obscenity, nakedness, 

revolution, trips, instant Utopia, instant revolution.” (Bradbury 2001: 364). In his poem 

‘Annus Mirabilis’ Philip Larkin states the innovations that began to happen in the Sixties.  

 

It was in 1963, the year when sexual intercourse began: ‘rather late for me- 

Between the end of the Chatterley ban 

And the Beatles’ first L.P.’ (Bradbury 2001: 372) 

 

In those years in parallel with the economic growth the number of the universities increased, 

educational opportunities expanded, new subjects and new cultures began to be taught. And 

the literature world was in a kind of awaiting situation. John Barth called this era “the 

literature of exhaustion” where all the forms were used up. (Bradbury 2001: 370). In this era, 

beginning from the 1960s, women writers become more apparent and womanly experiences 

gained significance and popularity. The social changes brought freedom to them and they 

used this freedom with a sense of responsibility. And Drabble was one of these women who 

set on the stage approximately in this time.  

 

Her early novels were about the matrimonial and feminine things like child-bearing, problems 

in marriages, and career seeking so on. But her focus deep down was the struggle of the 
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individual toward finding or constructing identity. Her heroines in her first five novels 

suffered from confusions about their selves, because they were in a fight to emancipate. 

According to Allan Massie in her work The Novel Today,  

 

[Drabble’s] best work concerns itself with the divisions in English life, and a 

critical examination of new directions being taken by English society. 

Drabble’s early novels established her as the representative voice of 

educated women of her generation. (1991: 19) 

 

Drabble says in an interview with Olga Kenyon in 1985 that, ‘[N]one of my books is about 

feminism because my belief in the necessity of justice for women (which they don’t get at the 

moment) is so basic that I never think of using it as a subject matter. It is part of a whole.’ 

(1988: 85). She is right, because even in the twentieth century there are discriminations 

against women. Even though she does not focus on feminism in her novels, she is a feminist. 

After fifteen years in another interview she declares, 

 

‘I do call myself a feminist. I am a feminist. I'm not the kind of feminist that 

some feminists are, but I would say that I am a feminist. I want to get that 

clear. I'm not an anti-feminist or a post-feminist; I am a feminist. But I don't 

like some of the feminist approaches to my work because they tell me I 

should have been something else, and you shouldn't do that to people.’ 

(Interview with The Oklahoma Review 2000: 4).  

 

Drabble wrote her early novels in the 1960s – A Summer Bird-Cage (1963), The Garrick Year 

(1964), The Millstone (1965), Jerusalem the Golden (1967) and The Waterfall (1969). In all 

of these novels the focus is on the female identity. The identity search gradually develops 

from the first novel to the fifth, and we can partly talk about a kind of fulfilment in the last 

novel, The Waterfall. For Olga Kenyon, “[T]his desire for justice suffuses her whole 

structure. She shows how a woman’s life is restricted by her own and society’s attitude to 
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her” (1988: 85). The women suffer because of two reasons: first is the female characters’ 

identity crisis, second, the society, that is, the patriarchal world. They try to find out their 

ways. Malcolm Bradbury summarizes Drabble’s early novels as, “Her early books were sharp 

miniatures, vividly portrayal of the lives of well-educated and serious young women, making 

their careers, exploring their sexual identities and needs.” (2001: 426)  

 

Drabble’s further four novels – The Needle’s Eye (1977), The Realms of Gold (1975), The Ice 

Age (1977) and The Middle Ground (1980) – focused on the society. In the seventies, Drabble 

attempted to write the changing world, and the changing society and its norms. In these works 

various characters with colourful backgrounds were narrated, and also the age of the heroes 

and heroines got older. Furthermore, she created man characters as well as the women 

characters. Again, Malcolm Bradbury states,  

 

Over the Seventies, Drabble’s firm moral realism and sharp social curiosity 

widened into a thoughtful culture-reading of an age which was sinking into 

an affluent materialism, and beginning to lose much of its historic family life 

and its domestic networks. (2001: 426-427) 

 

The Radiant Way (1987), and A Natural Curiosity are Drabble’s novels written in the 1980s. 

They are a kind of continuation because of the plots and the characters created by Drabble 

formerly. In 1991 The Gates of Ivory and in 1996 The Witch of Exmoor were published. In 

these novels her point of view is the contemporary England and the social background of 

present England. For Allan Massie, Drabble’s present angle is rather severe and her true 

subject now is the moral condition of England.  

 

Her analysis of contemporary England is harsh. She is alarmed by the sense 

that social obligation is being supplanted by compulsion and selfishness. Her 
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puritanism is offended by the new individualism which flaunts wealth, is 

thrilled by power, and has no respect for what should bind people together. 

(1991: 20) 

 

Finally, in this century, she was very productive again and wrote four novels in five years 

which are The Peppered Moth (2001), The Seven Sisters (2002), The Red Queen (2004), and, 

her final work which has previously been published, The Sea Lady (2006).  

 

Ultimately, the portrayal of the male characters in Margaret Drabble’s first five novels is the 

aim of this thesis. And the primary concentration of this dissertation will be on the 

representation of these male characters through the plot sequence and their contributions to 

the female characters in the novels.  

 

The male characters seem to be vague in her early novels. In fact, it is quite understandable 

because Drabble’s centre of attention was women and their problems. However, she pictured 

the two sides while she was narrating the women. In the study, we will closely observe the 

male characters in detail and figure out their importance in each novel.  

 

At first, the physical and psychological descriptions of the male characters are depicted. Then 

their interactions, such as dialogues, interior monologues or their representation of conscience 

by the omniscient narrator, with the female characters are evaluated. This study may give the 

impression that without female characters no male characters would exist. However, that will 

be a misinterpretation. As the main focus is on the female characters, the existence of the 

male characters can only be seen through the female existence but in the end we will gain a 

sound understanding of them.  
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The aim of this thesis is to do what hasn’t been done so far about Drabble’s works. As 

Drabble’s name is listed in women studies, and among feminist literature, the studies about 

her works were always centred on her women figures. Therefore, this thesis attempts to 

underline the portrayal and the significance of the male characters so that their contribution 

could be appreciated and to create a better understanding for Margaret Drabble’s novels.  
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CHAPTER I 

 

STEPHEN HALIFAX – A SUMMER BIRD-CAGE 

 

 

“Tis just like a summer bird-cage in a garden: the birds are without despair 

to get in, and the birds that are within despair and are in a consumption for 

fear they shall never get out.”  

                                                John Webster’s epitaph from The White Devil 

 

A Summer Bird-Cage (1963) is Margaret Drabble’s first novel in her writing career. The 

novel articulates sisterly relationship which focuses on marriage and the narrator’s 

ambivalence about the concept and being a woman in the patriarchal world. Sarah Bennett is 

the narrator and the protagonist of the novel; furthermore, Louise (Bennett) Halifax is the 

second female protagonist whose name is taken after the Bennett sisters in Jane Austin’s 

Pride and Prejudice. According to Head, A Summer Bird-Cage faces a dilemma that is 

emblematic of women’s changing role, that apparently stark choice between marriage and 

career after graduation. The novel sets out to the confines of this birdcage (2002: 87). 

According to Ellen Cronan Rose, the protagonist, Sarah Bennett must decide whether or not 

she wants to be a grown-up woman in the society that calls women the second sex. Her 

problem is exacerbated by her unquestioning acceptance of patriarchy’s definition of what it 

means to be a woman (1980: 4). In the above quotation from John Webster, the “birdcage” 

metaphorically means “marriage” which Sarah remains irresolute; in contrast Louise jumps at 

the chance. Sarah, after coming down from Oxford with “a lovely, shiny, useless new degree” 
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(SBC, 7)1, was filling her time in Paris as an au-pair girl teaching English, lacking a sense of 

vocation. She is bright, intelligent, witty and pretty. On the other hand, her sister Louise is an 

attractive woman with “an absolutely knock-out beauty” (SBC, 9). She is narcissistic, self-

indulgent, cold, and materialistic. She too is down from Oxford but she does not have a job. 

All she does is to shop and to be proud of herself while looking down on others. As to 

Alpakın, Louise has become a good representative of the consumer society which Margaret 

Drabble criticizes (1990: 57). She marries the male character, Stephen Halifax just because he 

is wealthy. Louise ignores the existence of her sibling, Sarah, which wounded her and 

prevented to shape her own personality for a long time. Louise’s self-trusting nature leads 

Sarah to grow an inferiority complex. The reconciliation between two sisters occurs at the end 

of the novel when Louise gets a divorce and finds her way out.  

 

A Summer Bird-Cage is criticised as being highly autobiographical. Drabble herself is 

illustrated by Sarah and her elder sister Antonia Susan Byatt, who is a significant writer too, is 

Louise. The rivalry between these two sisters existed for a long time, and Drabble does not 

permit herself to declare that she was affected by Byatt until she was ten. In the light of their 

personal relation –or not relation– the pattern of the relationship of the Bennett sisters are 

very similar to Margaret and Antonia. As written by Shoran Whitehill, Drabble claims that 

‘[F]irst novels especially must be autobiographical – one needs to get out of the way, burn it 

off, clear the path for other ideas.’ And Drabble’s mother informed Valerie Grosvenor Myer 

that this work - the novel- reflected the relationship between Drabble and her sibling, Antonia. 

She added that the book embarrassed her and told her daughter, “It’s like reading your diary.”  

(qtd. from Bokat 1998: 59). And in the literature world, Byatt’s novel entitled with The Game 

is considered to be as a response to Drabble’s A Summer Bird-Cage.   

                                                 
1 Margaret Drabble, A Summer Bird-Cage, (Penguin Books, 1967), p.7. Further references to SBC will appear in 
the text.  
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As mentioned in the beginning, one of the focuses of A Summer Bird-Cage is the concept of 

marriage. Although it is said by Sarah that “The days are over, thank God, when a woman 

justifies her existence by marrying” (SBC, 74); however, it is still something which is valid in 

those days. According to Alpakın, 

 

But both sisters will end up the same, victims of the male-dominated society. 

They criticize resigned women but sooner or later they will have to accept 

what the society imposes on them. The sisters are female characters in a 

shifting society and they are in search of values and identity. (1990: 57) 

 

The novel, in fact, is basically about marriage versus career. And what women call marriage, 

how they define it is a matter of question. Is it a last exit to escape from one’s realization of 

herself, or is it a way to find peace, or is it a heavy burden that a woman is supposed to live as 

a ramification of social norms? Here we have got various answers to these questions via the 

female characters. The novel is abundant in the way that it is just like a festival consisting a 

variety of individuals in both female and male angles. We have Sarah, Louise, Gill and Stella 

as the female characters engaged with the concept of marriage, besides; we have the male 

characters Stephen Halifax, John Connell, Tony, and Stella’s husband Bill who are in a way 

affected by this concept. By means of marriages and affairs we reach information about the 

functions of the males in the novel.  

 

The narrator and the protagonist, Sarah was tutoring some girls in France when called from 

Paris. She was just spending time there without knowing what to do, so when the invitation 

reached she immediately returned to England. When the novel begins, we come across the 

question why Louise is getting married to Stephen Halifax. She says “I couldn’t imagine why 

Louise was marrying him.” (SBC, 9).  For her it is a big question mark. She has an answer to 
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this question which is: getting married is an alternative to having no job. She says, “….what a 

girl can do with herself if over-educated and lacking sense of vocation. Louise had one 

answer. She was getting married.” (SBC, 8)   

However, Sarah is not the type of girl who will be satisfied with this kind of an explanation. 

She has difficulty in understanding and empathizing with her sister. The male character, 

Stephen Halifax, is a writer. He is a social satirist. However, his books are very boring and 

hardly objective for Sarah; they are books without jokes which she dislikes. He writes books 

that accord his manner which is disturbing and arrogant: 

 

He behaves like his books…, his opinion is hardly objective. Nobody 

escapes. Everyone is either ridiculously rich, or ridiculously poor, or 

ridiculously mediocre, or ridiculously classy. He leaves no possibility of 

being in the right, unless he means to leave himself as a standard, which 

would be logical, as he is entirely negative. (SBC, 9) 

 

At the very beginning of the novel, although Sarah does not know Stephen well, she does not 

like him. She is quite prejudiced, even at the end of the novel Sarah’s mind does not change at 

all because of his elitist manner, the way he perceives the world and people, and also the way 

he values people. She even says, “On the other hand I wouldn’t marry Stephen Halifax had he 

been the last exit open to me.” (SBC, 8). We have a very bitter criticism of Stephen Halifax 

by Sarah even before he appears in the novel.  According to Saccucci,  

 

Stephen’s inadequacy as an artist is inextricably linked with failure as a 

human being. His extreme self-absorption verges on an almost pathological 

condition of egomania, and results in the imposition of his own values upon 

others and a complete disregard for the value and dignity of human 

individuality. Thus his books are not about people, but about types, the rich, 

the poor, the mediocre, the classy. (1993: 35)  
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As pondering, Sarah comes up with possible ideas about this marriage. The first two ones are 

about the ill-nature of Stephen. He is a type of man who wants a woman figure in his life that 

would stand as an ornamented object equal to his status. The third possibility is about 

Louise’s ill-nature which is called, even by herself, a predator. She says, ‘I’d rather eat than to 

be eaten.’ (SBC, 165). She wants everything, and gets them all, too. There are some 

possibilities crossing Sarah’s mind about the reasons of this union:  

 

That perhaps Stephen was marrying her because she never looked 

ridiculous….Perhaps, he wanted a wife to be a figurehead to his triumphal 

car, a public admiring ornament to his house. A hostess…..it was possible 

that she wanted Stephen….. that perhaps she was in love with Stephen. 

(SBC, 9-10) 

 

Although it is believed that this marriage seems to be a “pseudonym” (SBC, 10) for Sarah, 

Louise seems as if she accepts this marriage. Louise is showing off by her writer husband. 

Furthermore, in the Chapter 8, The Next Party, we see the house of the newly-wed couple for 

the first time which is not like a home, decorated with luxurious furniture lacking of soul, and 

so is their relationship: not intimate, totally artificial. While Sarah is thinking about her 

friends Tony and Gill the words that she uses to define Louise and Stephen’s affair are 

significant: “They [Tony and Gill] were everything that Stephen and Louise weren’t, 

spontaneous, happy, comprehensible and so forth” (SBC, 38).   

 

Margaret Drabble has been criticized for her male characterization, as they are the vaguest 

figures in her novels; however, she displays, in fact an intense portrait of Stephen Halifax 

with his flaws in his character. In the novel A Summer Bird-Cage, all the events, and people 

are narrated through Sarah’s eyes but, we have a key chapter about these people especially 

about Stephen, through the eye of one of his closest friend, Wilfred Smee. In the chapter 
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entitled with The Information, Wilfred Smee informs Sarah about the insight of the events. He 

gives some details about Stephen. He also enlightens Sarah about her sister and the frissons 

that Louise experienced. By means of this chapter we capture the chance to see people 

through the eyes of others, except from Sarah’s. Wilfred says,  

 

…. I mean that he really is a psychological case. People use the word 

neurotic to describe anything they like, and forget that some people really 

are neurotic, and have real illnesses of the mind. And a real case isn’t 

glamorous or intense or anything like that—he is just ill and cut off and 

unapproachable. That’s what Stephen is like. (SBC, 145)   

 

Sarah is shocked because of what Wilfred told her. Especially she is stunned as she hears the 

word “neurotic” repeated twice in his description. Her response is “I’m out of my depth” 

(SBC, 146). She cannot figure out the reality she has just learned. As to Wilfred, Stephen is 

not mad, but is only “a case for a specialist” (SBC, 146). All these assumptions turn out to be 

true when Louise reiterates and confirms them while she tells Sarah what has happened when 

she is caught with her lover John Connell in the bathtub by Stephen. She says, 

 

‘…. When we married I just thought he was a bit odd…. I thought he was a 

nut, but a quite a kind and sad and interesting one. But later…’ (SBC, 199) 

….. 

‘…. He is too horrid, you wouldn’t believe how horrid and awful he is, he is 

a nut-case, but the most selfish, but the most specious, the most mean kind of 

the maniac that was ever let loose…’ (SBC, 197) 

 

So, if Stephen is a psychological case, why did Louise want to get married to him? The 

answer to this question includes the reason why Drabble has created such a male character, 

that is, the function of the “he” character lies in this answer. At last Louise confesses the 

reality behind the suppositions:  
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‘Then what did you marry him for?’ [Sarah asks] 

….. 

‘I married him for his money, of course.’ [Louise responds] (SBC, 194-5) 

 

This is the crucial point, the most intimate statement that Louise has uttered so far. The 

concept of marrying and in what sense is perceived by a female are obviously revealed in this 

part of the novel. As mentioned before, Louise is a materialistic person nothing to do with 

sentiments. Here, the male character is a device to achieve a wealthy, comfortable and safe 

life through marriage in materialistic opinion. Marriage is not an aim; it is not a union of 

mutual love and respect. It is an extension of “having one’s own cake and eat it” for Louise. 

Drabble wants to illustrate the meaning of marriage in this novel. Louise marries Stephen 

because she wants to have all the expensive clothes she sees in the shop windows. All she 

wants is to “have” rather than to “give”. So in this relation, though Louise hurried to get 

married, she is not a victim, as she is a “flesh eater”. As to Somerton, there are some 

indications that Stephen may be using her as much as she is using him (1998: 46) in which 

Louise seems to control the game. In one part of the conversation she says that to marry 

Stephen seemed to her like it’s her duty. Just because she pitied Stephen, she got married to 

him. And when asked by Sarah whether it isn’t a wicked thing to marry someone for his 

money, she answers yes, it is; however, she considers it as “[I]t is a normal thing to do” (SBC, 

195). On the other hand, another interesting thing about Stephen is the possibility of his being 

homosexual. Louise thinks that he may also be in love with John Connell. And he arranges 

this marriage so as to cover up his tendency. Furthermore, by deceiving Stephen, Louise takes 

the part of a male character, that is, generally the men’s sides deceive their wives; however, 

here Louise is the immoral and disloyal side.  

 

I realized, as we walked there, that what Louise was doing was a reversal of 

roles: she was taking the men’s part, calling at the theatre instead of being 
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called for. She was in the tradition, but she had reversed it, instead of opting 

out completely, as the most girls are now obliged to do. (SBC, 180) 

 

Louise chooses to have an affair with John Connell who is vital, attractive and natural. He is 

the antithesis of what Stephen is. But she prefers to marry Stephen instead of John because; 

he is not as economically secure as Stephen. Although he is very rich at the moment, the way 

he spends his money makes Louise anxious. As being a calculating woman she cannot take 

the risk of living without money by marrying John. And also she confesses that she does not 

love him enough to marry him. She says, 

 

‘There’s something about his being an actor that prevents me from taking 

anything he does seriously. Now, Stephen, he’s quite different, writers have 

always been known for sensitive lot….’ (SBC, 202) 

 

According to Saccucci, “In sum, Louise’s philosophy about life is that it’s better to a 

carnivore than a herbivore because it’s better to “eat than to be eaten” (SBC, 165). This is 

hardly the language of a victim. (1993: 21) 

 

We have two types of women in the novel: first those like Sarah, indecisive about marriage as 

they see it as a birdcage that will probably limit their lives and those who are entrapped by the 

marital and maternal life like Gill and Stella. Secondly, we have Louise who sees marriage 

not as a burden but a way of liberation.  

 

Gill is one of Sarah’s intimate friends when they were in Oxford, she is a painter. When she 

left the school she immediately married Tony. Tony was a painter too and he used to paint 

Gill. At the beginning everything was fine but when some time passed some creaks 

enlarged.They began to quarrel about shortage of money, or when their electricity and gas had 
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been cut. But the statements that he uttered show us the patriarchy still dominates. Gill is 

telling, 

Once he said to me, “Put the kettle on”, and I said “Put it on yourself, I’m 

reading”; and he said, “Put it on, what the hell do you think you’re here for?” 

Isn’t it unbelievable? That Tony should be like that? ....” (SBC, 40) 

 

Here, it’s interesting to witness the part he plays in a man-made world although he is educated 

and sophisticated. The painter Tony has been implemented here cleverly by Drabble who 

wants to show women that we live in a world where the men rule. If you do not obey you will 

probably be punished. In Gill’s long speech she says, in short, love is not the whole thing that 

makes a marriage to be long-lasting. And the total of her experience is as she says, “I began to 

feel so humiliated and degraded” (SBC, 40). Gill’s relationship with Tony deteriorates 

ultimately because he expects her to act like a middle-class housewife first, an artist second 

(Wojcik-Andrews 1995: 159). So the marriage, again, turned out to be something disastrous. 

