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Abstract

This thesis investigates the treatment, form andtfan of Romanticism and the Romantic
imagination in Muriel Spark’The Prime of Miss Jean Brodj#961). Critical engagement
with the work of Spark has marginalised Romanticasran important influence dine
Prime of Miss Jean Brodj@nd this study seeks to develop new critical peesves which
emphasise the centrality of the hitherto overlooRedhantic imagination in Spark’s novel.
Recent recognition dChild Of Light(1951) — Spark’s study of Mary Shelley — as an
important piece oRomantic criticism provides the catalyst for enguinto Spark’s
treatment of the Romantic rean Brodie By undertaking a comparative readinglein
Brodie andFrankensteinwhile referencing Spark’s criticism @hild Of Light this study
will contend that although Spark’s novel can becethwithin the Scottish literary
trajectory identified by G. Gregory Smith as thal€lonian anti-syzygy’ (1919Jhe

Prime of Miss Jean Brodiewes an equal debt to Shelleffsankensteirspecifically, and
Romantic literature and art in general. Spark’attreent of the solipsism that evolves from
Romanticism’s emphasis on the self is consideredgside John Henry Newman'’s
assertion of the beneficial conflict between authi@nd private judgement, as outlined by
Benilde Montgomery (1997). The portrayal of theiwas Romantic artists who populate
The Prime of Miss Jean Brodiand their exemption from dominant moral codes, ar
considered within the context of Romanticism’s hest, secular and sacred modes of
transfiguration. Spark’s narrative techniques aratsised within the triangulation of
postmodernism, religion, and Romanticism, in otdeluminate the engagement with the

Romantic imagination imhe Prime of Miss Jean Brodie
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Introduction

Muriel Spark’s fiction can arguably be charactatias the attempt to resolve the problem
of having Catholicism as a belief and Romanticisna@ influence, while endeavouring to
portray this struggle through a contemporary waddv Spark’s most famous novélhe
Prime of Miss Jean Brodi@961), interrogates these themes and raisesugsign which
has troubled readers and critics since the pubicatf her first novelThe Comforters
(1957); what kind of novelist is Spark? FrancesdeilHart asks:

Shall we ‘place’ Muriel Spark in the ‘Gothic’ tradin deriving from the late

enlightenment, or in its romantic aftergrowth, Nati$Supernaturalism? [...] Shall

we associate her instead with the mock-Gothic? [g.she affiliated with the later
nineteenth-century development, the psychologglabst story’? [...] It may be
that — in the puzzling cliché of literary historgan her fiction has grown out of
such tradition$.
Indeed it has, cliché or not. The traditions thattHdentifies — Gothic, Natural
Supernaturalism, mock-Gothic and the psychologjbalst story — can all be seen as
products of a Romantic outlook, either as a Ronsaetction to the enlightenment, or as
development of the psychological, inward-lookinguna of the Romantic psyche.

Despite this, it has become critical orthodoxy imwSpark solely within the
contexts of Catholicism or postmodernism. Yet Sigarnkiting is full of the influence of
Romanticism. Because she uses it as a springbaarovfhich to launch her more modern
concerns, Romanticism is overlooked, simply a pofrdeparture, subsequently jettisoned
for the more fashionable ideologies of postmodemansl theoretical analysis. But this does
scant justice to her use of Romantic topoi andRbmantic imagination, and it fails to
address how and why she uses the Romantic, andabesmd.