Another quotation from Gill which shows Tony’s humiliating attitude:  

 

Tony made me feel so useless. Once I said to him, “I feel like a still life, I 

want to do something”, and he gave me a bit of canvas and a few paints and 

said, “You paint then.” It was awful, I was so offended, it was just the same 

as when my mother used to give me a handkerchief to iron with my toy iron 

on washday, so I could be a grown up like her and the truth is that my stuff is 

like a child’s painting when you compare it with his. (SBC, 42)  

 

Tony refuses to allow Gill’s creativity grow and he makes Gill adopt a conventional role as a 

mother to his artistic ambitions (Wojcik-Andrews 1995: 158-9). Furthermore, Gill gets 

pregnant but under those circumstances it is impossible for Gill to give birth. So she has an 

abortion, the trauma of marriage is the heaviest burden in her life. It is a total frustration. 
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Therefore, she leaves Tony, but can't help herself to wait for a dim light of hope to get 

together again.  

 

Another example of frustration in marriage belongs to a very minor character Stella Conroy, 

from Cambridge, an old friend of Louise. They are another couple like Tony and Gill who got 

married immediately after university. As Louise narrates, she once visited the couple who 

were living “in a slum in Streatham” (SBC, 204) with their two little children. The marital and 

maternal life restricted Stella. She forgot to look at herself in the mirror. Louise was highly 

influenced by the scene.  

 

‘…. It was too terrible, the baby was sitting on its pot and screaming, and the 

loo was littered with wet nappies, and everywhere smelt of babies….there 

was a bottle of clinic orange-juice leaking on the window-sill, oh it was 

disgusting.’ (SBC, 205) 

 

The two last marriages are a kind of criticism of highly overvalued concept of marrying and 

having children. Drabble explained to Myer: ‘I got married in 1960, and everybody got 

married, you see; you just rushed from university to the wedding ring and then huddled your 

babies in and out of the cradle.’ (qtd. from Somerton 1998: 47). She is aware of the fact that 

women are apt to marry and have children, naturally. But these two things generally become 

the most intolerable things in a woman’s life. And as in the Gill case, marriage, directly or 

indirectly, men seem to stand like a rock in front of women progress. Because we are born 

into a world where proportion of the power is rarely shared out equally, that is, men are 

always superior in this sharing situation, and what is left for women is to stay aback and 

follow the paths of fundamental traditions. Therefore, this foolish and blind way of marrying 

is highly criticized in A Summer Bird-Cage.  

 



 18 

We know little about the male character. Stephen is like a closed box. Sarah says “I can't even 

remember what he says” (SBC, 122) because he does not reveal anything directly about 

himself. We can only have the chance to hear Stephen’s voice twice in the novel. This is his 

first dialogue throughout the novel.  

 

‘Well, how do you like my being sister-in-law?’ [Stephen] 

I gave this meaningless question as little attention as it deserved, and 

countered it with, ‘Surely you’re not drinking orange juice on your wedding 

day?’ [Sarah] 

‘You know quite well,’ he said, ‘that I never drink. I’ve told you before that 

I don’t like it, but you don’t seem to believe me. You even accused me of 

affectation last time.’ 

‘Did I really?’ 

‘Yes, you did. And I must say that I am strongly inclined to believe that it is 

as much through affectation that you indulge.’ 

‘Oh, you’re quite wrong,’ I said. ‘I love it.’ 

‘I think a lot of nonsense is talked about drink,’ he said. 

‘Perhaps. But that does not mean it isn’t nice. And I mean to say, whoever 

heard of a novelist who didn’t drink?’ 

‘You must have a very romantic conception of the artist. Penniless and 

bearded in his garret, you see him?’ 

‘More or less, I suppose, I do. Anyway I believe in extremes, don’t you?’ 

‘No no, the well-observed norm, that is what art is about. The delicacy of the 

perception will compensate for any lack violence.’ 

I think he is quoting from one of his reviews. 

‘Oh yes,’ I said. ‘Well, I just don’t believe that, I’m afraid.’ 

‘Well, you may find you are wrong,’ he said, with a superior kind of look. I 

hate anyone to be didactic except me. (GY, 36)  

  

For Saccucci, Drabble establishes a relationship not only between language and identity, but 

between language between identity and vitality (1993: 35). Stephen’s limited range in his 

speaking, his repetitions and his predictability shows us his identity and his mental state. 

Saccucci adds for him, the function of art is to maintain the status quo (1993: 36). 
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Furthermore, his tone is superior and didactic which is quite irritating.  The second dialogue 

scene is in the middle of the novel. It is important to underline Stephen’s behavioural pattern.   

 

‘How are you getting on?’ he [Stephen] said to Wilfred, with something like 

bonhomie.  

‘Fine, fine. Talking to your wife’s sister. As you told me to.’ [Wilfred Smee] 

‘She’s a clever little girl, isn’t she?’ said Stephen, as though I wasn’t there. I 

knew this was only a conversational affection, but it succeeded in annoying 

me. 

‘I’m only three years younger than Louise, you know,’ I said. 

‘And how many inches shorter?’ 

‘About three, I suppose.’ 

‘Interesting, interesting. Well, well. Tell me, Sarah, what do you think of 

Wilfred? What marks would you give him for intellect?’ 

‘I’ve no idea,’ I said I don’t want to make Stephen sound a total fool, but 

that really is the way he talks. 

‘He’s clever too,’ said Stephen. ‘He knows everything there is to know about 

the rise of the Liberal Party in the eighteenth century.’ 

‘Does he really?’ 

‘Oh, everything.’ (SBC, 125) 

 

In this conversation, his tone of speaking is teasing. Sarah interprets it as foolish. The limit of 

his speaking, the repetitions he makes are a proof of his limited perception. It also lacks 

intimacy and naturalism. His arrogant manner can be closely observed.  

 

Finally, after getting separated from Stephen, Louise becomes liberated. She begins to live 

with John Connell. “She says she has learned her lesson” (SBC, 207). She becomes more 

friendly and intimate and less arrogant. Her connection with her little sibling, Sarah, gets 

better: “She seems to have forgiven me [Sarah] for existing” (SBC, 208). The female 

characters experience new things throughout the novels and as a result of them females 

improve themselves. On the other hand, male characters don’t change at all. They seem to be 
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flat characters. This may be interpreted as women are more open to advance, but the males are 

stable.  

 

In conclusion, A Summer Bird-Cage is basically about baby steps of a young girl in femininity 

and life and profession through her observation of many other male and female characters. 

Joanne V. Creighton states: 

 

“While the focus …. is narrow, Drabble has in this novel captured the sense 

of drift and dislocation that women just leaving university often feel. While 

the events which preoccupy Sarah may seem trivial, the point is that so too 

typically are women’s lives trivial and undefined at this stage.” (qtd. from 

Çakır 1990: 31) 

 

Drabble while narrating these people and the circumstances, in which they live, implements 

her social satire of the age and women movement at the same time. As to Drabble, women 

are not victims; they have the power to stand on their own feet. Having written her first novel 

she had highly benefited from her own history consisting of her sisterly affection, her first 

marriage and her sense of vocation. In addition, in A Summer Bird-Cage Drabble conveys her 

messages about marriage and having economic independence.  

 

For Drabble, romantic love is neither a panacea for men nor for women, 

rather the ideology of love hides the reality of the inevitable artificiality 

between the sexes resulting from the women’s economic dependence. In 

other words, she believes that the relationship between men and women are 

debased by women’s economic dependence. (Saccucci 1993: 46) 

 

In this very first novel, the abundance of materials related to male characters is quite 

attention-grabbing because among her five novels this one has the most space for the “he” 

characters. There are two types of male characters. The first group consists of men who make 
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the women’s lives difficult, such as Stephen, Tony or Stella’s husband. The second are those 

who help the women gain their liberation like John and Stephen, again.  

 

Being married to Stephen means money and safety for Louise. But at last she understands 

that money, as an aim, cannot bring happiness. She makes a mistake by marrying with 

Stephen, at the same time she gains salvation by her marriage with Stephen. In this way she 

progresses and turns her way to spirituality rather than materialism. She has an affair with the 

antithesis of Stephen who is John. His major contribution is to make her reconcile with the 

outer world. 

 

Tony and Stella’s husband, Bill, are the extensions of male-dominated world. They are the 

typical individuals of patriarchal world. And Drabble here by using them warns women to be 

careful about men even if they are educated or sophisticated.  
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CHAPTER II 

 

DAVID EVANS – THE GARRICK YEAR 

 

 

Margaret Drabble’s second novel The Garrick Year, which can be considered as semi-

autobiographical, was written in 1964. The writer’s point of reference was the theatre world 

this time. As it is known, before Drabble’s distinguished writing career, she had been an 

actress, in the Royal Shakespeare Company, until it was interfered with her pregnancies. 

When the novel was being written she was in Stratford with her first actor-husband; therefore, 

it is quite possible to find many reflections of her own life and her social surroundings.  

 

This novel is a story of a woman who loses her freedom after marrying and having children. 

Maternity and its ramifications are the cores of the novel. The maternal and matrimonial way 

of living keeps her realizing her real wills in her life. The heroine, Emma Evans, is an 

attractive, intelligent, observant, and critical woman, grown up in middle class social rules 

and way of living. She has a ceased education, until college, and this also creates an implied 

frustration in the family, especially in her father who is a don at Cambridge University. At 

once she is a model appearing in the front pages of popular magazines, yet when she gets 

married and has children she has to stay aside and devote herself to her family. Her final 

interrupted attempt is to become the first woman television newsreader and announcer offered 

by a TV channel that “attempt[s] at the equality of the sexes by allowing women to announce 

as well as forthcoming programmes” (GY, 10)1. And she wants, dreams of “be[ing] the 

                                                 
1 Margaret Drabble, The Garrick Year, 1966 (Penguin Books, 1966), p.10. Further references to GY will appear 
in the text.  
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pioneer in this field”, and she states “I fully expected to succeed where others had failed” 

(GY, 10). Nevertheless, she is deprived of her will because of her husband’s career. Finally, 

they have to move from London to a country village which is called Hereford.  

 

The male character of the novel is, accordingly, Emma’s husband, David Evans who is a 

promising actor. He is completely a masculine character who is aggressive, quarrelsome and 

selfish. He is not seen as a caring father. He leaves all his domestic responsibilities to his 

wife, that is, and he is a bit shadowy character in the house related with his long-lasting 

rehearsals and an illicit affair. Drabble, here again, implements illicit affairs for both sides as 

a ramification of the social life in Britain in 60s.  

 

Emma states her situation as if she had gone into exile by marriage. In fact, this is a typical 

phase when she gets married and has children.  

 

I could hardly believe that marriage was going to deprive me of this too. It 

had already deprived me of so many things which I childishly overvalued: 

my independence, my income, my twenty-two-inch waist, my sleep, most of 

my friends, who had deserted me on account of David’s insults, a whole 

string, and many more indefinite attributes, like hope and expectation. (GY, 

10)  

 

What we have to care is in this man-made world that all women know what they will 

probably encounter with. And in this world all the stories in fact are the same. The role of 

woman and man are drawn beforehand and they are stuck in those roles which appear as a 

repetition. Accordingly, Emma’s complaint about marriage captures everything in her life. 

The novel opens with a struggle of Emma against her husband about leaving London. And the 

male character’s introduction to the novel is through the blaming words of Emma.  
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Emma does not want to move to Hereford, but she can't help it. She does not have any other 

choice but to obey. Although the couple argues about this problem for several times and 

although Emma points out that she does not want to lead a life in the country side, at last 

David announces that he already signed a contract meaning that they were leaving, or he was 

leaving alone. It seems to be there is no reason to ask for Emma’s opinion if David signed the 

contract beforehand. This means what Emma will say about the problem would actually be 

invalid. It means that such a question is raised for the sake of asking without a response. 

Whether she is willing or not is out of question. On the other hand in the following page we 

face that this contract story is not true in fact; he lies to get an approval from Emma. 

Consequently, from the start, it may be inferred that David is a very selfish person.  

 

On the other hand the determination that I had recognized in him had been 

quite real, and what was my determination against his? There was nothing I 

could say or do to deflect him. (GY, 9)  

 

The reason why she is in love with David is a rather complicated issue. She was twenty-two 

when she met him on a train. She is always a direct woman who naturally utters what she 

thinks of. David must have been impressed by this side of hers. And the way she treats David 

charms him. She is a rational person rather than an emotional one. For Emma the reasons 

may sound quite weird but she loves him, because she sees him as an adventure, as a source 

of inspiration. The more mysterious he stays, the more attractive he becomes for Emma. He 

is a kind of adventure that she would have to discover.  

 

His extravagance is one of the things in him that I have always loved. (GY, 

13) 

 

When he tried to tell me about himself I would stop listening: I didn’t want 

to know. All I wanted was this feeling of terror with which he inspired me: 
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with him, I felt that I was on the verge of some unknown and frightful land, 

black desert, white sand, huge rocky landscapes, great jungles of ferns. (GY, 

24)  

 

I think I married David because it seemed to be the most frightful, unlikely 

thing I could possibly do. …. I did not want an easy life, I wanted something 

precipitous, and with David I felt assured at least that. (GY, 25) 

 

I knew he would not change [his clothes], and I did not want him to; I like 

him best when he looks a mess. I like the effect we create together, he so 

aggressive, I so formal. (GY, 45) 

 

Emma’s ideal is to find a person who transcends the normal norms in life. She also likes the 

sense of contradiction they produce together; he is shabby while she is formal. Emma has 

also been assimilated in many ways during her accompany with David. Although she fights 

for what she wants, they have always limits, as David has a dominant way of speaking due to 

Emma’s passivism.  

 

He had poured some stout for me, which was the only thing he would let me 

drink. (GY, 8) 

 

‘What are we going to have for supper then?’ he said. 

‘Whatever you like,’ I said. 

….  

‘…. You can have whatever you want. Just tell me what you want and I’ll go 

and do it.’ 

‘…. Just tell me what you want and I’ll go and cook it for you.’ 

‘I’ll get supper,’ he said. ‘Tell me what you want and I’ll go and get it.’ 

‘I don’t want you to get my supper,’ I said…. ‘I’ll get yours. If only you’d 

tell me what you want.’ (GY, 15-16)  
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The repetition of the desires uttered leads no where but creates an artificial battle scene. 

Finally both of them get their meal, but this conversation takes a lot of time. Here Emma has 

a passive-active tone of speaking. She is passive because she tries to fulfil her domestic 

responsibilities; on the other hand she is active as she tries to maintain domination and a 

show of what she can resist.  

 

The first-person narration forbids us to hear what David is thinking and feeling. Drabble 

chooses this technique in almost all of her novels, and the women’s point of view have a 

priority. She argues that she is not a feminist writer; she is just a woman writer who is 

writing about women. Therefore, we have limited information about the male characters, so 

our main source is to trace the discourse of women about their partners. The contributions of 

the male characters generally show us the inequality between women and men, and also what 

kind of a life the woman is supposed to live due to such an inequality. In the novel Garrick 

Year this ‘not being equal and not having a priority’ is the main subject matter. Among 

Drabble’s five novels the male character is almost signified as a rock in front of a woman 

which denies her demands and dreams because of his own career. So here in David sounds 

like a stereo type of this male-dominant manner. However, the inclination of woman, their 

submission also provokes the men. The ones who have to make sacrifices are always the 

females. In the minor scale, at the beginning of the novel her approval to live in Hereford is a 

very simple example of decision. She leaves behind the chance of having a career which is 

also very tempting due to her partner’s determination. And Emma narrates her acceptance 

with such words as “He said that he would go to Hereford, and I, self-willed, distinct, 

determined Emma Evans, I said that I would go too.” (GY, 20) 
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In the nine months of accommodation in Hereford, their commitment (David and Emma’s) to 

each other is tested in the Garrick Year. Both of them, but initially David has an illegitimate 

affair with an actress, Sophy Brent, in his theatre company. She is the opposite of what 

Emma is: single, young, attractive and easy. She is a woman with “moist, curved, delighted 

lips” (GY, 1) and wearing superbly elegant clothes and she is “in the theatre company 

because her looks are too good to waste at home” (GY, 36). On the other hand, Emma cannot 

help herself pitying Sophy, as she is not mature enough both personally and professionally. 

In fact this pitying situation includes a contradictory fact that she feels inferior to Sophy as a 

married woman with children. She is irritated by the situation in which she is put into by her 

husband, David, like in the following situation. While the Evans family is dining in a 

restaurant they come across other people from the company, and: 

 

I noticed that Sophy was not bothering to watch me. I knew why: it was 

because I had a baby on my knee. You underestimate me, my girl, I said to 

myself: and when David had finished his dry and tepid chicken I handed Joe 

over, just to remind her [Sophy] of his paternity, while I attacked the 

remainder of my meal. David immediately handed him to Pascal…. (GY, 

36) 

 

Here, the words and phrases “underestimate” and “immediately handed him” are the key 

words telling us the situation that emphasizes the status of Emma who thinks she is 

undervalued by Sophy, and ignored by her husband. The Garrick Year is the most obvious 

novel about a woman whose husband leaves his paternal responsibilities to his wife. In the 

novel The Waterfall we will encounter a similar situation; however the family is going to be 

separated for similar reasons. And this separation will lead to the woman character’s 

salvation. On the other hand, The Garrick Year shows us how marital life and the way men 

act can be a burden in a woman’s independence and autonomy. David’s passing over the 
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child also indicates his negligence of his paternal duties because he does not want to seem as 

the ‘father’ of the family, and hints at his affair with Sophy. Here, Emma uses the children to 

create an effect that they are a family.  

 

David is a type that one can come across very often. He wants a family but at the same time, 

he wants to be released from all of his matrimonial and paternal duties. His negligence is 

obvious. Throughout the novel there is barely a scene that he passes time with his children. 

As a family we cannot see them together. He is a vague father figure. He is at home for 

necessity when little time is left from his rehearsals. This is best summarised by Emma: 

‘Although enjoyment might keep him out all night, hunger, annoyance or misery always 

drove him home.’ (GY, 14) 

 

The novel also gives a message to the women about the significance of being economically 

independent, so in this way it is didactic. The reflection of this notion becomes apparent 

when Emma and David argues about a marble pillar that Emma buys but David dislikes, he 

gets very angry with her when the delivery money should be paid. 

 

‘And whose money did you pay for that with? The house keeping? Do you 

really think I’m going to slave away night and day so that you can go out 

and buy useless, hideous objects at prices that suggest you ought to have 

your head seen to?’ (GY, 125)  

 

He is degrading Emma by this vulgar speech which we don’t expect him to do. Money is 

used as a possession against her. David also does not have any respect for her taste and 

desires. He bitterly criticizes Emma. He degrades her by referring how dumb she could be in 

order to imagine that he would sacrifice for her and working so hard that she would be easily 

able to spend ‘his’ money. Then, he throws the marble pillar through the downstairs while 
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shouting out that he wishes her to go. In fact this is not the first time we face David’s violent 

behaviour. Their quarrel about going to Hereford or not, ended with Emma’s extreme insults 

to his profession and he leaped up and “beat his fist on the wall.” (GY, 18). He is an angry 

Welsh man even according to Wyndam Farrar who is David’s theatre company director and 

Emma’s forthcoming illegitimate lover. He is generally angry towards the world and 

sarcastic, as “He thinks most people are awful.” (GY, 106) and carries violent discourses in 

his speeches. However, Emma has never become a focus of his aggression physically; 

however, she sometimes experiences his psychological attacks.   

 

Another male character to be mentioned in the novel is Wyndam Farrar. He is important 

because he is the illegitimate affair of Emma. According to Çakır, “Emma enjoys the 

tantalizing flirtation, the danger and the trappings, but she refuses the more serious sexual 

relationship.” (1990: 41). As being alone in Hereford with children and lacking a relation 

with her husband, she begins flirting with Wyndam Farrar. According to Creighton her affair 

with Wyndam Farrar is “a challenge to her domestic self” (Çakır 1990: 42). She wants to 

break the chains of the heavy burden of conjugal life. Additionally, she has a distant manner 

towards sex which makes her affairs difficult to tolerate both for David and Wyndam Farrar. 

She says, 

 

Kissing I did not mind: in fact I soon discovered that anything above 

the waist, so as to speak, I did not mind, but that anything below was 

out of question… (GY, 128) 

  

This frigid attitude makes David become estranged, so he finds consolation in Sophy.  
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Emma’s affair with Wyndam Farrar is in fact quite childish. They go out and eat in elegant 

restaurants and take trips to the country sides. At last Wyndam explodes: 

 

…. ‘You treat me like a fool, you eat my food, you drink my drink, you take 

my presents off me, and you treated me like a fool. And then you talk about 

human dignity. You’re a child, I’m telling you, you think you can take 

everything and give nothing.’ (GY, 143)   

 

We can observe another attack by Wyndam Farrar similar to David’s. The pattern of their 

relation is male-dominated and macho. He wants Emma to sew his button just because she is 

a woman. At this point, the previously drawn roles of women are again indicated: women are 

supposed to do these kinds of domestic obligations due to their sex, as Freud says “Anatomy 

is destiny”.  

 

…. ‘Tell me, Wyndam, what makes you think that I’m any better at sewing 

buttons on than you are?’ 

‘Well, you’re a woman. More practice.’  

‘You could start practicing now. Then you wouldn’t have to take women to 

bed with you in order to get your buttons sewn on…. (GY, 131) 

 

That the role of women is described by a man is Drabble’s technique in the novel. They see 

the woman as a subject to fulfil the demands of men sexually and also they are the domestic 

slaves to cook, look after the children and so on.  

 

The affair ends when Emma was in bed because of a severe cold. Ironically it ends with a 

sexual encounter so that Emma could pay back for her debts to Wyndam Farrar.  This part is 

particularly frustrating and as to Creighton “Her sexual life thus becomes a sad comedy.” 

(qtd. from Çakır 1990: 43).  
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One night when Emma and David and the others were at a party to celebrate their successes 

David and Emma lose each other. When she turns back home, accompanied by Wyndam, she 

sees David and Sophy Brent together. Emma is shocked by witnessing the illicit affair of 

David. She also realizes the fact that a man can choose a woman just because she is beautiful. 

She skips the manly point of view that generally involves in the physical side of a woman. 

She says, “I have always found it hard to believe that a man can love a woman despite her 

identity, and solely for her eyes and thighs and so forth.” (GY, 145) 

 

We observe that there is no quarrel after her shock. However, what David comments on is 

related to Emma’s affair with Wyndam; however her affair is simpler and less long-lasting 

than his.   

 

…. ‘you might have chosen somebody who had nothing to do with the 

theatre, you might have had an affair with someone like Mike Papini, I 

could see what he was after last time all right, but you had to go and 

choose somebody right under my bloody nose, somebody who at the 

moment has my career in his hands, which was a bloody silly thing to 

do, don’t you think?’ (GY, 156)    

 

What David thinks about is only related to his own pride and his career. He does not even 

mention family union or sanctity or the children. His discourse displays his egoistic approach 

and perception of loyalty and family.  

 

The book ends with a kind of consolation; both sides have deceived each other but their so-

called union hasn’t diminished. Emma at last confesses that they are entirely different people. 

The novel ends with a country trip scene which covers a snake secretly lying beneath a sheep 

that neither Flora nor David sees. She also does not inform that she saw a snake. The snake 
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may metaphorically indicate that something hideous, something disturbs the peace. Emma 

compares this scene with Garden of Eden where the snakes are crawling too. She says, “I did 

not want to admit that I had seen it, but I did see it, I can see it still.” (GY, 172). The 

repetition referring that she sees the snake is important. Whatever the meaning of the snake 

is, it is certainly something distasteful. It probably stands for the realization of what she 

witnesses and experiences in Hereford. And for the sake of going on, for the sake of the 

children Emma does not say anything. She prefers not to notice. She keeps silent. She prefers 

to keep quiet to go on living as if nothing has happened. She says, “[O]ne just has to keep on 

and pretend for the sake of the children, not to notice.’ (GY, 172).  Drabble gives the role to 

construct peace to Emma, because women can easily forget what they experienced and go on 

as nothing has happened. Because she claims if you can't take the risks of life itself which 

might bring unpleasant events, then you ought not to leave your own limited life. Drabble 

allows Emma to say, “Otherwise one might just as well stay at home.” (GY, 172). 

Meanwhile, while underlining women strength, Drabble aims to display men’s weaknesses.  

 

In conclusion, The Garrick Year is an important novel among Drabble’s first five novels 

designating what are a woman’s obligations as a mother and wife. According to Valerie 

Myer Grosvenor, one of Drabble’s most astute critics, 

 

“…. this story, with its background of breast-feeding, nappy-washing 

and the struggle for identity when swamped in domesticity is the 

archetypal Drabble story, and remains a favourite.” (Lovelace 2000: 

157) 

 

The male character David has a significant role that shows us how a man can be a hindrance 

in a woman’s life. Drabble conveys a message by means of this book that women should not 
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allow themselves to cancel their dreams and wills just because their marital and maternal 

duties which are imposed by the male-dominated world. Therefore, David’s function in the 

novel as the male character is highlighted as an obstacle in front of a woman who wants to 

extend her limits. 

 

The function of Wyndam Farrar is to demonstrate that the sexuality of a woman is not a 

natural freedom but something that can be used as a means to pay her debts.   

 

The Garrick Year is Drabble’s first novel about a long-lasting married couple and her 

declaration about marriage and its consequences. For Drabble, men do not try to find out 

ways to carry on, and as a result women are hurt more. In the forthcoming books of her this 

subject will be issued in different plots and with different characters.  
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CHAPTER III 

 

GEORGE MATTHEWS – THE MILLSTONE 

 

 

The Millstone is the third novel of Margaret Drabble. It was written in 1965. It is about a 

young woman who is a single mother and her awakenings about the world around her. We 

can not, in fact, call her awakening as a complete one, because she cannot unite with the 

outside world. As a result of an incidental sexual encounter she has got pregnant. And the 

happenings, new experiences, different people throughout her pregnancy and afterwards are 

told in the eye of the protagonist.  

 

The Millstone is critically observant of issues such as class-distinction, 

poverty, and the failings of National Health Service. It concentrates, 

however, not only this public sphere but on the private experience of a 

heroine struggling against the problems of her society, and against 

many counter-attractions, in order to achieve a balanced independence 

for herself – eventually helped, to surprise, as well hampered by the 

unplanned arrival of a baby daughter. (Stevenson 1993: 107) 

 

The heroine is a lonely person, her parents are abroad, her sister and brother are married, and 

she does not have close friends, too. As being a single mother, her life in the outside world 

where she is not exactly acquainted with, becomes difficult. The Millstone includes many 

minor male characters, they are Hamish, Joe and Roger; however, the one we will study in 

detail is George Matthews. He is seen little in the novel but his contributions are very 
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important. And to what extent he contributes to the protagonist’s life is the major subject of 

this chapter.  

 

What is significant about the novel is that heroine is a single mother. All the mother figures in 

writer’s five novels are married, however the heroine called Rosamund Stacey is a mother 

without a husband, which indicates the leap of Drabble in women freedom and independency.  

 

As Bernard Bergonzi states in Contemporary Novelists (Vinson 1976:373), it 

is Margaret Drabble’s particular contribution to the contemporary novel to 

have devised a genuinely new kind of character and predicament. There are, 

of course, innumerable women novelists who write from a feminine 

viewpoint. But Margaret Drabble differs from them in writing about young 

women who are not merely intelligent, but well educated, more or less 

attractive, and sharply observant at the same time. They are also mothers, 

and “their involvement with their children cuts sharply across their concern 

with a career, and their desire for emotional freedom. For many, the 

emancipated women and the mother are two sharply different types; 

Margaret Drabble has shown that in the modern world the two roles are often 

combined in the same person. (qtd. from Wojcik-Andrews 1995: 25) 

 

Rosamund is a scholar on Elizabethan poetry and working on her PhD thesis. Her father is a 

Professor of Economics and has gone to Africa with Rosamund’s mother to work for a newly 

established university. Hence, she lives in a flat: 

 

 … a nice flat, on the forth floor of a large block of an early twentieth 

century building, and in very easy reach of Oxford Circus, Marylebone High 

Street, Harley Street, and anywhere else useful that one think of (M, 9)1.  

 

                                                 
1 Margaret Drabble, The Millstone, (Penguin Books, 1968), p. 9. Further references to M will appear in the text. 
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The location of the flat is important; as it is totally contradictory with the financial status of 

Rosamund as she says “...I was living at that time in a flat that belonged to my parents, which 

dangerously misrepresented my status.” (M, 9), because she is trying to survive with a little 

money by tutoring a few students in English language. The flat image is also important, since 

it implies a place which is safe and protective towards prospective dangers of the outside 

world.  

 

Rosamund has some troubles with sexuality. She abstains from having a sexual intercourse 

with a man. She has some boy friends but their relations are limited with accompany. Once, 

she was going out with a boy, a student from Cambridge University called Hamish. They had 

gone to a motel as all other students used to do. She says “In those days, at that age, such 

things seemed possible and permissible…” (M, 7). But, of course, they didn’t have a sexual 

affair.  

 

…for Hamish and I were not even sleeping together, though every day for a 

year or so we thought we might be about to. We took rooms in hotels and 

spent nights in each other’s colleges, partly for fun and partly because we 

liked each other’s company. (M, 7)  

 

However, after some time Rosamund understands that she has made a mistake about this kind 

of a relation which does not consist of sexuality.  

  

When Hamish and I loved each other for a whole year without making love, 

I did not realize that I had set the mould of my whole year. One could find 

endless reasons for our abstinence – fear, virtue, ignorance, perversion – but 

the fact remains that the Hamish pattern was to be endlessly repeated, and 

with increasing velocity and lack of depth, so that eventually the idea of love 

ended in me almost the day that it began. (M, 7)   
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After some years from Hamish, she begins to date with two guys at the same time. It can be 

thought that she has a revolutionary act in her relation frame with men; however, it is not like 

that. She has two boyfriends due to her abstaining from sexual encounter. She is dating with 

Joe Hurt and Roger Henderson. She talks about this dating behaviour as a system. 

 

My system worked well for about a year, and while it lasted it was most 

satisfactory; I look back on it now as on some distant romantic idyll. What 

happened was this. I went out with two people at once, one Joe Hurt, the 

other Roger Anderson, and Joe thought I was sleeping with Roger and Roger 

thought I was sleeping with Joe. (M, 19)  

 

In this way she gets whatever she wants, which is attention. What is interesting about these 

men is that they are totally different from each other. She is again, likewise Hamish thing, 

having good time with these guys: having dinner, going to pubs, wandering around or going 

to the cinema, etc. In these relations there, surely, is not sexual intercourse, that’s why she has 

established such a system, as she abstains from sex. And the reason why is just because she 

has living a physically trap rather than a socially or morally trap because:  

 

My crime was suspicion, my fear, my apprehensive terror of the very idea of 

sex I liked men, and was forever in and out of love for years, but the thought 

of sex frightened the life out of me, the more I didn’t do it and the more I 

read and heard about how I ought to do it the more frightened I became. (M, 

18) 

 

Joe and Roger are some people to fill Rosamund’s gap of emotional world, that is, they exist 

because she has not liked to be all by herself. “ …. I enjoyed being in love and being kissed 

on the doorstep and, I like them, I hated to be alone.” (M, 18). According to Ellen Cronan 

Rose, what Rosamund is actually rejecting is one of the consequences of sex, intimate 
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involvement with another human being. It is love she is rejecting, not sex. She wants “touch 

without contact. (M, 30)” (1980:15). 

Consequently, none of these characters are not the real man in Rosamund’s life, the main male 

character of the novel is George Matthews. He is a radio announcer at the BBC.  

 

One night she goes out with Joe to a pub and they have an argument about a trivial subject, 

and Rosamund is left alone at the pub. While Rosamund stays there pretending not to be left 

by him, in the back of her mind she is expecting George. His absence disappoints her. 

Meanwhile George is seen at the door, surprised by seeing her. And the flow of the events 

speeds suddenly from then on.  

 

It was upon George that the whole delicate unnatural system was wrecked. 

Dear George, lovely George, kind and camp and unpretentious George …. 

George was at first sight rather unnoticeable, being unaggressive and indeed 

unassertive in manner, a quality rare enough in my acquaintance, but he had 

a kind of unobtrusive gentle attention that made its point time. He had a thin 

and decorative face, a pleasant BBC voice and quietly effeminate clothes, 

and from time to time he perverted his normal speaking voice in order to 

make small camp jokes. Not, one might think, a dangerous or threatening 

character, nor one likely to inspire great passion. (M, 21-22)   

 

As we can see Rosamund realistically narrates George as if he was fitted for her own 

expectations. In the first line in the above quotation ‘It was upon George that the whole 

delicate unnatural system was wrecked.’ is very important which underlines the core of the 

relationship exactly. However, in fact, it is impossible to call this unity a relation, because it is 

not a mutual relationship.  
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The major male figure in this novel, George, is quite vague. He is seen at the very beginning 

and at the very end of the novel. So, what is his function? As aforementioned, this novel differs 

from the others, as the female character is much more independent than the other female 

figures created by Drabble. She is a single mother which is a revolutionary act in those years 

which is backed by the women movement. In this case, we can see the function of the male 

character as a “stud”; he is just the physical father of the baby to be born. A critic says that 

Rosamund chooses George as the father of her baby but not as husband for herself. George 

seems to be bisexual which means he has got a few feminine tendencies. Accidentally, her 

sexual encounter leaves her pregnant by George Matthews, ‘the character she believes to be 

homosexual and therefore not a potential long–term partner (though there are hints for the 

reader that his attachment might be serious.)’ (Head 2002: 88). Another critic says that 

Rosamund, deliberately, is a single mother, while her sister is a mother and a wife who is not 

happy deep down. She chooses to be alone and remains unmarried. It looks like a rebellious act 

against her sister’s situation, as she does not want to be like her: married and unhappy. 

Rosamund is also inspired by her mother who is a “great feminist” (M, 29). Therefore, she 

wants to be liberal and feminist as her mother dictates. Bokat points out that,  

  

Overcompensating for Beatrice’s failure to live up to the unstated 

expectations of their socially concerned, feminist mother, Rosamund 

assesses the fate of the married of woman by observing her sister’s situation. 

Rosamund’s decision not to marry, although based largely on her fear of 

intimacy, is informed, as well, by her need of her own identity and 

independence. The crisis then – then protagonist’s unplanned pregnancy – is 

Drabble’s way of resolving her character’s guilt for having chosen a self-

involved existence and her rage at having upheld her parents’ notion of 

totally self-reliant, emancipated woman. (1998: 72)  
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This evening after Joe’s departure from the pub, and George’s arrival, Rosamund gets into a 

relation and therefore she substitutes the gap Joe leaves in her life. Her sensitivity arises when 

George is spending time with her. She thinks that George is spending time with her because 

he feels sorry for her due to Joe’s departure. “He was a man much susceptible to the tender 

emotions of pity and sorrow, I suspected.” (M, 24). Rosamund wants to leave but also she 

wants to spend time with George. And, the typical commanding voice of the male characters 

of Drabble is heard, again. Her inclination to stay is felt, so she obeys what George says. 

 

 ‘I was just going,’ I said. 

 ‘Well, stay a while.’ 

 ‘All right,’ I said, ‘I will.’ (M, 23)  

 

And they pass some time together at the pub, finally when it is high time Rosamund went, 

George offers her to walk down with her. Here, as an independent woman she immediately 

refuses the idea of being companied by a man, as she fells humiliated by the portrait of a 

woman who cannot go home without a man at that time of the night. But, George insists and 

they walk together. He also, offers his arm to her, because she cannot gain her balance on her 

high-heeled shoes. She thinks how kind of him to make such a proposal. She appreciates his 

behaviour and compares to Joe’s indifference. Then, when they arrive, Rosamund offers to 

have a drink and then the turning point of her life begins.  

 

….we subsided gently together and lay there quietly. Knowing that he was 

queer, I was not frightened of him at all, because I thought he would expect 

no more from me…(M, 29)  

 

Although it is the first time, she is not frightened of sex, and accepts to be with him. In fact, 

she does not have time or intention to think about the prospective event of this relationship, 
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because it was so unintended, so naturally-happened. Lack of communication and sufferings 

stemming from it in this relation are dealt as an important problem in the novel.  Although she 

wants him to stay, she says nothing, so does George and he leaves. She lets him go.  

 

Though he was the one thing I wanted to keep: I wanted him in my bed all 

night, asleep on my pillow, and I might have had him, but I said nothing. 

And he said nothing (M, 31). 

 

It is interesting that George appears for the second time at the end of the novel on a Christmas 

day. Rosamund wants to see him again, but her pride does not allow her to go. It takes some 

time for her to realize she is pregnant. She thinks abortion but gives up the idea as it is very 

expensive and figures out a new way to get rid of the baby, which is a bottle of gin and a hot 

bath. She is in a bad mood: “I sat for a whole day in the British Museum, damp with fear, 

staring blankly at the open pages of Samuel Daniel, and thinking about the gin.” (M, 8). 

However, that evening her friends arrive and they drink, they do not leave that sufficient 

amount of gin to get rid of the baby. Therefore, she is not able to realize her aim of abortion 

and remains pregnant and then decides to keep it. Although Rosamund is a decisive woman, 

she cannot control the flow of the events.   

 

She never tells anybody that George is the father of her baby because none of her friends even 

knows that they are acquainted. Therefore, it would be weird to announce that she had a 

relationship. For the critic Kenyon,  

 

Male figures are often shadowy, albeit sympathetic figures in Drabble’s 

early novels. George, the father of the illegitimate child in The Millstone, is 

respected as having an important centre of being, yet he is not told of the 

existence of his child. (1988: 91) 
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What is weird is that Rosamund keeps the existence of the baby as a secret from the father. 

The reason, according to Valerie Myer, is Rosamund’s incapability of sharing Octavia [their 

daughter] with George, of extending her love to anyone but Octavia. (qtd. from Rose 1989: 

21). As stated before, Rosamund is not a person who is fond of love and affection. She does 

not have an emotional pattern which covers excessive amount of love and embracement of 

people, she wants “touch without contact” and she abstains from the limbs of any affair.  

 

As time passes, Rosamund faces the outside world and declares that she “had to face the 

problem of publicity” (M, 39). Before her pregnancy she was living in her cocoon, she has 

always been an isolated person; however, now she is pregnant and short of money, and also 

living on her own without a family and close friends, hence she must embrace the others. 

Here, the title of the book reaches its meaning. The word “millstone” has many connotations 

one of which is something causes problems or make someone’s life harder, for instance, here, 

the millstone may be either the baby or the society and its rules both of which are heavy 

burdens for Rosamund. According to Tuzyline Jita Allan, 

 

[I]n The Millstone the metaphor of concealment encapsulates the main 

character within the emergent ideology of single parenthood, thereby 

doubling the burden of the female identity (1995: 50).  

 

When she talks about maternity with Joe, he says, “…A very unwomanly woman, that’s what 

you are.” (M, 40). In another talk with Joe and Lydia after their learning Rosamund’s 

pregnancy, Rosamund for the first time satirically confesses about not having a husband. She 

says, “Didn’t you know, I am one of those Bernard Shaw women who wants children but no 

husband? It suits me fine, like this.” (M, 106). 
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Joe wants to help to Rosamund when she declares that she is pregnant and that she is insistent 

on giving birth, he says:  

 

‘You can't,’ he said, after another few yards of silence. ‘You just can't. I 

forbid you. It’ll ruin your life. If you want some money, I’ll lend you some. 

How much do you want? A hundred? Two hundred? How much do you 

need?’ 

‘Thank you very much Joe,’ I said, touched, ‘but I don’t need anything. It’s 

too late now, anyway.’ 

I said this with some authority…. (M, 41) 

 

Having a baby without being married seems for Joe something devastating. He sees a right in 

himself to order her to forbid this pregnancy as he says, “I forbid you”; however, Rosamund 

uses a tone of not accepting the commands of a man and refuses his idea proudly with “some 

authority”. The implications of an independence-seeking woman here is quite apparent.  And 

also, the interfering voice of a man disturbs Rosamund. Likewise, she refuses to marry Roger 

who offers her to be the father of her unborn baby as to provide her respectability and safety 

towards the society.  What is amazing in her relationships with the minor male characters is 

that both of them feel responsible for Rosamund’s reputation in the society. However, she 

does not want to be entrapped in such social dogmas and wants to live as she likes. Drabble 

criticizes the idea that women can attain respectability through men’s existence in patriarchal 

world.  

 

After some time Rosamund begins to live with Lydia, a friend of her. Lydia says she can look 

after the baby and provide some money for the rent. And she will be the other soul that shares 

her life as if she were the husband of Rosamund and the father of the baby. In the light of 

these Rosamund comments on this like, “Clearly she was referring to my prospective child’s 

elusive father” (M, 74). Being alone sometimes makes Rosamund think that she needs 
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someone in her life. Lydia partly fills this gap but, of course, she can not fulfil it. Accepting 

her as her “the fake husband and father”, she does not mean that Lydia is George. Rosamund 

wants to admit that she has been abandoned by George which is in fact not true.  

 

I had thought, dimly, that after the birth I would once more become 

interested in men, as such but nothing like this seemed to happen. I did from 

time to time think that it would be comforting to have a little adult affection, 

but in some strange way I did not seem to like anyone enough any more. I 

felt curiously disenchanted, almost as I might felt had been truly betrayed 

and deceived and abandoned. (M, 115-116) 

 

Sometimes she thinks that she should tell George about Octavia, so as to inform her existence, 

but then she does not because,  

 

…. I felt like ringing him up and telling him about her, but I never did; I 

fancied the idea that I knew enough about human nature to know that no 

amount of charm could possibly balance the quite unjustified sense of 

obligation, financial, personal, and emotional, that such a revelation would 

instantly set to work. So I spared him and myself. (M, 116) 

 

Finally, the resolution comes on a Christmas night. When Octavia catches a cold Rosamund 

has to go out and purchase the medicine that the doctor prescribed. Two years have passed 

since they did not see each other. She is very surprised to see him. She is so amazed that she 

can hardly speak.   

 

For so long now I had not seen him that I was bereft of all power, so great 

was my amazement, so many my thoughts, so troubled my heart. I sat there, 

dumb, and looked at him, and my mouth smiled, for I was terrified that he 

would go once more and leave me, that he was on his way elsewhere, that he 

would not wish to stop. I wanted to detain him: I wanted to say, stay with 
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me, but my mouth was so dry I could not speak. So I gazed at him and 

smiled. (M, 162) 

 

A great shift in Rosamund’s emotional world is stated. Her struggle and loneliness almost has 

exhausted her, so she is in a desperate need for a support in her life. We are given the 

contradiction of Rosamund’s emotions and her reason. Rosamund invites George into her 

house again. Here, there is a parallelism between the scenes when they first came together and 

this one, but here there is a difference, the baby. She is generally hopeless, unhappy and feels 

lack of confidence through the struggle. But she wants to seem brave again. The striking shift 

displays itself when she is at home with George. And what remains George’s part is to accept 

this independent and cannot-be-restricted woman. 

 

‘You have got a baby, have you,’ said George. ‘I didn’t even know you were 

married.’ 

‘I’m not,’ I said and smiled, this time with true confidence; for here I was 

safely back into my old role, the girl with alternating lovers, the girl with 

stray babies, the girl who does what she wants and does not suffer for it. (M, 

163) 

 

No matter how educated they are, wherever they live the roles of men and women are 

universal and not very different from their ancestors. The struggle to improve the roles, 

especially the women’s cannot proceed. Men and women need each other in every field of 

life. But to mould it in a frame and try to restrict it would not lead any kind of improvement. 

The quotation below can be considered as a sarcastic example of a so-called modern couple 

and their reasons why they need the opposite sex in their lives. In this dialogue we can 

observe a teasing tone of the both sides. They are acting. Both sides act their roles seriously 

denying their deep down truths.  

 



 46 

 …. ‘You never seemed to want a husband’ 

‘No,’ I said, ‘perhaps I never did. Though I sometimes think it might be 

easier, to have one. It would be nice to have someone to fill in my income 

tax forms, for instance,’ and I pointed despairingly at the mess of papers laid 

on the hearth of the rug. 

….. 

….. ‘Sometimes I feel it would be nice to have someone to iron my shirts.’ 

George says. (M, 171) 

 

They indirectly utter their need to each other. Rosamund does not give him a role in her life, 

but his absence is felt deeply in her life. They try to conceal their weaknesses which are the 

need of someone. The highly overvalued idea of individualism causes lack of communication. 

They cannot reveal their real needs clearly to each other.  

 

The last scene is like a minor climax, as reader gets curious whether Rosamund will explain 

whether Octavia is George’s daughter or not. But in the end as a result of her inner 

monologue she relinquished the idea. She consciously rejects the chance to have a family. 

George’s role in her life is limited by Rosamund forever. Because the passion that Rosamund 

feels for her child cannot be compared to anything.  

 

I looked from her face to George, and I acknowledged that it was too late, 

much much too late. It was no longer in me to feel for anyone what I felt for 

my child; compared with the perplexed fitful illuminations of George, 

Octavia shone there with a faint, constant and pearly brightness quite strong 

enough to eclipse any more garish future blaze. A bad investment, I knew, 

this affection, and one that would leave me in the dark and the cold in years 

to come; but then what warmer passion ever lasted longer than six months? 

(M, 172) 
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She is victimized by her passion of independence. She substitutes George with Octavia. The 

novel ends with Rosamund’s pouring all of her passion for her child without leaving another 

space for the other one. She says, “There was one thing in the world that I knew about, and 

that one thing was Octavia.”(M, 172) 

 

Rosamund does not give a chance to George. He becomes the unwanted person at home. She 

asks him to stay and have another drink in such a way that he had to refuse. It’s pitiful to 

observe that he realizes his unwantedness in the house. And the excuse he gives “I must be 

going now, I start work very early in the morning” (M, 172) is nothing but a cliché response.  

The novel ends with George’s utterances. It’s interesting to complete such a novel about a 

woman with the male character’s lines. This displays the significance of the male character. 

The novel ends with three negative remarks “No, no, nothing” (M, 172) by George. The 

repetitions imply the stubbornness of Rosamund that allow her to utter the truths lying in the 

back her mind. George’s physical posture his hand upon the door is also visually rich 

indicating that her later life will not allow one to pass through that door. Therefore, the male 

character is seen minor but allows the reader to discover the female character’s weaknesses 

and strengths.  
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CHAPTER IV 

 

GABRIEL DENHAM – JERUSALEM THE GOLDEN 

 

 

Written in 1967, Jerusalem the Golden is the fourth novel of Margaret Drabble. This is 

another Drabble novel containing a love affair between two people who are educated and 

looking for salvations in their emotional lives. Jerusalem the Golden has a magnificent view 

of England’s social life in the late 60s. The protagonist is again an educated woman about 

twenty years old, coming from the northern part of England. This character differs from the 

other protagonists of Drabble as Myer states that “Drabble’s previous heroines have been 

nearer to herself in background and circumstances. Here, in the fourth novel, she takes a 

successful imaginative leap into the mind of a very different kind of educated woman.” (qtd. 

from Çakır 1990: 73). Clara Maugham, comes from Northam, a town in Yorkshire, studies at 

the University of London by means of a scholarship, as being a working-class child who 

lacks family warmth and affection. She is a young girl with ambition who wants to gain 

status and affection.  The place where she can maintain that kind of warmth is the Denham 

family in London. Yet, her search changes its shape and turns into a mutual illegitimate love 

affair with Gabriel Denham.  

 

Jerusalem the Golden 

With milk and honey blest 

Beneath thy contemplation 

Sink heart and voice oppressed 

I know not, oh, I know not 
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What social joys are there 

What radiancy of glory 

What light beyond compare. (JG, 32)1  

 

The hymn, above, figuratively symbolizes the place which she has been looking for many 

years. Consequently, here, Jerusalem stands for the Denham family and the intimate, warm 

affairs of the family members.  

 

The novel begins with a retrospective sight, the early life of Clara in Northam such as her 

solid and far relationship with her mother and with the rest of the family. In the middle of the 

book Clara meets Clelia Denham in a poetry reading session. She will turn out to be Clara’s 

best friend and introduces her with Gabriel, her brother. Clara and Gabriel voluntarily and 

decidedly fall in love with each other. Apart from his being very charming and attractive; 

Gabriel and his family stand for, as aforementioned with the hymn, everything she desires. A 

poet father, a novelist mother, an artist sister, an Oxford student sister, and a workaholic 

brother, and besides these statuses, there is a caring, close and also affectionate family 

relationship, all of which are reasons for Clara’s desiring to be a part of their world. And she 

partly reaches her aim with having an affair with Gabriel who is married with three children. 

 

The sense of exhaustion which the Denhams produced in Clara took some 

time to wear away, and she grew accustomed to leaving their house and with 

a sense of familiar fatigue … She wanted to see, but the things that she saw 

were too much for her, her mind stretched and cracked in an effort to take 

them in. It was not they didn’t make her welcome; indeed, she suspected 

from time to time that it was the warmth of their emotion as much as the 

strangeness of their ways tired her. She was not used to such an interest, 

such demonstrations, such recollection. Nor was she used to such a large 

family. Her own home, even when it had contained, as its fullest point, two 
                                                 
1 Margaret Drabble, Jerusalem the Golden, (Penguin Books, 1969), p.32. Further references to JG will appear in 
the text.  
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parents and three children, had always given the impression of silent pockets 

of isolated, self-contained repellent activity: the children had lived as much 

as possible behind closed bedroom doors. Whereas the Denhams seemed to 

be perpetually, intricately, shiftingly involved, each with the other, and each 

with a whole circle of cross-threaded connections. (JG, 107) 

 

The male character Gabriel is a Cambridge graduate, attractive man. Clara first sees the 

photographs of him in the family album and likes him very much. And when she first sees 

him she is aware of the fact that she will probable fall in love with him. In fact, it is a natural 

outcome of Clara’s staying in Northam for her summer vacation. Alpakın states that this 

shows how much Clara is in need of love, of someone love her. (1990: 87) 

 

And during the five minutes she also considered that she would probably fall 

in love with Gabriel, because a summer in Northam always reduced her to a 

state where she was ready to fall in love with a taxi driver or a man in the 

restaurant car on the London train. (JG, 114) 

 

And as a result she falls in love with him. He stands for everything that she will want from a 

man. If there was not Gabriel, what would life be like? What would the consequences be? 

Gabriel Denham is Clara’s status symbol just like how Stephan Halifax is for Louise. As to 

Sandra Saccucci, Clara’s attraction towards Gabriel is not based on an idealized perception of 

him as some sort of eroticized Edenic angel, but on her view of him as a ‘superior creature’ 

fallen from ‘paradise (JG, 115). Thus, the men in their lives represent dramatic examples of 

what they lack like power and prestige. Gabriel Denham is an introduction to aristocratic and 

elite sample of Englishness that totally contrasts with Clara’s family background. So it is 

important for Clara to be a friend of Clelia. Clara goes further with having an illicit affair 

with Gabriel. For Saccucci, Both women [Clara Maugham and Louise Halifax] use their 

sexuality in order to gain access to powerful men (1993: 129). 
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It is comprehended that Clara needs Gabriel in many ways to be the “other”, yet what about 

Gabriel? Why does he accept to be with her? This is, in fact, because of the disastrous 

marriage he has with Phillipa. He is very similar to the male character Malcolm in The 

Waterfall. They are the victims of women who let everything go in their own way, in other 

words, these women face everything with indifference. Actually, according to Alpakın, 

 

There is in this description, a very strong criticism of all women behave like 

Kathie, who unfortunately, are the majority; they push their husbands out of 

their marriage towards other women without even noticing what they are 

doing. The same kind of criticism is directed to Gabriel’s wife, Phillipa 

(1990: 84).  

 

Sometimes it seemed impossible that their living could continue, and he 

thought that he too would sit down as she did, and stare at the wall and 

weep. (JG, 144) 

 

And here, another similar scene, the protagonist Jane Gray behaves in the same way as 

Phillipa. As a consequence, the husband Malcolm parts from his wife in the Waterfall:  

 

Ruthless, she had stared at the old walls and the damp plaster, and she had 

made him stare with her until he could not stand it any more. Nothing but the 

worst, she had said to herself. Cruel. (W, 146)  

 

Gabriel has problems with his wife Phillipa. He is not satisfied with their relationship. 

Actually, he is tolerating the life which he leads and he is tolerating Phillipa. He feels himself 

trapped. These are the basic reasons why Gabriel gets involved with an illegitimate 

relationship with Clara. When Clara goes to Gabriel’s house she grasps that something is 

wrong in their marriage. 
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[Phillipa] spoke in an extraordinarily cold and nervous tone, as though 

Gabriel’s turn had been truly the last thing she had expected …. and Clara 

thought that she saw in their looks some sudden evidence of some appalling, 

exhausting strain. They looked at each other with something like hatred; they 

looked at each other with despair. (JG, 134)  

 

Realizing this fact, Clara becomes more alert towards Gabriel. And she also takes pleasure 

from the situation “the fact that he was married was to her merely an added enticement, for 

she had always fancied the idea of a complicated, illicit and disastrous love” (JG, 114),  

because she does not have a normal emotional relation criterion on love and family issues. 

She is more interested in their problematic relationship.  

 

The details of Gabriel’s complicated marriage, the chaos of mutual need, hatred and 

neurosis that bind him to his wife and lead him into an affair with Clara are given 

throughout one brief chapter in which Gabriel speaks. Married to a neurotic, frigid woman, 

Gabriel endures the unhappiness of living with her because “he thought she needed him” 

(JG, 145) states Çakır (1990: 84). He tolerates this life because of their children; according 

to Alpakın, Gabriel sacrifices himself for his children (1990: 89). And Gabriel also wants 

to replace his unhappiness with a typical snobbish Denham manner.  

 

He sometimes wondered whether his love for Phillipa had not in fact been 

some kind of saving lack of grace; he had taken her on because she had not 

been his measure, because she had been different and beyond him, beyond 

the scope and range of his charm. He had failed with her, and consoled 

himself by thinking that he had needed failure, and that without it he would 

have been more surely ruined. (JG, 145)  

 

Gabriel is a strange, ambiguous figure. He is a complex character. He is also arrogant and 

proud like all the members of the Denham family including Clelia. They always consider 
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their family superior to others. That is why Phillipa is unhappy. She resents the way she is 

treated by them (Alpakın 1990: 92). Phillipa feels alone in the crowd of the Denham family. 

She is not Phillipa as an individual, but just Gabriel’s wife. And the writer also does not 

mention about the background of Phillipa, there are neither any statements about her family 

nor her education nor her own friends; she is a vague figure but as clever or cunning enough 

as Clara. Then, why had Gabriel chosen to marry Phillipa? A certain answer cannot be given 

to this question in accordance with Gabriel’s ambiguous personality, yet as far as we can 

comprehend from the passage that he was charmed with her beauty when  fell in love.  

 

Her beauty had always tended towards the disastrous, and he supposed that 

he, with his enormous pride, had believed that he could deal with such an ill-

fated creature, for he had brought up to believe in himself, and nothing that 

he had ever met had shaken his confidence. (JG, 144) 

 

It is certain that Gabriel is sure that his wife needs him. According to Saccucci, Phillipa is a 

woman who has internalized her own subjugation, she is actually both liberated and almost 

pathologically dependent (1993: 130). Gabriel was not aware of the realities of marriage. He 

had quite good days “in their adequately exciting courtship” (JG, 142). She also had seemed 

quite happy, but those days have gone. 

 

Drabble devotes almost a chapter to describe Phillipa and her marriage to Gabriel, just 

before the beginning of the affair with Clara, to collect the sympathy on Phillipa. Ellen 

Cronan Rose says, [W]hat the reader learns makes her sympathize with Gabriel (qtd. from 

Alpakın 1990: 84).   

 

She is super elegant, pretty and very stylish in her expensive garments as if “she came off 

the front page of Harpers” (JG, 118).  Yet, she is neither very good at housekeeping nor 
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leading her marriage or looking after her children. Phillipa is a character who has very 

much in common with Jane Gray, in The Waterfall. But there is a difference that Jane is 

aware of her incapability and she is deliberate; whereas, Phillipa is not.  

 

He had come home from work, and found her weeping on the steps, with a 

baby in a pram on the street by her, and the two others running loose down 

the pavement. She could not manage the children… 

….. 

She liked to be alone, or else she liked to be out; in company, in society, she 

weirdly flourished, and he had known her dry her eyes after a bout of fruitful 

anguish, and put on her make-up and put on her newest dress, and go out to a 

party and laugh, and to all appearances, enjoy herself. Then she would come 

back, take off her clothes, and lie rigid upon the bed, staring at the ceiling, 

uncommunicative, silent, infinitely distressed.  

…. 

The light was off, and he did not dare to put it on, but he found her, crouched 

in a corner behind the armchair, her arms around her knees, wearing her 

smart trousseau night shirt. Spread before her on the floor was a Durex dutch 

cap, an instruction leaflet, and various other accoutrements of conception. 

She was crying because she could not manage them. (JG, 141-142)  

 

Subsequently, the ill-nature of their marriage let Gabriel search happiness outside. He feels 

lack of confidence, in contrast with his natural arrogant and self-esteemed personality that is 

a heritage of the Denham family, he feels like his outstanding existence  has been losing time 

and power. He feels older mentally, emotionally and physically. He drifts into an affair with 

the appearance of Clara, it might be anyone else, but he sees her voluntary acts, so an affair 

gets started.  

 

Gabriel had known for some time before kissing Clara that he was about to 

kiss somebody. He was on the whole an honourable man, and had not kissed 

anyone except his wife since his marriage, save in the way of courtesy, so 
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the act was for him a significant one. He was slightly uneasy about the lack 

of choice and sense of desperation which had finally pushed him to it, did 

not feel that they reflected ill upon Clara; he truly admired her, and the 

eagerness with which she had returned his onslaught had turned, through 

relief, his admiration into a kind of love. He had not expected to be so well 

received, for his vanity, once secure, had been steadily eroded by years of 

disastrous marriage, and having kissed her, having felt her lips more hungry 

than cold, and a body that trembled with anticipation and not with 

apprehension, he felt himself to be made over again, to be a new man. He 

had forgotten the simplicity of such acts, and their lovely associations with 

the unfamiliar and the unexplored. (JG, 140) 

 

 

Gabriel feels desperate and eroded. How much important it is considered to be dependent and 

free, both genders need the other one in many ways whether it is a modern age or not. Every 

single character in this novel almost represents a real figure in our daily lives in the era of 

individualism and self-realization. The modern educated family members are also seeking a 

concept which they are deprived of. This can be the affection of family or love or money and 

status. So, also being the members of modern age, they are in fact the people who could not 

go beyond the primitive and basic needs of early ages. Time passes; life styles change, but in 

sum needs do not. The morality of Gabriel can be discussed in many ways; he is married and 

has three children who are in need of him, but he suffers from loneliness, so looks for his 

deprivations in Clara, who is another character deprived of affection and knowledge of life. 

These facts cannot clarify Gabriel’s and Clara’s illegitimate affair, but the writer tries to arise 

affection in the readers heart as having given all the appalling details of these two people’s 

past. It seems as if Drabble wants to convey excuses of the affair just before the climax of the 

novel, their vacation to Paris.  

 



 56 

There is another significant point to be ponder on is the language that the characters use. For 

instance, Gabriel uses imperative tones of speech and speaks indirectly or figuratively. In a 

restaurant where Gabriel and Clara go at very beginning of their relationship, the soup was 

served with a “little trellis-pattern drawn in cream” (JG, 150) and Clara excited with the 

vision of the pattern, did not want to spoil it with her spoon. At this point Gabriel says: 

  

‘If you don’t disturb it’, he said, ‘it will probably will melt and fade away all 

by itself. Look, it started to spread already. Much better to do it yourself, 

than to let it go.’ 

And she put her spoon in it, and stirred, and drank.  (JG, 151)  

 

Here, the initial sentences of Gabriel can be deciphered as it is better to accelerate an ill-

going process, that is, he, generally, interferes a processing event which is going bad. So, the 

point I want to arrive is, he likes to control, at least he is at a point that he wants to do 

something about any situation, he wants to have the right of saying or doing something. He is 

having an illegitimate affair with Clara to accelerate the situation of his unsatisfactory 

marriage. An affair with Clara means that he has accepted his failure in marriage. On the 

other hand, his way of talking is clear and direct, since he uses the word “let” for a few times. 

And Clara’s response is quite understandable which shows that she is ready to obey. For 

another example for this occurs when they talk about Clara’s hair. She wants to have it cut, 

Gabriel rejects: 

 

…. ‘And it’s too long, when I eat it gets in my food.’ 

‘Don’t have it cut,’ he said, ‘don’t have it cut.’  

‘I can't afford to have it cut,’ she said, ‘or not how I would like it, and so it 

grows.’  

‘Let it grow,’ he said. (JG, 152) 
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Gabriel likes to have a word to say on any topic. He wants to control and conduct according 

to his vision and interest; have to carry something from his way of interpreting life. He likes 

his own mind and aesthetic vision, as many typical dominant male characters do in real life.  

 

Apart from his so-called smooth and comfortable impression on the other people, especially 

on Clara, he is, in fact, not a mature man. In his office, he has some pin-up photographs of 

Elvera, a pop singer. As Gabriel’s being a Cambridge graduate, an employee of media, and a 

member of the Denham family, Clara is very surprised to see them attached on his walls. For 

her, these photos are cheap and they belong to creaky, bare walls of uneducated people. And, 

they make her think about her mother and her thoughts about the pop culture. She knows that 

they are not precious but the way Gabriel defends them convinces her.  

 

Another surprise Clara encounters is the state of Gabriel’s house. She is expecting to see the 

newest and the smartest house on the street but, the house where Gabriel stops his car is the 

most neglected one. However, she does not lose her hope but the inside of the house is as bad 

as the outside. It is dirty, messy and cheap. In modern times, there is an inclination to live in 

virtual reality, that is, nothing we see is real. Reality has changed its shape and it is impossible 

to believe what we see. In her super-elegant and expensive clothes nobody can think that 

Phillipa is the worst landlady one can imagine on the world, or Gabriel is the father of this 

house.  This is also a symbolic description of their marriage. It is as bad as the condition of 

this house. Drabble is a realist writer, she likes to employ the visuality of realism. And in her 

descriptions of all those minute details, physical appearances of people, conditions of the 

rooms, houses or streets and cities are all a part of the unity. As the reader we should not 

believe what we read and visualise in our minds. The images and the backgrounds are not 

shared, not united.  
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The climax of the novel begins with a vacation to Paris. Gabriel and Clara for the first time 

would feel free and unbounded, yet they were totally retrained with the limits of their relation. 

Their affair lastly reached a name: “Clara found that she enjoyed being Gabriel’s mistress.” 

(JG, 161) 

 

Clara fancied the idea of a hidden and secret relationship. Gabriel does not feel as 

comfortable as Clara does, but the situation gives pleasure to him, too, as his sole aim is to 

sleep with her “He wanted to sleep with her, this is all he wanted” (JG, 162). Here, a cliché is 

implemented as to serve to find a cover for Gabriel’s travel to Paris with Clara; it is that she 

would act as if she was his secretary. The situation of a woman in an illegitimate affair: They 

cannot still go further to use this farcical element to improvise the situation. Naturally, Clara 

does not like the idea, as she wants a compromise more than anything else. But this is 

impossible for Gabriel. In the below quotation, the reason why Gabriel is with Clara is 

clearly explained in a few words:   

 

…. the notion of her obsessed him, he felt that on her body he was trying to 

regain lost time. And it consoled him to think her need for him was equally 

indirect. They met, it seemed to him, in some tender, conniving, amorous 

bargain; each offered, each took, each acknowledged. Such understanding 

seemed to him greater, more necessary than love itself. (JG, 162-163)  

 

The core of the affair is Gabriel’s need of recharging himself. He feels that he has lost his 

youth and power. Now, he, in a way, takes revenge from those lost years. And he feels 

comfortable about the situation as he thinks that their relation with Clara is like a mutual deal, 

extremely based on reciprocal needs. Gabriel, as a natural outcome, continuously compares 

Clara with Phillipa.  
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Clara seemed to him, in his ignorance, to be everything that Phillipa was not: 

warm, enthusiastic, easily amused, amusing, and wonderfully, mercifully 

unexhausted. 

Phillipa’s receptions he knew, and his knowledge filled him with despair. He 

had tried, for years he had tried, and the slow living with his failure had 

exhausted him nearly as much as it had exhausted her. (JG, 140-141) 

….. 

He wanted her to pay him attention; it was getting late, and he felt that she 

was reading to shut him out, to prolong, frivolously, their eventual 

communications, and he was too tired for such frivolity. And yet at the same 

time he did not want to disturb her, for her happy, false absorption touched 

him, and he wanted to see on what terms she would turn to him. Because he 

knew that unlike Phillipa, she would turn in his direction, and that her 

attention to her book was in some way for his benefit. (JG, 166)  

 

Gabriel feels in despair even when he is with Clara. Because she is both what Phillipa and 

Gabriel are not. In their first night in the hotel room in Paris Clara drinks too much. In her 

drunken state, Gabriel watches her and tries to find out their differences, and what he had 

found made him feel desperate.  

 

‘If I drank like that,’ he said, ‘I’d feel ill for week, and you, you seem to be 

all right again, how do you recover so quickly?’  

And he did not like to think of the answer, although he knew it and she did 

not; it was because she is so young. (JG, 167) 

 

The other difference between Gabriel and Clara is his marital status. He feels himself as if he 

has dropped into a hole of a fantastic world, like Rosamund Stacey in The Millstone when 

she gives birth, she has to intermingle with the other mothers in the local clinic and she faces 

the women whose existence were not known before by Rosamund, a world of married people 

with children, responsibilities, debts and a way with no u-turns. As having conscience he is 
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not at ease. And what he tries to do with Clara is a virtual, unreal attempt to satisfy himself; a 

way of gaining power.  

 

In five years, he had entered upon a different generation; her childless, 

tireless, energy belonged to another, earlier world, and he lost him forever, 

however he try to retrace his steps. (JG, 167) 

 

Although Gabriel has accepted this polygamous situation, his conscience is not clear. He 

feels guilty about what he has been doing.   

 

And he could not sleep; he lay there restless, thinking of his wife, of his 

children, of his bank balance and wondering to himself, irritably, sadly why 

he had not arranged to have his car serviced while he was away. He had lost 

his ability to sleep, as she slept; sleeping and waking to him more and more 

to overlap, so that he dozed in the day, and he dreamed restlessly all night, 

listening the cries of the children in his dreams. (JG, 168)  

 

As mentioned before, the Denham family has very intimate relations. Joan Manheimer 

contends that their tenacity in clinging to one another suggests a fragility to each and the 

danger of separation (qtd. from Çakır 1990: 86). In general at the very beginning of the novel 

Clara realizes this fact, and she was very surprised to witness a family so close to each other. 

Especially when Mrs. Denham spoke about her children and whenever Gabriel speaks about 

Clelia. 

 

She had never in her life or heard of such a mother, a mother of capable of 

such pleasant, witty and overt concern, nor had she ever seen an image of 

fraternal love. She had read of it, as she had read of human sacrifices and 

necrophilia and incest, but she had not thought to see it with her own eyes. 

(JG, 108)  

…. 
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‘All your family,’ said Clara, ‘always seem to me to be in love with all the 

rest of your family. If you see what I mean: it always seems to be rife with 

incest, don’t you think?’ 

‘That’s what Phillipa says,’ said Gabriel, who had found it easier to talk of 

Phillipa than not to talk of her; ‘she does not like it; she thinks we are all 

self-indulgent, self-erected saints, that we do it all ourselves, that this 

marvellous world we think we live in is just an image that we impose upon 

the rest. She hates it, she calls it vanity.’ (JG, 170)  

 

 

But the way Gabriel loves his sister Clelia is more than an intimate family relation. There is 

an incestuous admiration of Gabriel. He talks with such affection that Clara cannot stop 

thinking that there is something more than a fraternal love existing between them. And, she 

does not envy their relation but she envies Clelia. She admires her in a very different way and 

she wants to be like her. On their vacation to Paris, she abstained from talking of Clelia, as 

“not wishing to spill a drop of her affection” (JG, 169). But at last, suddenly Gabriel said: 

“Clara, you remind me of Clelia, at times you even look like Clelia, tell me, why do you look 

like her, now, at this instant?” (JG, 169). By raising such a question, he might be implying 

that instead of Clara there, Clelia would be better. Deep down in Gabriel’s subconscious, he 

wants to be with Clelia, even to be married to her.   

 

‘I look like her,’ said Clara, sitting up in bed and reading propped on the 

pillows, ‘because I try to look like her, that’s all. I bought this nightdress 

because it looks like hers, if you want to know. I went into a shop to have 

my hair cut like hers, but I came out again. I was afraid she might object.’ 

(JG, 170) 
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As Alpakın states, loving the same person [Clelia], they love each other indirectly as if Clara 

were an object transmitting their reciprocal love (1990: 92). “… ‘I like you to look like 

Clelia, do you think I used to be in love with Clelia? I think I was probably was.”(JG, 170)  

 

Ellen Cronan Rose states, Clara is not put off by the strong odour of perversion that clings on 

the Denhams. Rather she elects to join the family and share its life of incest (qtd. from Çakır 

1990: 86). And here comes the confession of Gabriel. He is aware that he is in love with his 

sister.  

 

… ‘I could spend the rest of my life with Clelia; I miss her. I’ve never said 

this to anyone before, not even I think to myself, but it’s true, I miss her, 

when I married I began to miss her, and Phillipa can tell it, she hated Clelia, 

she must be the only person in the world who can feel hatred for Clelia. If 

she weren’t my sister, I would miss her, since she is, why shouldn’t I?’  

‘If she weren’t your sister, you would probably have married her,’ said 

Clara. 

‘But she is my sister,’ said Gabriel; ‘I’ll tell you what, why don’t we all go 

and live together, you and me and Clelia? Let’s go and live together in the 

country somewhere.’ (JG, 171)  

 

So the ties between Gabriel and Clara are very strong because Gabriel will never abandon his 

sister. Clara has become Clelia’s best friend. As long as they go on being friends, the love 

triangle will continue, states Alpakın. (1990, 91) 

 

These people are together because of their needs. In fact the base of this relation is the 

provision of reciprocal requirements. Gabriel, who is dissatisfied with his own marriage and 

work, has a subconscious love to his sister. And Clara looks for a fake family to find 

affection.  
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… Clara began to cry, painfully, miserably…. And he, too, though he most 

gently, with soft lips, drank her tears could have wept himself, for he too felt 

the weight of those empty, rolling joyless years, years without hope and 

without pleasure, for they were his own wife’s years unrolling there in 

Clara’s eyes, and rolling down her face. And they sat there together, their 

backs against the wall, kissing gently, sighing, oppressed, united, related. 

(JG, 172)  

 

Furthermore, what she wants is not Gabriel in fact, but the meaning and the image behind it, 

which is actually being his wife.  

 

… that it was not Gabriel himself after all that she wanted, but marriage to 

Gabriel: as Gabriel’s wife she would have been irrevocably attached, safe, 

strapped, labelled, bound and fixed, never to be lost again. (JG, 169)  

 

Sandra Saccucci states that “Clara then, does not want to marry Gabriel, the individual, she 

wants to marry his status. Like Louise, She uses her femininity as a kind of weapon against 

men to get what she wants.” (1993:112).  

 

It can be sensed from the course of the novel that, apart from the intimate relation of the 

Denhams, there is a competition between Gabriel and Magnus, that is, Magnus is jealous of 

Gabriel.  

 

‘It’s some years now since I’ve felt it necessary to envy Gabriel. It makes me 

feel at home, to envy him once more, after all this time.’ 

‘Why did you used to envy him?’ she asked  

‘Ça ne se voit pas?’ he said. (JG, 175) 

 

When he realised the relation of Gabriel and Clara, Magnus envies them. He wants to kiss 

Clara when all the people gather in a friend’s home in Paris. In a way, he wants to take 
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revenge from Gabriel by kissing her.  His envy may stem from his love to Phillipa when he 

was younger, and he declares it by saying “I was in love with Phillipa,” (JG, 183). Magnus is 

a shadowy character in the Denham family. He is also dissatisfied with his solemn life and 

devotes himself to his career and has turned out to be a workaholic. The existence of Magnus 

points at a typical modern person’s loneliness and work-centred life which causes 

unhappiness and dissatisfaction. He seeks pleasure in his brother’s lover, which indicates the 

bounds of the Denham family are so strong that the members of the family can not break this 

tie. Myer states that these privileged children lack Clara’s sense of direction (qtd. from Çakır 

1990: 87). Clara could choose as an independent person either a good or bad way for herself, 

but they cannot get away from the shades of their own family.  

 

Finally, the affair between Clara and Gabriel for the first time has been considered by them. 

They become aware that their love is a natural consequence of their needs. Gabriel admits 

that he is escaping from his vicious circle of marriage. They use each other. Clara’s aim is to 

achieve a total salvation and progression. She unsurprisingly wants to hide where she is 

coming from, since she is escaping from her past.  

 

‘…I don’t want you to see this house, I don’t want to see where I come 

from.’ 

‘Why not?’ he said. ‘What does it matter?’  

‘Ah,’ she said, ‘it does not matter where I come from, but where you come 

from, that matters to me, you know. All you are to me, you know, is a means 

of self-advancement.’ 

‘Ah well,’ he said, ‘I knew that. For all you were to me was a means of 

escape.’ 

‘I knew that too,’ she said, ‘but how rude of you to say it.’ 

‘And did you advanced yourself?’ he asked.  

‘Oh yes, without a doubt,’ she said. ‘Though others, I suppose, might see it 

as a decadence. And you, did you escape?’ 
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‘After a fashion,’ he said. 

‘I did better, then, than you,’ and then said, with a sudden certainty, ‘and 

look, I always do the best. Look at me, what a fantastic piece of luck my life 

has been.’ 

‘You’ve worked hard for it too,’ he said. (JG, 204) 

 

The choices of both sides are not judged morally by the writer. It is certain that Clara has 

reached some kind of self-advancement and so does Gabriel. He has escaped from the things 

which are irritating his life. However, the conclusion of the novel is equivocal. The presence 

of Gabriel shows us that in modern ages women who seem to be liberated in many ways are 

still dependent to men to some extent. The vivid example is Clara’s attachment to Gabriel in 

order to have a status in the society. And both sides are dependent to each other emotionally. 

This is the sad and pitiful picture of both genders in the 20th century.   
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CHAPTER V 

 

MALCOLM and JAMES – THE WATERFALL 

 

The Waterfall (1969) is the last novel of Drabble’s first five novels. It is more complicated 

than the rest. The heroine, Jane Gray, has very much in common with the other protagonists of 

Drabble. In The Waterfall Drabble finally is able to imagine the potential fruitfulness of a 

confusion of identity says John Manheimer (1987: 319). Another significance of The 

Waterfall is that there are two narrators in the novel: Jane Gray herself, using first person 

narration; and, an omniscient narrator. The first person narration is partial, intervening and 

also emotional; whereas the other is more objective and rational and more cogent. Hence, the 

reader is a little away from the male point of view; so the dialogues have more importance.  

There are two male characters in this novel. The men of The Waterfall are as important as the 

heroine, since they shape the course of the events.  

 

Malcolm is the husband of Jane Gray. “…the missing husband, dropped from between them 

into nothing and nowhere, forgotten, abandoned, disclaimed, cast off.” (W, 12)1 

 

Malcolm is a silent character, as reader cannot hear his voice very often; there are only five 

sentences throughout the novel in which Malcolm participates in a dialogue with Jane. 

Subsequently, what is happening in Malcolm’s world cannot be known. The only way is to 

listen to Jane’s partial-subjective narration. As far as it can be comprehended from her 

                                                 
1 Margaret Drabble, The Waterfall, (Penguin Books, 1971), p.12. Further references to W will appear in the text. 
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narration he is a shy, moderate man at the age of twenty-three. Jane meets Malcolm in a party 

which she describes it “a small dull awkward party” (W, 85).  

 

Although Jane does not care about music and that she has to accept the ticket from her 

Elizabethan literature teacher in order not to refuse her, and she hopes that it will be 

instructive, she goes. Jane is twenty at that time. At the beginning Jane does not pay attention 

to Malcolm although, 

 

He had an interesting face, though not a noticeable one: I wouldn’t have 

picked him out from a group of people to stare at, but singled out as he was 

by a solo performance and the small eminence of a platform and the 

surroundings dullness of the proceedings, he repaid attention. (W, 86) 

 

What impresses Jane is not Malcolm’s physical appearance, not his charisma but the lyrics of 

the song of Campion uttered by him. For Hannay, Jane is a doomed romantic (1986: 27). She 

is bewildered by his unexpected voice and the well-known poem, which is prophetic, by 

Campion. Again, Hannay states that Jane believed in the song, so she believed in Malcolm, 

not just superficially, as she would like to think, but in reality (1986: 28).  As she hears the 

words, she feels something odd in her.  

 

… and he started to sing it I felt my hair rise, my scalp stiffen, my heart 

thud, my blood drain in one violent flow from me, as his voice threw itself 

into dusty thrumming silence… and he sang it with a note of impersonal 

purity that brought tears to my eyes. How can I describe such an emotion 

without even more lamentably convicting myself? But I was young at the 

time and I confused myself: I thought that that stillness in my head was 

something of significance and that it might in some way attach itself to the 

man that was singing. Love at first sight: I have heard of it: and like a 

doomed romantic I looked for it and found it, released into the air by the 
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words of the dead poet − words which should have been long rendered 

harmless to me by familiarity but which unjustly received such a new power 

from this new medium that they went straight to my heart. How well I 

concealed, subsequently, that the first moment’s power, how well I 

dissembled, covering my shallow heart from the more serious world, seeking 

non-existent virtues and sympathies between the singer and myself; it was 

for that moment that I married him, without I would never listened him. (W, 

86) 

 

It can be concluded that when Jane meets Malcolm, she is young, inexperienced, confused and 

inclined to employ some of cliché words to herself such as, love at first sight. “Jane’s 

subsequent attempts to rationalize their love fail, and she admits their first look was the entire 

reason for her marriage” (Hannay, 1986: 27). On the other hand Malcolm, who is the male 

character and the future husband, did not know anything about Jane’s inner thoughts and 

tendency towards him. It is at the same time a flow of ambiguous feelings. Jane is a person 

who does not ponder on every single detail. She just lives. She is drifted. 

 

If I had met Malcolm elsewhere, amidst a confusion of other more 

significant faces, or if he had confined himself to foolish ditties, it would 

have been so different: but that was the song he sang … (W, 87) 

 

Without doubt, Malcolm and Jane have many similarities. Both of them are not sociable, but 

Malcolm is more silent. Jane finds some tiny, unspeakable details in the existence of 

Malcolm. They are made from the same material. Being like him she can easily understands 

him and does not want to let him go:  

 

He was more detached from the gathering than I had been, less covered, 

more mercilessly exposed: standing alone, he was, by the corner of the 

bookcase, gazing at the titles of her books. (W, 88) 
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Although he is a guitarist and a vocal, after the performance at the party Malcolm stands near 

the corner aiming not to be seen; timid, anti-social maybe unconfident and relieved by Jane’s 

and the teacher’s coming with a “dreadful gratitude in his face”(W, 88). The fact that Jane 

chooses Malcolm lays in both safe ports of living with a safe man, and she also thinks that 

Malcolm needs her:  

 

I married Malcolm because I thought he was safe. I was safe with him. I 

thought that he was safe with me. In view of the mutual damage that we 

finally inflicted, this seems a curious basis for choice, but so it was. I thought 

that our weakness and virtues were well matched: and so in a sense, alas, on 

all level, but that most profound that might have saved us. Malcolm was a 

guitar player, of the most elevated, classical nature: he also sings. He does 

not descend towards the popular; he is a purist, a musician, and just good 

enough to be able to afford to be so, even in so competitive a world. 

Guitarists and garage owners: God knows what defects in me lunatic 

selection represents. Where are the proper people, the politicians, the 

academics, the lawyers, the company directors? Cast out on the family 

rubbish heap: gone forever. (W, 85) 

 

In reality, there is nothing special with Malcolm. He is neither charming nor special for Jane, 

even, in his physical appearance there are some feminine reflections which leads Jane to think 

the probability of his being homosexual.  

 

He had a thin, sensitive girl’s face; fair, rather wavy hair, with a parting and 

forelock, he was small and slight and had a kind of pleasing intensity about 

him, a nervous energy, a performer’s energy. Although he looked very 

young, it was indefinitely clear that he was not as young as he looked and 

that he would continue to look the same for the next fifteen years; his 

features would not thin out or harden into masculinity, he would remain 

slight, he would preserve that vulnerable boyish air. His voice unlike his 

face, had the firmness of certainty; it was thin and clear and high, a tenor, 

with a choirboy’s assertion. (W, 86)  



 70 

Then at the party by means of their teacher’s attempt they begin to talk, while Jane gave her 

decision to marry Malcolm.   

 

And so I went on, with such evident sincerity that he had no choice but to 

believe me: I did it well, oh so well, basely fortified by his insecurity, that I 

won from him smiles and speech, his life history, an invitation to supper, his 

hand in marriage, his peace of mind, his self-respect, his hope of salvation. 

(W, 89) 

 

Not worrying about any affair, Jane at the party makes a deal with herself on Malcolm. On the 

contrary, the reader has no idea about Malcolm’s thoughts. According to what Jane tells he 

gets out of his cocoon and becomes friendly with Jane. She has a stimulating function on him. 

His opening-up is not the kind of a blossoming like Jane’s, but is more of a lonely person’s 

hesitant baby steps. Here we can see Jane in a leading role, as she directs the way of their 

relationship. At the very beginning she decides to get married with Malcolm, though marriage 

is a mutual decision. However, Jane wants to protect Malcolm from the outer world’s dangers. 

It’s as if she changed her role from being a female character, she thinks like a man.  

 

If I hadn’t torture him, another would have done so: but perhaps less cruelly, 

with less finesse? Anyway, however I look at it, it was no intention of such 

prolonged cruelty that I talked to him that evening: I meant to be kind to 

him, to flatter him, to amuse him, to cheer him up. (W, 89) 

 

When Jane speaks to Malcolm, she excels herself. Her traditional conserved nature changes its 

shape. His discretion pushes her speaking loudly, and no longer has she felt that she is in a 

competition in which she has to prove herself. She feels confident. Malcolm allows her to 

change and feel stronger, since he is so reserved. He is naïve and enables one to feel such a 
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responsibility. So did Jane, “I saw virtue in the trouble I was taking, my interest in him 

seemed to me therefore virtuous: I saw that this was not so.” (W, 89) 

 

Jane and Malcolm come from different social classes. Malcolm is brought up in a lower-

middle class. His father is a “mere income tax officer” (W, 96) and his mother is a strange 

little woman who makes exaggerated throat and eye movements and suffers from migraine. 

Deep down, she is faithful and goes to church regularly in contrast with the rest of the family. 

They carry all features of a lower-middle class family with their fully ornamented furniture, 

cloths, curtains, trays and so on. Jane cannot find a working class intimacy but a cold and 

unloving family that keeps them away from her. They control their extreme behaviours in 

front of Jane. By means of choosing Malcolm she says “I declassed myself to an extent.” (W, 

94) Hannay states, as so many of Drabble’s characters, Jane and Malcolm seek to escape their 

families in their marriage. (1986: 29) She claims that she and Malcolm are very much alike. 

Both of them are in exile and want to break off the bound of their families they do not like.  

 

… and I feel that he held the same relation to his as I to mine, and that we 

met in the middle, both in a sense exiled from our past, united by our 

isolation, by our artistic efforts, by our lack of identity with our own history. 

I was ill at ease with his family, as he with mine: but then we were neither of 

us happy on our own territory, either. (W, 92)  

 

After a year they engage and then they drift into marriage. But from the beginning the 

marriage does not go well. May be neither Jane, nor Malcolm is ready to get married. 

“Malcolm shut himself at the top of the house or practising, or went off to work, and I sat 

there in those dusty rooms like a ghost, like a shadow.” (W, 99)  
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When they become a newly-wed couple, Malcolm is always busy with the work. The 

problem is Malcolm’s ambitious attitude towards his business. In reality, Jane is confident 

about their marriage however, she cannot foresee what days will bring to them. “Safe, one 

would think: prudent. A responsible marriage, not rashly undertaken.” (W, 95)  

However, they cannot get on well with each other. Malcolm is thought to be a flat character. 

He seems to be a sensitive man but his indifference to Jane in both emotional and sexual 

ways and, also, to their marriage, drift them into cold, lonely and separate worlds. After a 

short time, Malcolm appears to be a round character. He has been a diffident and timid man. 

But marriage changes him as he owns Jane in the literal meaning.   

 

… I felt all the comfort drain so quickly out of our relationship as it 

transformed itself into the very things I had sought to escape − loneliness, 

treachery, hardness of heart. I know that the fault was partly his, because 

having got me he did not really want me: he did not want a woman at all… It 

never occurred to me that all the not-wanting, all the failure and guilt, must 

be fine. I thought that he wanted me and I, through some obscure corruption 

of my own, didn’t want him. I didn’t even suspect the truth, though I would 

have been so much happier had I done so − always more willing to cast 

myself as wronged than as wronger − I didn’t suspect until, after four or five 

years of silence, he began to suggest, in a kindly concerned and pleasant 

way, that I might be a Lesbian. Oh, yes, I said humbly, glad of any excuse, 

so I might. (W, 100)  

 

Here, Malcolm blames Jane for being a hidden lesbian, though his being a concealed 

homosexual. The vague situation he is in leads him to make a psychological reflection and call 

his wife as a lesbian. In addition to these, his passion for his work makes their relation worse. 

He spends hours practising and he neglects Jane.  
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Because unfortunately Malcolm’s chief conjugal virtue was an acute 

consciousness of the fact that his work excluded me, that he was forever 

abandoning me, both in the house and out of it… He blamed my 

unhappiness upon his absences, he ruined, as far as he could, his enjoyment 

of his work and his unquestionable success by convincing himself, with 

some generosity, but without foundation, that I grudged it him. (W, 101-2) 

 

Malcolm blames himself for neglecting his marriage but his way to compensate is not virtuous 

at all. He has passion for his work and he has to work harder to be better. Malcolm is not 

ready to take the responsibility of marriage. He does not want to share his time with his wife. 

Consequently, he calls Jane as envious and demanding. His ignorance may stem from his 

inner anger about the probability of failure and that he cannot direct this to himself, he 

chooses Jane, the nearest soul.  

 

… and he would break off an hour’s rehearsal to storm downstairs and shout 

that I was a mean destructive grudging creature when all I  was doing was 

sitting quietly drinking a cup of coffee and staring The Times. Then he 

would blame me because the fact that he had shouted at me had put him out 

of his voice. (W, 102) 

 

Their sexual life becomes colder than ever after Jane’s miscarriage. They get separated from 

each other in a very short time physically and psychologically. In reality, after their marriage, 

they see each other clearly–the good and bad sides of their characters. The problem is that 

Malcolm is not the man, whom Jane loves or likes at the beginning, neither is she. Malcolm 

has an ambitious and passionate character behind his still and diffident face. All his passion is 

for music. He does not have a longing for a lovely family or a real union. In their early days 

Malcolm portrays a docile figure that does not chase sex with Jane. Jane thought that this 

behaviour is the reason of his being courteous. Nevertheless, after the marriage she figures out 

that the reason why he is indifferent is his probable homosexuality. What about Jane? She is a 
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real looser. She does not care for anything. She is totally apathetic. Life flows and she just 

watches. These components create a disastrous family. However, they go on living together. 

Then they have the baby Laurie (Laurence).  

 

Malcolm was pleased to have a child, I think, and got on well with him; but 

this relationship was ruined by his too great awareness of his other absences 

and other preoccupations. He worried that he was away too much, leaving 

me and the child alone: he worried that the child would not know him. 

Sometimes I think that this undue degree of responsibility and anxiety must 

have been noting more than a mask for his violent personal ambition: he 

always claimed to be unassuming, unambitious, but his attitudes towards 

success were so ambitious, so confused that I became suspicious in the end. 

(W, 104) 

 

Jane narrates that Malcolm’s priorities led him to make choices and he gave the first rank to 

his job. Malcolm convicts himself and carries a deep guilt complex. He says that he does not 

care for fame or applauses in fact deep down he longs for them, desires them, and when he 

gets them he becomes happy in astonishment. For Jane he is a total hypocrite.   

 

But gradually, as time passed, he began to transfer his own frustrated 

expressions of desire to me – only the expressions frustrated in him, for in 

reality, he received a good deal of acclaim and publicity − and to imply that I 

was suffering from the retired and quiet life I led. (W, 105) 

 

Many changes occurres in Malcolm’s life. His self-esteem develops his physical appearance 

changes with his taste in clothing. But Jane does not like the changes in Malcolm she can not 

catch up with him, as she does not want to. Additionally, sexually indifferent Malcolm 

suddenly notices that there is a woman in the house.  
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… for although Malcolm did not want me when he married me, he came to 

want me in the end: out of defeat, out of pride, out of revenge. Perhaps living 

with a woman, the shapes of a woman, had bred desire in him where it had 

not been before: the edge of unfamiliarity and ignorance removed, he began 

to desire me, but by then I was gone from him, shut to him, though I was still 

a good shape, as I lay there beside him at nights, remote and inaccessible, 

and his. I destroyed him: by taking him, by making him through proximity 

want me, by rejecting him. I destroyed him. That’s what he shouted at me, 

that I’d destroyed him. Then tell, O tell how thou didst murder me. I 

destroyed him by closing up against him, by wearing ragged old cardigans 

and laddered stockings, by weeping feebly when he tried to touch me. He 

was too kind, too gentle a man to survive my rejection and abandon me with 

impunity. A crueller man would have hated me more and suffered less. I 

forced him into cruelty, and it was unnatural to him, and he could not forgive 

me for it. (W, 111) 

 

Jane suffers; here is the confession of Jane about what she had done to Malcolm. It is the 

outcome of her neglect; however she does not know why she did so. It may be the 

unavoidable end of their relationship. According to Jane, Malcolm behaves quite mercifully 

than anyone else. She confesses that she had driven him crazy. As being a hypocrite and 

hiding his real face, shouting or using violence are inappropriate to Malcolm’s nature. But 

the last thing that puts a full stop to everything is the peak of Malcolm’s devastating, 

hideous, hidden behaviours. Seven-month pregnant Jane is lying in bed that night, when 

Malcolm arrives. She senses that something bad will happen and pretends to be asleep but 

Malcolm knows that she is awake, and asks her whether she is sleeping. When Jane answers 

asking for the time, as if he woke her up: 

 

And then he crossed over to the bed and yanked at me out by one arm, and 

hit me very hard across the face with the back of his hand. I can’t remember 

what I did: I think I just stood there. Then he took hold of me by the 

shoulders and shoved me back against the wall, and started to beat my head 
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against the wall, and I started to struggle and kick. He was shouting at me, 

about how I’d taken everything from him, ruined his life, and been unfaithful 

to him, and I knew at that instant, at the sound of that extraneous word 

unfaithful, that he had been unfaithful to me. He did not go on for very long 

because he got frightened by what he was doing, as he was not used to 

violence; he hadn’t even the strength for it, let alone the aptitude. (W, 112) 

 

Malcolm, as a man and as a husband, sees the right to beat a woman. The reason of his anger 

stems from his own unfaithfulness. Malcolm thinks that the indifference of Jane diverts 

Malcolm to be unfaithful. He seeks for affection in another one. However, he is not happy 

about the situation in which he is in. Consequently, he, as he did before; reflects his misdeed 

upon Jane. When Jane hears the “extraneous word unfaithful” she comprehends that he is the 

one who is unfaithful. Men try to solve their problems in different ways. According to them, 

the last solution is the physical violence towards women. Even such a man like Malcolm 

chooses such a way to solve his problem, eventually this event ends their marriage. Malcolm 

leaves Jane, for another woman, who is a pianist. Jane is surprised with the fact that 

Malcolm deceived her with another person.  

 

Why did Drabble insert such a character? Malcolm is a simple character. He is a stereotype 

of average man. In patriarchal world, he uses violence. This part is the climax of the novel. 

Because, the docile, unmasculine, physically weak Malcolm, suddenly looses his temper and 

character, and turns his aggression on Jane. He, sexually ambiguous Malcolm, leaves his 

wife for another woman. Then, the flow of life changes. Jane looses the meaning of the life. 

 

Everything seemed a little colder without him – the bed, the house itself, her 

meals, which she no longer troubled to heat; she ate baked beans and 

sardines and asparagus straight from the thin. The temperature of her life 

seemed to be cooling into some ice age of inactivity, lacking the friction of a 
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dying marriage, lacking even the fragile sparrow-like warmth of her child. 

(W, 8-9) 

 

That is cruel of Malcolm, leaving her pregnant wife beaten and alone both physically and 

psychologically. The similar natures of them unite them, now because of the same natures 

they separate. Jane is very conscious about that her ill-nature and apathy towards Malcolm 

has caused these problems. And Malcolm has not been innocent at all. He has been patient 

but his dissatisfaction, at last, gives a great reaction. Jane accuses herself. 

 

… I did in a sense murder him, and I murdered him in a true lyrical sense, by 

rejection, by the breaking the wows, by the lending and withdrawal of my 

beauty. (W, 87) 

 

One day, when Jane is looking for a pack of cards, she finds the pack which Malcolm’s 

penniless flute player friend gave them as a wedding present. Then she recalls the old days 

and makes a confession. It is like an analysis of their marriage. 

 

Once they married they never played cards. They had not cheated; they had 

not alleviated their discontent, they had not varnished over the cracks 

between them, they had not sought no alternative or diversions. She had not 

permitted it. Ruthless, she had stared at the old walls and the damp plaster, 

and she had made him stare with her until he could not stand it any more. 

Nothing but the worst, she had said to herself. Cruel. (W, 146)  

 

In truth, Jane exaggerates many things while narrating. She often admits that she has edited 

some things or that she hasn’t told the real facts or that she has even lied. Especially she has 

been cruel to Malcolm, and that she is the one who pushes Malcolm to be vulgar.  
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I lied, too, about the circumstances of Malcolm’s departure… Malcolm 

didn’t desert me: he was driven away from me by my bad housekeeping, by 

my staring at the wall, by my evident frigidity. I didn’t want him: my body 

refused to accept him, it refused the act, it developed hysterical seizures, it 

shut up in panic, it grew rigid with alarm. (W, 110)  

 

However, she cannot forget the things he had done to her. She wants to be forgivable and 

leave them in the past.  

 

But nevertheless, I prefer to think of Malcolm, innocent, passionate, singing 

of murder, than to think of him with his fingers and thumbs sunk into my 

shoulders, beating my head against the bedroom wall. (W, 88) 

  

Malcolm contacts her after the birth for once. 

 

Such was his guilt and his inflexibility that he did not try to communicate 

with me after his departure; he rang, once, to see if the baby had been born, 

and he paid money into bank for me, and that was all. (W, 112) 

 

He leaves all of his paternal responsibilities to Jane and thinks that being a father he has to 

earn the income for his children. However, children need affection, sense of confidence and 

security, and also strong profile of parents. Jane completes this lack by means of James, who 

is the other major male character in the novel having many important roles on Jane’s life and 

on the course of the events.  

 

Three days before Jane’s and James’ departure to Norway with the children, Malcolm rings. 

It has been a very long time since he left. He asks how the children are and wants to return 

home. Jane does not want him to come back and refuses him saying just no. Malcolm begins 

a long speech about how regretful and guilty he has been about leaving her and the children 
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that time. Jane is determined because she has made a new world with James, who is the fake 

husband and father. And the tone of the discussion increases. She is very angry with 

Malcolm about his misbehaviour and disregard. 

 

…he could have said that he wanted to see Bianca, and I would not have 

been to refuse. I could not have kept him from the sight of his own daughter. 

But he did not say it, he did not think of saying it as blackmail: what bastards 

men are to care so little about their own children, to neglect them even to the 

extent of forgetting to use them in argument. (W, 176) 

 

The discussion goes on like that and the dialogue reaches to Malcolm’s lover. Jane wants to 

provoke him to admit that he has left her. Her aim is to push the limits to keep Malcolm 

away. Yet, Malcolm goes on phoning and disturbing her. One night he drops by home 

without informing, and sees Jane and James lying in bed, and goes mad. When he sees them 

he says nothing but leaves the house breaking the big window behind. Jane does not say 

anything to James in order to protect him from Malcolm. But that night Malcolm goes to 

Lucy’s (James’ wife) house and reveals that Jane and James have an affair. He has been 

drunk and jealous. He told Lucy that he would come and collect the kids and take them to 

his mother-in-law’s house. However,  

 

Malcolm did not come for children: I had not thought he would. What could 

he have done with two small children, one of which he had never even seen? 

He could not even have got them sought on the train. (W, 216) 

 

Malcolm does not come but he wants to seek a divorce. He sends an official letter by his 

solicitor. However, Malcolm does not turn up for the children. 
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After the first letter from the solicitor, stating his intentions, I heard no more 

about it. I didn’t give the matter much thought, myself, at first: it seemed 

irrelevant. (W, 229-30) 

 

Their marriage comes to an end.  

 

When Malcolm deserts Jane in her seventh month of pregnancy, Jane puts herself into a 

voluntary seclusion. From then, James as a male character starts to dominate in Jane’s life. 

James is the husband of Lucy who is Jane’s cousin. He is the one of the minor characters but 

plays a major male character role in the novel. As aforementioned, the reader acknowledges 

Malcolm’s voice through Jane’s narration; yet, James has his own voice and tone, he is not as 

discreet as Malcolm. He has a significant role on the whole of the novel, as he changes the 

course of the events.  

 

When Jane has given birth to Bianca, Lucy and James come to look after Jane. Lucy departs 

and leaves James with Jane. During Lucy’s departure, a love affair is born between them. It is 

a sudden and intense relation; yet, turning out to be long-lasting and obsessive. Their relation 

is unethical which Jane, herself, is aware of the fact; but not resistible enough, because of her 

emotional starvation and sexual frustration both relating to herself and her husband. 

 

James appears as an interesting character, in the aspect of being a totally different person of 

what he portrays to be. He has an equivocal impression because of his physical appearance 

and undefined charisma; and his personality which contrasts to the two uttered before. Jane 

has got a “shared surprise about James’ docility” (W, 12) with Lucy.  

 

For he did not look docile, he looked dangerous, he seemed to carry with 

him the yellow sulphureous clouds of some threatening imminent disaster, 
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but it never happened, it never took place, and James continued to play with 

his children and to take them to school, and to drive Lucy around in the car, 

to be polite to her friends, to meet people at stations, to mend electric fuses, 

to carry heavy furniture, to answer his post. His actions in fact so much 

contradicted his appearance that Jane, covertly watching him, would 

sometimes wonder whether she did not see in his place some totally unreal 

person, some imaginary face and head and voice, and it was only Lucy’s air 

of shared surprise that acquitted her of a conviction of hallucination. (W, 12)   

 

He is an easy going person. He is not quarrelsome; he is natural, well-mannered, and 

obedient. All of these manners attract Jane and confuses her mind. They lead her to think 

about him. Also sharing the surprise of James’ being docile, Lucy, his wife is acquainted with 

his behaviours. “‘Did he mind bringing you?’ asked Jane, and Lucy smiled, and shook her 

head, and said, ‘No, he never minds doing things’…” (W, 12) 

 

Quite the opposite, Malcolm is the one who has a docile impression on people; however, he is 

the one who beats his wife. On the other hand, James seems to be a dangerous type but he is 

the one who is affectionate, caring and sensible. Here, Drabble may want us to reconsider the 

fact that appearance may be misleading.  

 

James is very thoughtful and helpful to Jane. He is a man of duties. On the other hand, Jane is 

very much restless about James’ accompany. After Malcolm’s departure she has been alone 

like the woman, living in a hut in Alaska, in one of the books she had read before, only Jane 

has got a telephone and her sole communication has been with Laurie. However, James’ 

manners bound her in a weird way, as he is very caring.  

 

 ‘I’ll go and get our supper’… (W, 21) 

    …...  

 ‘I could carry you’ he said. (W, 21) 



 82 

    …… 

  ‘But I’ll come with you in case you slip. It’s my duty, to come with you.’ 

(W, 21) 

    ……  

 ‘Do you want your slippers?’ he asked her. (W, 21) 

    …... 

‘Don’t lock the door, because if you fainted I couldn’t get to you’… (W, 21) 

    ….. 

‘Would you like me to make the bed? Straighten it out for you?’ (W, 25) 

 

Here the italic word ‘duty’ expresses the reason of James’ existence in her house. The duty is 

given by Lucy or taken by James but his intention is more than seen. Since, he likes Jane and 

his first attempt is sharing her bedroom due to the cold weather. The weird thing is his sitting 

in a chair without speaking a word or doing nothing; merely watching either the flames of the 

gas fire or Jane, which is a fairly neurotic behaviour. These sorts of passive manners, 

intermingled with affection and oddity, of James cause curiosity and interest in Jane. The 

origin of his inner motives cannot be understood by Jane; but the reason will be soon learned. 

As stated before, James has a vague impression of personality.  

 

There was distinctly in him some reflection of rumours she had heard, stories 

reaching her feebly over the years through a thousand alterations, or whether 

it was the man himself that so affected her. A dangerous man, she said 

herself: a dangerous man, sitting mildly there by the fire, reading, smoking, 

drinking some tea. (W, 28) 

 

James likes Jane. And the first hint perplexes Jane.  

 

 ‘I watched you fall asleep’, he said. 

  She did not know what to reply, so she said nothing. (W, 28-9) 
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James is a dangerous man says Jane, and James proves this statement for many times. He 

has a tendency towards dangerous things: 

 

 ‘I like it here because it’s so hot,’ and she said, ‘It’s unhealthy, the warmth.’ 

 ‘Perhaps that’s why I like it.’ (W, 31) 

 

Finally the first attempt, that all the things lying beneath his caring behaviour, continuing for 

long nights, his watching Jane, coming to Jane’s house without informing Lucy, come to an 

end; “I want to be in that bed. The only place in the room is in that bed.” (W, 32) 

This point is one of most the momentous parts of the novel. It serves the changing flow of 

the events and the second part of the novel begins. The events accelerate. James falls in love 

with Jane. On the other hand, Jane’s mind is confused and she does not know what to do, 

and what to say. She is submitting to her fate which is shaped by James.  

 

Generally in Drabble’s novels the female characters react emotionally. But in this case, it’s 

Jane who helps to have James’ foot on the ground, and James is the one who is drifting with 

his emotions. 

 

‘I’d have died if you’d told me I had to go and sleep in that child’s bed, by 

myself. I wanted to be here so much.’ 

‘It can’t be true,’ she said, ‘it’s absurd, it can’t be true.’ 

‘Of course it’s true, he said, lying there on his back, looking up to her: and 

she noticed that he was shaking slightly, trembling, unable to lie still. (W, 

35) 

 

While Jane is rational, James is emotional, he wants to impress Jane. At this juncture, it may 

be considered that James is benefiting from Jane’s situation. Through the end of the book, 

Jane is going to ask the same question to herself, too.  
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…. he liked babies around, he liked the idea of taking them on clandestine 

holidays, and why else did he choose such a point in time to get into my 

bed? (W, 207) 

 

Jane has recently given birth and her husband has abandoned her, accordingly she is both 

physically and psychologically lost. There is not a proof about this allegation and apart from 

that James is considered to be a naïve and polite person. This suggestion has been put aside 

with a question mark. However, Jane’s attachment to him may stem from her deep down 

longings and desires.  

 

His sleeping in Jane’s bed may be interpreted in a different way. As said by Eleanor Honig 

Skoller,  

James is substituting Jane for his mother, as all men have a desire for his 

own mother, because between them [Jane and James] there has been no sex 

in this bed, only the recent birth, it is as though James were pretending it was 

he who was born (1993:45). 

 

James’ mother is a weird woman who causes curiosity and admiration for Jane. She admires 

James’ mother but she does not know why. Probably her hatred from her own mother and 

remoteness from Malcolm’s mother make her admire Mrs. Otford. However, she is not a 

woman deserving such praise, says Jane. 

 

… poor James, aged three, sitting there in her bed, nagging for his breakfast, 

listening to her endless amorous discussions, crying for his boiled egg. 

‘just a moment, darling,’ she would say, turning back to the telephone. ‘just 

a moment, James – ’ and then, her voice softening into the corrupt tones of 

adult communion ‘ – and, anyway, my love, he said that it was merely a 

question of arrangement – what? Oh, no, no – ’ and then the intimate 

laughter, the protests, the denials, whereupon James would start to cry about 

the egg once more and she would turn from the phone and say, ‘James, 
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darling, why don’t you play with my jewelry – ’ and the, later, when the 

jewels palled on James, but not her conversation to her man, she would tell 

him to play with her lipstick, and he would blue his eyes and redden his lips, 

a sexual object at the age of three, undefended by servants because his  

mother’s life was too disputable to admit them, too extravagant to afford 

them. (W, 203) 

 

James is frank about his emotions for her.  

 

‘You’re so lovely,’ he said. ‘It’s so lovely here, it’s like heaven in this room, 

I couldn’t keep away from you… I kept to trying to pretend that I was 

coming for your sake, to look after you, in case you noticed that I couldn’t 

help it and sent me away, but I couldn’t stay away, all the time I wasn’t here 

I was thinking of you and of how warm it must be in that bed, and how near 

I could be if you would let me, of how you might even let me touch you… 

when I sat there in that chair, the first time, and watched you fall asleep, I 

felt – I don’t know, I felt as though you were mine.’ (W, 36) 

 

This confession narrates the feelings of James for Jane. They are open and sincere, but worth 

noticing is the last sentence. James is a man belonging to patriarchal world, a man-made 

world, and in that world the concept of love intermingles with owning. Women are like 

objects; object of love, object of sexuality, object of maternity so on. If men love someone, 

they immediately want to have them. The ‘I felt as though you were mine’ statement 

emphasizes this reality. James, having all sort of emotionally satisfying qualifications, is a 

‘man’ after all. Thus, their forthcoming relation is signalling that Jane will be a submissive 

slave for him. James likes Jane’s compliant nature towards him and wants her to remain like 

that.  

 

… he said, with that sounded like a sudden anxiety, ‘You wouldn’t go away 

from me, would you? You’ll wait for me, won’t you?’ 
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‘How could I go away?’ she said. I’ve nowhere to go. I’m stuck right here in 

this bed.’ 

‘Yes, of course you are,’ he said, as though pleased, as though comforted. 

‘You’ve got to be there, you can’t go away, can you?’ (W, 37) 

 

James is fond of her lying passively in her bed, because, it means authority and control. 

Jane’s not having anywhere to go makes him even more powerful. She will need him; she 

will be attached to him. James is the sole living soul with her. When Jane states that she 

cannot leave him, James replies in comfort and satisfaction, because it is the response that 

James would like to hear.  

 

‘You are my prisoner, here, in this bed,’ and he said ‘but if you’re good, and 

wait quietly, I’ll look after you, I’ll bring you meals, and books to read, and 

cups of tea.’ (W, 37) 

 

The word ‘prisoner’ conveys the main idea; the proof of how James is a member of the man-

centred world, of how he could be an instructive person, and of how their relation has 

shaped. The phrases ‘in this bed’, and ‘I want to be in that bed’ convey the core of the affair. 

According to Alpakın, the reader does not feel the tenderness which one would feel in the 

presence of a loving couple like the classical Romeo and Juliet. Jane and James have nothing 

common except sex. (1991: 98) 

 

‘And in the end, then, will you rescue me?’ 

‘Oh yes,’ he said, touching her knee under the sheet, very gently and 

carefully touching her knee with his hand. ‘Oh yes, when it’s time, I’ll 

rescue you.’ 

‘I’ll be glad of that, she said. ‘I’ll be so grateful for that.’ (W, 37) 
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James becomes Jane’s hero who saves her from that lonely, lunatic and empty world, which 

lacks emotion. He has the authority and power to save her. He is aware of what he stands 

for. It is just like a game in which two sides perform their roles. Jane is the prisoner and the 

slave; while James is the hero and the authority. James is trying to impose his paternal 

existence by means of instructive phrases. As in ‘when it is time’ sentence, he portrays a 

figure, who can command the time, as if he was a god-like creature. This means that, I know 

the exact time when to rescue you, and you will be the one who waits and obeys. In reality, 

James is a very complicated character. Drabble wants to illustrate that men act naturally in 

similar ways. It is a general wide-spread notion that men want to play the role of God.  

 

Consequently, the pattern of their relation is shaped by the hands of James, and Jane is 

drifted after him. She loses her logical thinking. She realizes that she is swimming in 

dangerous waters; however, she cannot avoid doing the opposite. He, on the other hand, is 

happy to open his heart to her and charms her with brilliant and romantic words.  

 

‘You are so lovely, I can’t bear it. You’re beautiful, you know, I’ve always 

thought so, I’ve always thought you were beautiful, I thought so even before 

I loved you, when I didn’t know you…’ – and she flinched and sighed, 

listening to him, alarmed and yet hopelessly moved by his willing blind 

suicidal dive into such deep waters: the water closed over their heads, and 

they lay there, submerged, the cold dry land of non-living abandoned, out of 

sight, so suddenly and so completely out of sight, lost at the sound, at the 

syllable of the word love. ‘I love you, I love you,’ he said: words she had not 

thought to hear again. (W, 36-7) 

 

Another thing about the male characters in the novel illustrates that the fate of the women 

are in the hands of men. Accordingly, it is a warning to women to say ‘posses your life’.  
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Here, Jane remembers an event and reminds James that when he brought her a bottle of 

champagne she had cried because of her gratitude and his thoughtful act. He responds to her 

by pointing out how much he was moved by it. 

 

‘I cried, when you brought me that champagne.’ 

‘I saw that you did’, he said, ‘I saw it and I loved you for it, I began to love 

you when I saw you weep.’  

Weeks later, referring back to that same incident, that first gift, what he said 

was, ‘I saw you, and when I saw your tears I knew that I would have you, I 

knew that you were mine.’ (W, 38) 

 

Being impressed from a woman’s tears of gratitude and his words relaying his desire to 

control a human contradict. In this mutual active-passive relation, weirdly Jane accepts 

James’ commands such as what to eat or drink and when to sleep, silently. 

 

Looking back, she was amazed at the ease with which she had drifted away; 

there was a sense in which she had taken his words as an order and had had, 

unprotesting, obeyed. (W, 34) 

 

How much independent they are or want to be, all women have this kind of obedient 

behaviour. This may stem from human beings who want to be tied to this or that in a way. 

They want to be taken care of, they want to make others worry about them, and all these 

reveal their need of affection and love. Jane, who has left them behind many years ago, is 

attracted, as expected. In her case, it’s for this reason that this relation attracts her.  

 

He looked after her with solitude, as though she were an invalid, as a sense 

she was: in his small ministrations they found a pattern, acceptable to both, 

excusing their situation, that remained with them long after it was needed: an 

erotic pattern, a chart for their otherwise silent and shapeless love. (W, 39)  
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Jane and James have meet years ago in Lucy’s parents’ house at a usual family gathering on 

Christmas Eve. Jane covertly watches James, the same threat in him is seen, and his relaxed 

and self-esteemed behaviour attract Jane’s attention. From the start, we can observe the 

comparison of two important men in Jane’s life.  

 

Nobody seemed to notice that what a threat the presence of James was, what 

nonsense it made of the whole scene. I truly felt that if he were to rise 

violently to his feet the whole room would collapse like paper; that if he 

were to speak, decades of careful pretence would shatter at the sound of his 

voice like old that flesh exposed to alien air. But he did not rise, he did not 

speak. Carefully he sat there, gently, delicately silent. (W, 61)  

 

On the other hand, Malcolm, 

 

He was subdued to that room, to its pastel shapes and flocked wallpaper and 

magazine racks and light fittings, to its good taste and its observances. He 

did not belong in it, but he had not means to destroy it. (W, 61)  

 

Jane does not have good memories and close relations both with her own and Malcolm’s 

family. Jane is irritated by her parent’s dishonesty and insincerity; she also hates their 

obsession of rank-consciousness. And James is totally different from her past acquaintances. 

“It’s odd, really, how completely James represented all that my family was not: so that at 

once an exorcism and an ideal.” (W, 53) 

 

After their first sexual encounter, Jane has been amazed with the situation and for the first 

time she has been satisfied with the act itself.  

 

‘I want you,’ she said… ‘I love you.’ 
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‘Of course, you do,’ he said, as though it were an obvious thing. ‘Of course 

you do, I want you so much that you must want me, it couldn’t be any other 

way.’(W, 45)  

 

James responds to her in a quite interesting way, as if it was a bare truth of life; as if Jane’s 

desire towards him was a must.  

 

James is part-owner of a garage not working much. One day he takes Jane and the children 

to race tracks near London. At first she cannot understand why he brought them there, but 

when she realises, she figures out his character more clearly. His aim was to make Jane 

worry about him during the race in order to understand her love and attachment by 

examining her reaction within that painful and submissive experience.  

 

As he went she knew what he had bought her there for; he had brought her to 

frighten her, to torment her, to make her suffer for him: she was doing it, she 

was what he wanted. She couldn’t believe it, that she, so selfish, so 

recalcitrant, so cold, so obdurate, was doing what he wanted. (W, 76)  

  

There are two different answers which James gives to the question of why he is with her. His 

two responses show variety. The first answer is at the beginning of their relation and before 

their first sexual encounter. The second one is, after a long time, after their relation finds a 

routine ground.  

 

‘Why do you sit with me? Why do you stay with me? Why did you wait for 

me so long?’ and he looked back at her and smiled, acknowledging 

absurdity, and shrugged his elegant shoulders, and ran his fingers nervously 

through his hair, and said, ‘Because you’re so lovely, because I love you so, 

of course, what else?’ (W, 44) 
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The dialogue in the final demonstrates the artificiality of their relation, since James can give 

such an indifferent and a resenting reply. Additionally, Jane does not take these words into 

consideration very much. The below dialogues are also important to show the phases of this 

relation.  

 

 ‘Why don’t you ever do any work?’ she said to him, as she sat there, the 

baby on her knee.  

‘So that I can be with you,’ he answered, the courteous answer of the role 

that he had for some reason chosen to play: but she persisted, stepping 

dangerously out on to the unmarked squares of real life, of the outer world.  

......   

‘But why do you waste so much time with me?’ 

And he smiled at her, ambiguously, gently, and said, ‘It’s because of 

boredom, you know. Because really, I’ve got nothing else to do.’ (W, 135) 

 

James is a man of incidental things like card plays, racing motors, and speedy cars. His mind 

is simple; he does something just because he wants. His relation with Jane accords with his 

life style.  “The things I do aren’t worth doing,’ he said, ‘but I like to do them.” (W, 147) 

 

James gives importance to quantity. The word ‘enough’ is a significant proof of this situation.  

 

‘I care for you,’ he said, ‘I care enough for you.’(W, 147) 

…… 

‘You love me enough, then,’ he said. ‘Do you?’ (W, 149) 

 

James and his family go for a holiday to Italy. This is the longest separation of James and 

Jane, who “suffered most acutely.” (W, 157). He sends postcards to her. 
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‘This is where Shelly died, my darling, but I trust I shan’t follow him. When 

I will get back I will take you away with me to some cold northern place. If 

you still remember me.’ (W, 157)  

……  

‘We’ll go North, you and me, and have a look at midnight sun. The weather 

is too good by half. You and I will suffer together, darling.’ (W, 163) 

 

The utterances of James when he returns are quite important to notice. They reveal his 

character better. He again wants Jane to suffer for him. He considers her like a toy which 

can be secretly hidden so that nobody can find her. He wants to posses her. James is jealous. 

And Jane being the submissive woman responds in such a way that James will be satisfied to 

hear.  

 

‘I’ve thought you so much,’ he said to her, when they had become used the 

sight of one another again. ‘I’ve thought of you sitting there, exactly there, 

and hoped you were being pale and good and thinking of me. I did so hope 

you wouldn’t manage to distract yourself by getting out in the sun.’  

‘What would I have done in the sun?’ she said. 

‘I would have liked to have locked you up in here,’ he said. ‘I’d like to put 

you under a stone, to make sure you’d stay where I wanted you.’ 

‘Cruel, you are,’ she said, smiling.  

‘You are not allowed to go out except with me,’ he said. 

‘I didn’t try to,’ she said. 

‘You had to sit here and wait for me. You had to sit here and miss me. I hope 

you were sad enough, while I was away?’ 

‘Oh god,’ she said laughing. ‘I was so sad, I don’t think even you would 

quite like it if you knew. You’d think I was mad. ’ 

‘Don’t you believe it,’ he said. ‘The sadder the better, as far as I’m 

concerned. You couldn’t do it enough, for me.’ 

‘I don’t know you could put up with it,’ she said, amazed at his acceptance 

of her dreadful tribute.  

‘I like it,’ he said. ‘It’s what I want.’ 

‘It’s all right,’ she said, ‘having what one wants.’ 

‘It’s worth waiting for,’ he said, and touched her cheek. (W, 165) 
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Jane and her children with James look like a family; however a fake one. According to 

Eleanor Honig Skoller, they are a crowded family: James Otford and Jane Gray, with her two 

children, set up a ménage, outside the law, alongside their legitimate ones – his Lucy and 

hers, legally at least, with Malcolm”. For the second time, Skoller states that “with Jane’s 

husband absence, James is also pretender to her love and the male position in her life. When a 

midwife, on her evening rounds, calls James “Mr. Gray,” he does not correct her (W, 20) 

(1993:45).  

 

James wants to take Jane and the children to Norway. That will be their first journey. In fact, 

Jane does not believe that they can go. She wonders why he wants to go to Norway; James 

explains.  

 

‘I like the idea of those long winter evenings. Like that night when your 

baby was born. It pulled an ancestral heart string, the sight of you sitting in 

that bed, and the snow falling outside. That’s why I’ll love you forever.’ 

‘Liar,’ she said.  (W, 167) 

 

James is a polite liar. He knows what to say to charm a woman. In the quotations the language 

is used insincerely to court and pass time. One day Jane asks him whether he remembers the 

day by the sea at that Christmas Eve, and what they talked about. James continues the 

dialogue with one of his polite lies again:  

 

‘What I meant was that I wanted you,’ he said. 

‘Ah, rubbish, rubbish, darling, you make it all up, you know I like to hear it,’ 

she said, enchanted, not  even caring whether he was lying or telling the 

truth, quite sufficiently enchanted by the elegance, the tactful charm of the 

lie… (W, 83) 
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In the morning of the day before they leave for Norway, Lucy calls. She does not know the 

illegitimate affair between her husband and cousin, and she does not know that Jane is 

departing with James. All Lucy knows about James’ departure is that he is going to drive an 

Aston Martin which is bought by his cousin who is living in Norway. Jane is irritated by the 

call. On the phone, Lucy criticizes James. This part is important as it displays another point of 

view – James’ wife’s. Up to this point, the reader is acquainted with Jane’s partial narration 

and that known omniscient narrator. On the other hand, here Lucy portrays a different James, 

by revealing her complaints on her husband’s irresponsibility.  

 

‘He is such a fool,’ she said, ‘I mean to say, you’ve no idea what the 

financial position at that garage is, we’ve been living on bread and cheese 

for weeks, and yet he thinks he can indulge in philanthropy towards cousins 

he’s hardly ever set eyes on – have you ever heard of such a thing? Driving 

all that way just to do someone a favour? They’ll probably catch up with him 

at the Customs and then we’ll all be ruined. The garage hardly passes 

anyway, you know, and after that dreadful smash-up they had at Illingworth 

Castle it’s all been very dicey…’ (W, 179)  

 

On the way to Norway they have an accident. The children are amazingly unhurt; Jane is 

slightly, but James is badly injured. He is thrown out of the car, as he, naturally, is not 

wearing his safety-belt. At first Jane thinks that they all are dead. This event in some aspect, is 

prophetic, as Jane continuously thinks someday, James will have an accident relating with his 

driving too fast. Jane thinks that this accident is the divine justice, an act of God as a result of 

their illicit affair. 

  

When James is lying unconsciously in the hospital, Jane goes to see him everyday. Then, 

Lucy learns the event and comes. Lucy learns their relation from Malcolm, when he comes to 
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Jane’s house the day before their journey to Norway. The two women confront with the 

crucial reality. Lucy begins to talk about the nature of their marriage. 

 

‘He’s so insanely jealous,’ she kept saying, ‘he wanted all of me, all of me, 

and he knew it wasn’t there even when I met him, he knew it was gone 

already –’ and I thought of how unqualified, how unpreceded his possession 

of me had been, and I could see why he had so wanted it. ‘He wants babies,’ 

she said, ‘he kept going on about babies, until I started to hate him for it – I 

hate having children, they drive me to despair, how could one have more 

than three children? It wouldn’t be possible.’ She started to cry. ‘I couldn’t 

bear him to touch me,’ she said. (W, 212) 

 

At this point we see two women having the same man. What Lucy relay about James is 

significant: as mentioned before, when James is having an affair he wants to possess the other 

part, besides he is very jealous. Jane does not complain about James, but Lucy does. His love 

to children may stem from his unhealthy mother figure. Lucy thinks that James has got tired 

of their marriage, too. During their dialogue Lucy confesses that she was having an affair with 

one of her directors she was working for. What Jane gathers is that it is not her sole 

relationship. Lucy is not happy with her marriage. And consequently, both sides deceive one 

another for several times. She is very angry with him. “‘What a bastard he is,’ said Lucy. ‘He 

is really unspeakable, you’re not the first, you know. Whatever he says.’” (W, 214) 

 

The two cousins go on talking and drinking coffee as if they were on a holiday. They are 

talking about James as if this time he was an object, a toy. Lucy gets bored and wants to go 

back home. 

 

‘I’ll leave it to you,’ she said. ‘One of us is quite enough for this job. I’ve 

had enough, I’ll get off out of it.’  

…… 



 96 

… I would never be allowed to keep him. It was a loan that I was offered. I 

accepted it, being more interested in possession than in the terms of 

possession.  (W, 219) 

 

There lying unconsciously James is unaware of anything. While the days in the hospital, Jane 

ponders on her affair with James and analyses him. The reader does not know what James 

thinks about the affair. Here, this omniscient narrator speaks both for James and Jane. They 

have had that affair because both sides are desperate. 

 

… that he had not wanted her through love any more than she had wanted 

him in so pure a cause. Desperation had thrown them together: past failures 

had held them there. They had seemed to meet in the profound aspirations of 

their nature, but it had not been so: they had met in the shallow stretches of 

ordinary weakness, and what he had given her had been no miracle, no 

unique revelation, but a gift so commonplace that it hardly required 

acknowledgement. An ordinary white rose, picked from a hedgeful of 

ordinary indistinguishable blooms: and wilting now, crumpling and 

browning at the edges, subject to decay. (W, 205-6) 

 

And Jane speaking on her behalf, she is very much satisfied with the result. She resembles 

their state to a miraculous oasis, which does not disappear when you go near by.  

  

It may have been true, too, that need and weakness bound us: but they bound 

us effectively, so what need had we to protest against the terms of bondage? 

What right had I to deny the conditions of our meeting? We were starving, 

when we met, James and I, parched and starving: and we saw love as 

miraged oasis, shivering on the dusty horizon in all the glamour of 

hallucination: blue water, green fronds and foliage breaking from the dry 

earth. (W, 208) 
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Jane feels gratitude to James. As he has saved her from the other male character, her husband, 

Malcolm.  

He changed me, he saved me, he changed me… where would I now have 

been? Alone and mad, perhaps: or reunited with Malcolm, more likely, 

dragging out his days in endless faint reproach and sick resentment.  (W, 

228) 

 

On the other hand, James has gratitude in a different way: because Jane hasn’t left him alone 

in the hospital and also taken good care of him; whereas, his wife left him there when he was 

unconsciously lying after the accident. “I’m so glad you were here, I’m so glad you didn’t 

leave me.” (W, 218) 

 

After the days in the hospital, James takes rehabilitation to walk again. Their life has reached 

its routine and James has returned to his separated life, again.  

 

He and Lucy seem, in any case, to have recovered their own old standards of 

living – indeed, they never noticeably abandoned them. They are a resilient 

couple. I envy them. (W, 233) 

 

And, Jane is still married to Malcolm attaining her own custom with James and the children.  

 

The two antagonists or the major male characters of The Waterfall, Malcolm and James 

display two different characters. Malcolm seems to be compliant and civilized; however he is 

not as innocent as he is seen to be. He has a devastating potential. His marriage to Jane 

becomes a destructive union. In fact, the reason why the events flow in that unpreceded way 

is Jane’s supposing that he is the right man for her. Yet, they are not suitable for each other. 

Jane realizes this fact before Malcolm; and she gives up and stops resisting.  
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I did not blame him at all: I blamed myself. He behaved far better than I did, 

throughout our association; I didn’t behave like a normal person. Almost 

from the beginning I gave up: I would sit for hours in the evenings staring at 

the wall without speaking, and in the bed at night I would lie there like a 

lump of wood. I think that I expected that my complete dreariness, apathy 

and misery would finally drive Malcolm away and free me from him, and 

him (more significantly) from me. As it did, but after more years than one 

would have thought possible. (W, 102) 

 

As told above, Jane’s remoteness seems as if a voluntary and selfish, even a planned act; but 

it can be interpreted as instinctively, too. 

 

Malcolm isn’t given the chance to show his paternal side. He is too busy and engaged with his 

work that he leaves his wife and son lonely most of the days. After he deserts them, he does 

not even see the face of his new-born baby, Bianca. Later then he has learned that Jane has a 

liaison with James, and he goes mad wanting the children back. He has sent her a letter by his 

solicitor seeking a divorce. Nevertheless, none of the events took place; they have remained 

married – on paper. According to Hannay, 

 

Jane’s husband, Malcolm, does make an isolated attempt to exert a claim on 

the children, but he steps back quickly and, it seems gratuitously. He fits the 

role of cuckolded and outraged husband from romance stories much more 

than a model of family concerns. (1986: 11) 

 

On the other hand, James is quite opposite of Malcolm both physically and mentally. James is 

physically masculine opposing Malcolm’s feminine appearance. Both of them have a simple 

nature but at the same time have a complex side.  
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Through the end of the novel when James is in the hospital, Jane thinks about her life and 

compares the two men. According to her, Malcolm having all minuses he is good at what he 

does, at least. James, on the other hand, is not good at what he is obstinate about, such as at 

motor racing or sexual intercourse.  

  

She thought, with redoubled treachery, of Malcolm, who could at least do 

well the thing he had set out to do: worthless though it was, pointless though 

it was, he could go it well. (W, 203) 

 

One of the divergences between the two is, James is a passionate lover, and Malcolm is a 

distant companion. These two men change Jane in different ways. Sexually frigid Jane 

becomes a submissive slave with James. She lives the peaks of sexual encounter with him. 

Whereas, when she is with Malcolm, her body rejects her husband. With James, Jane grasps 

the consciousness of her feminine existence. Her submissive, either emotional or sexual, 

bondage ironically liberates her. The most important difference is the sexual aspect of the 

relations in which Jane is with two different men. As Hannay points out, the subject of The 

Waterfall is sexual love, not society, family, or even compassion (1986: 11).  

 

The power of the male characters on Jane cannot be denied. That is, we can say that 

Drabble’s women exist or reach a kind of salvation or experience variation by means of the 

male characters. And here, both Malcolm and James have made Jane another woman. 

 

‘When James looked at me, he saw me, myself. This is no fancy, no conceit. 

He redeemed me by knowing me, he corrupted me by sharing my 

knowledge.’ (W, 51) 
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Hannay proclaims that, James both redeems and corrupts her: [H]e redeems the buried love 

that society refuses to see, but he corrupts the repressive self that society does see” (1986: 

27).  As Jane reveals about Malcolm:  

 

“I was so much at ease with him: I behaved so well, I was so agreeable and 

even-tempered that he can’t possibly have believed some of dark and airy 

hints about my true nature that from time to time I honourably threw out… 

when I was with him I felt a different, better, safer person, a person well able 

to look any shop attendant or bus conductor in the eye.” (W, 91) 

 

 

One can resemble Jane to any liquid that takes the shape of its pot. Therefore, the male 

characters are more vitally important than the female in this novel, as they have their own 

features.  

 

Somehow the fact that of being married took all life from me, it 

reduced me from the beginning to inactivity…. I gave up: or rather, I 

began to see activity as evasion, and inactivity as an obligation…. I 

was a poet. I am a poet. (W, 99) 

 

It is Malcolm that forbids Jane to progress. On the other hand, it is James who helps Jane to 

be more creative. After the departure of Malcolm, totally lonely Jane with her children 

becomes a new woman after in her affair with James. She remembers that she is a poet and 

has a career that she has to continue. In the end, she has published her poems, cleaned up the 

house and acquired an au-pair girl. Her salvation can easily be observed.  
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CONCLUSION 

 

 

In this research the male characters’ identities and to what extent they contribute to the early 

five novels of Margaret Drabble has been studied. Drabble’s novels are rich in female 

characterization, but this does not mean that her male characterization is poor. There is no 

doubt that her main concern has been on the women who are in search for their identity and 

independence. However, the male characters play an important role in the women’s self-

recognition and in their achieving autonomy. Therefore, the study singles out male 

contribution in the novels as the chain of events throughout the early five novels.   

 

Although the descriptions of male characters in the novels are few to rely on and that they 

lack historical and psychological background Drabble allows us to observe them clearly in a 

limited range of events. Such a demonstration displays the male tendencies in the 60s in 

Britain and the universality of men. One can conclude that the men and the women are very 

alike in many aspects and are the vivid examples of modern people. Their dialogues convey 

lack of communication about their primary concerns. Drabble aims to reflect one of the 

principal problems of the modern people. We cannot observe intense, deep and serious 

conversations, as most of their relationships are artificial. Drowned in such artificial worlds, 

the individuals try to find out ways to reach salvation. The male characters have a dominant 

role although they seem to be denied by the female. Their existence helps women to 

understand themselves and reach a kind of reconciliation. They permit the reader to see the 

female characters’ flaws and strengths.  
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In Drabble’s first novel A Summer Bird-Cage we see two kinds of male characters. In the first 

group, there are two minor male characters who are Stephen and John.  Both of them help the 

female character’s reach salvation in their own way. As being minor characters they indirectly 

provide her with help.  

 

Louise, the second major female character, arranges her marriage, which is financially 

focused, with Stephen Halifax. For Wojcik-Andrews states the reason why Louise marries 

like this,  

[She] marries, that is, she enters the domestic relations of production through 

the institution of marriage, because from her rather arrogant point of view, 

the alternatives are degrading-secretarial work or no work at all. (1995: 32-

33) 

 

She marries because she does not have a job, furthermore she does not even have an attempt 

to find one. So to be married is a way of escapism and Louise is not the victim here. Her 

husband, Stephen Halifax, is arrogant, psychologically disturbed, and a vain writer. His 

intellectual and linguistic capacities are limited. He also has a possibility to be homosexual. 

Although Stephen is drawn as a negative character, he implicitly helps Louise. This implicit 

help allow Louise to understand that a financially-focused marriage cannot bring happiness.  

 

Sexually and economically exploitative marriages grow cancerous roots. 

Louise dreamt she was marrying into a healthy middle-class culture. In 

reality, she was marrying a sick philistine for whom culture was a smoke 

screen for social elitism. (Wojcik-Andrews 1995:107) 

 

In her dissatisfying marriage Louise gets emotionally frustrated and finds consolation in John 

Connell.  
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John Connell is an attractive actor and also he is the best man of Stephen. We don’t know 

much about him; his back ground again is not mentioned. He is implemented in the novel as 

an alternative to Stephen. He is the antithesis of Stephen, but his features are not underlined. 

He is concretely drawn in the novel but his function does not go further from being a 

substitution. For Sarah, Louise and John fit each other, because Louise is not a deep character, 

either. She symbolizes the materialistic women who are seeking for an advantageous marriage 

to lead an easy life. Although she is an Oxford graduate she does not have either a job, or an 

attempt. Drabble criticizes this kind of women who want to reach a status by means of 

marriage. In this novel Drabble works on female identity in a detailed way. 

 

Second type of men in A Summer Bird-Cage is the men who are against women’s progress 

either consciously or not. Tom, for example, is an artist he seems to be very modern and 

civilized. However, he is incapable of continuing a marriage because he does not believe the 

equality of the parties in a marriage. He thinks that woman’s primary duty is to fulfil the 

domestic obligations. Thus this makes Gill not able to survive on this marriage. Parallel to 

aforementioned, Bill, another minor male character, has a similar effect on his wife’s life. 

Stella and Bill get married immediately after leaving the university and have two little 

children. Stella totally devotes herself to her marital and maternal life, and she is on the verge 

of driving mad. Her husband is the part who provides money, and she is the domestic slave. 

Bill is not a strongly mentioned character in the novel as Tony but his function is the same 

with Tony.  

 

In conclusion, the male characters in A Summer Bird-Cage are either assistance to women in 

finding their identity and autonomy or an obstacle to realizing themselves.  
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The Garrick Year, Drabble’s second novel, centres on a traditional woman who prefers her 

husband’s choice rather then hers. Emma Evans, the protagonist, has an identity problem 

which is folded by her husband. By marrying she has to deal with two little children and 

domestic responsibilities like Stella in A Summer Bird-Cage. David Evans, the male figure in 

The Garrick Year, is a talented actor. He is the economic power in the house, far from marital 

life, because he leaves his duties such as fulfilling his wife’s demands and child-bearing to 

her. Emma’s reasons to marry are in fact above the expectations of an ordinary woman. 

Valerie Grosvenor Myer sums her reasons like the below quotation,  

 

[Emma] enjoys his violence and is full of admiration when he thumbs a wall, 

shattering plaster and tearing a hole in expensive William Morris wallpaper. 

Emma is attracted David’s ‘flashy, commercial, drunken, photogenic 

selfishness’ and he by her ‘cool professional aesthetic privileged photogenic 

eccentricity.’ (1991: 33) 

 

By not permitting her to be economically independent he becomes one of the men who are 

against the women progress. Hence, their relation becomes worse; their major problem is, 

over again, lack of articulation. When they set to a talk they begin to quarrel that ends with 

David’s anger. Consequently both sides find consolation in other people.   

 

Wyndam Farrar is the second minor male character in the novel. He is warmer than David but 

all his want is benefiting from Emma’s beauty. He is an alternative like John Connell in A 

Summer Bird-Cage. For Myer, with him [Wyndam Farrar] she has found a limited escape, a 

temporary freedom (1991: 34) from her domestic limited life. She finds a kind of consolation 

in him. Emma can speak to him, take trips or have meals with him. However, the range of 

what they share is limited, because the relation is artificial, not rooted. They don’t have 

anything in common. This shows the features of relationships of the people in Britain in the 
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60s again. It’s quite materialistic. The base of the relations is constructed on a kind of bargain. 

Accordingly, Emma and Wyndam Farrar’s affair ends with sexual encounter, because for 

Emma it is a way to pay her debts back to Wyndam Farrar. The usage of sexuality is a means 

not to be on loan.  

 

In The Garrick Year, what is told over the story is that the women side always has to sacrifice, 

so they are hurt more. They have to accept what has happened and go on their lives as if 

nothing has happened. For the sake of the children and for the sake of the oath of commitment 

they cannot be divorced. For Çakır, at the end of the Garrick year, Emma is still married, 

having apparently succeeded in forcing marriage into a mould which both she and her 

husband find sufficiently comfortable. (1990: 46). However the realization of this situation is 

totally established by Emma, which means the role of the man is almost absent. That is, 

Emma is the peacemaker in the novel on the other hand, David as the male character has no 

contributions to this settlement which is parallel with the ‘absent father’ role at home. Finally, 

Drabble warns women to be economically independent and self-esteemed. If not they have to 

tolerate what they don’t want.  

 

 

In her third novel, Drabble sets a different world. In The Millstone, Drabble represents an 

autonomous woman who suffers from not an identity crisis but an academic study and an 

illegitimate child. The male character is important so as to show the reader the weakness and 

the strengths of the female character. The novel focuses on the modern people’s problem that 

is lack of communication. Once more the male character is very ambiguous. He is so absent 

that he can be seen for only two times, at the beginning and at the end of the novel. However, 

this does not mean that he has no function at all. Even though he is very shadowy he makes 
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the reader feel his presence throughout the novel. He is always in Rosamund’s mind. In fact 

Rosamund needs an adult in her life. But her passion to be independent does not allow her to 

say that she needs him. The individualism illness captures both of them, because at the same 

time George is unable to tell his inclination towards Rosamund, too.  

 

While having an illegitimate child and being a single mother are represented as a millstone 

around the protagonist’s neck, she does not suffer from them. For the reader, what she suffers 

is being incapable of revealing her emotions, because it would mean to her to need someone 

to rely on would be a kind of weakness.   

 

As mentioned before the male character is vague, but the contributions of him are quite much. 

For Ellen Cronan Rose, 

 

The scene with George in her flat, which ends The Millstone, is a retreat on 

Rosamund’s part from communication, communion, and love. Whenever 

George makes an attempt to get through to her, she adds another layer of 

bricks to her enclosure. (1980: 19) 

 

We can observe the modern people’s sufferings especially in this last scene. Drabble also 

points out that there have always been a psychical and psychological bound between women 

and men, although they try to ignore it. She illustrates their need to each other. But the 

protagonist is so self-involved and so independence-seeking that she is unable to see the 

reality. And here, the male character is the one who shows the truths to her. He indicates the 

possible events which she might face in the future. He is the one who represents the flaws in 

the major female character. This is the function of the male character in The Millstone.  
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In the fourth novel of Margaret Drabble, Jerusalem the Golden, we have again a young 

woman who is in search of her identity. Coming from a provincial town of England she tries 

to get rid of her past to construct a future. The function of the male character appears here, she 

uses this man, Gabriel, to reach her prospective identity. Her lack of destination stems from 

her unloving family. Her soul is full of dilemmas. 

 

Gabriel Denham, the male character, comes from a rooted family whose mother is a novelist 

and father is a poet. Discovering his attractions Clara begins to chase him. He is a status 

symbol for Clara; he is everything she is longing for. “Clara finds more pleasure than in the 

situation [of having an affair] than in the man” (JG, 169). And like Louise in A Summer Bird-

Cage, she uses her sexuality to gain power over Gabriel. Her identity does not have a shape, 

she tries to give a form to it, so the Denham family with their intellectual, artistic and loving 

atmosphere is a great chance for her in her search of herself. Therefore it’s unavoidable that 

she imitates Gabriel’s sister Clelia.  

 

The role of Gabriel is, once again like George in The Millstone, to allow the reader to realize 

the weakness of the major female character. After meeting him, Clara’s character begins to 

change. However, we cannot talk about a whole reconciliation and achievement in Clara’s 

life.  

 

Finally, in The Waterfall Drabble reaches maturity among her early five novels. The heroine 

Jane Gray is the only female character who achieves a sensible independence and salvation 

after various experiences. The concept of marriage has a significant role in the flow of the 

events. The plot is in fact very similar to The Garrick Year. But it differs by the reconciliation 

of the female character. Jane ends her marriage with Malcolm because there is no space for 
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articulation in their relationship. The couple does not want to understand each other. They are 

like two strangers living in the same house. They can’t tolerate each other. So, finally 

Malcolm leaves the house and Jane begins to have an affair with her cousin’s husband James. 

Malcolm is like Tony and Bill in A Summer Bird-Cage, he prevents Jane’s productivity 

indirectly. Since, Jane is a poet who cannot write even a word after her marriage. Jane’s 

marriage had an adverse effect on her writing. For Shurbutt, [i]n her married state and 

increased isolation, the quality of her words (if not the quantity) diminishes. (qtd. from 

Saccucci 1993: 149). And with leaving of Malcolm she remembers to write again. And her 

lover, James, is the man whom she is inspired from. So, Malcolm becomes a rock in front of 

Jane’s progress, and James opens new ways for Jane. James also has another contribution 

which helps Jane recognize her sexuality and enjoy it. It is no more a trouble or a duty or 

something she escapes from. She becomes both sexually and mentally free by means of 

James.  

 

 

In conclusion, even though the male characters seem to be missing or ambiguous, they have 

very important roles in the novels both technically and literarily. They allow the reader to 

understand the inner conflicts and concealed demands of the female characters. The male 

characters appear in two different roles in general. The first group tries to force women to fit 

into patriarchal women’s moulds. In this process the unaware women begin to understand 

their limits and try to break their cocoons. Their conscious opens and they demand 

emancipation. The role of the men emerges with negative connotations but at the end, in a 

way, they help them reach a kind of awareness.  
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Second type of men generally can be seen on the stage, when the women are in search for 

emotional satisfaction. In this term women are generally desperate and the first man appearing 

become their hero. Although the women are created as independent figures, in every stage in 

their lives the need of the opposite sex cannot be denied. For instance, a separated woman 

again finds peace not in her autonomy but in an affair with another male character in general. 

This is a dilemma in the novels: independence-seeking women consoles with a man.  

 

Drabble’s early novels focus on women searching identity and independence. But these 

novels also focus on modern people’s dilemmas. Their main problem is the lack of 

communication which leads to frustration in affairs. 

 

Another important flaw in the characters is that they act with factual realization. That means 

the characters live life spontaneously. They react on the moment they think about something. 

But this thinking process is very short which is called factual realization. The characters do 

not ponder over or consider about anything. The moment they think they move which causes 

short-term consequences but long-term problems. Also, communicatively and emotionally the 

characters are incapable of creating a better life for themselves. Although most of the figures 

are intellectually capable, they cannot use that capacity creatively. The dialogues are shallow 

and most of them are about trivial things consequently because their backgrounds are not 

strong.  

 

Individualism; I-self rather than we-self or me-age is another problem-causing fact. With the 

appraisal of independence and autonomy, indifference to others has increased. Individualism 

have rejected the need for others, collaboration and unity; so people became tend to escape 

from harmony. They have begun to be isolated and alone. Consequently, they gave birth to 
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lack of articulation. And people become more alienated. This is the vicious circle of the 

modern people.   

 

Drabble is very successful to underline the features of the modern life and what it brought. 

Her early novels give us hints about her brilliant prospective writing career.  
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