Throughout her work Spark interrogates Romantiasdend the Romantic

imagination.In many ways, the disparity and resulting frictlmetween the Enlightenment

! Francis Russell Hart, ‘Ridiculous Demons’ Nturiel Spark: An Odd Capacity for Visipad. by Alan Bold
(London: Vision Press Limited, 1984), pp.23-43 (pp-24).



and the Romantic epochs that she identifigShiid Of Light(1951), her study of Mary
Shelley, allows us to understand her writing asatiempt to navigate the frictions of her
own disparate ideological concerns in much the saaener as Mary Shelley in
Frankensteir(1818), some hundred and forty years before. Tinsgy coexistence is
evident from Spark’s first novdlhe Comforterswith its metafictional structure and
consideration of layered authorship, and the rastitiebate on authorial authority. But
within the metafictional concerns of its novel-viitka-novel structure, it also interrogates
Romantic notions of the self, of the poet or autiea prophet figure, of the role of
reverie, illness, and madness in artistic creatma, of the Romantic artist and the extent
to which this is a self-constructed persona. Thenmf the poet as hero or protagonist is
central inThe Comfortersand the autobiographical material of Spark’s @vsion to
Catholicism and her mental breakdown are evidettierexperiences of Caroline Rose.

The Mandelbaum Gai@d965) is less overtly concerned with postmodeéitierary
techniques than preceding novels suchitees ComfortersMemento Mor{1959) andrhe
Prime of Miss Jean Brodi@961), yet Spark still uses the technique ofgpsis to reveal
the Gardnors as the double agents midway throughdkiel. As withiThe Prime of Miss
Jean BrodieThe Driver's Seaf1970), andNot to Disturb(1971), this shifts the emphasis
from what will happen to why it will happen, fromateon to internal psychological
motivation. This disruption of the linear narratis@n be read as a postmodern device,
recreating the fragmentary nature of experiencetl@dregular, fractured way in which
we receive information. However, for Spark, her imaiion has its roots in her belief of an
omniscient God who sees all without impinging uplos free agency of mankind. This
will be returned to in greater depth in a subsetjabapter.

Romantic themes are prevalent throughthut Mandelbaum Gat®redominant are
those outlined by Spark @hild Of Light where she talks of the clash of ‘fixed religious

beliefs with science’, and of ‘imaginative and ermnal substitutes for religion with



3
scientific rationalism® Boundaries, such as Barbara’s identity, are biLimethis novel; is
she Jewish or Catholic, or partly both? The bortdets/een territories are in constant
dispute. In contrast, the line between scienceraligion remains clear: ‘If you are looking
for physical exactitude in Jerusalem it is a goods, but it belongs to archaeology, not
faith’.®* The conflicts that define the Enlightenment andn@ntic eras are the same
conflicts that arise iThe Mandelbaum Gatéaith versus reason, emotion versus science,
imagination versus empiricism, or put more simpiat we believe versus what we see.

Spark portrays these thematic tensions on thepelsintimate level. Barbara’'s
lover Harry Clegg is a renowned archaeologist,aeag for ‘physical exactitudéwhile
Barbara searches for her faith. Yet Harry’s scfiengjuest has consequences for Barbara’s
faith as he is searching for the Dead Sea Scwauild they find an uneasy resolution,
enabled to marry by the end of the novel. This aeclogical uncovering of the physical
exactitude of material reality is also played authie novel's depiction of the spying and
counter-espionage that takes place throughoutrasted with Barbara’s search for
religious truth, for a truth that lies beyond s¢ignproof. As Fr. Ballantyne states,
‘There’s no need for faith if everything is plamthe eye®

This also signals a predominant mode of thouglspark’s work. While these
disparate ideologies are often in conflict, theyestedly coexist uneasily side by side,
effecting a negation or impasse that problematsgsover-simplistic reading of the
moral, theological or ideological dilemmas at tleeecof the text. Speaking of Victor
Frankenstein, Spark says that he is reminiscettha$e eighteenth-century geniuses [...]
whose too-perfect balance of imaginative and ratifeculties did in fact so often

disintegrate and ultimately destroy ther@hfld Of Light p.138), and all of Spark’s fiction

2 Muriel Spark Child Of Light: A Reassessment of Mary Wollston@helley(Hadleigh: Tower Bridge
Publications Limited, 1951), p. 138, pp.138-139%&quent references will be incorporated within the
text, and abbreviated t€hild Of Light.

% Muriel Spark The Mandelbaum Gai@iarmondsworth: Penguin Books Ltd, 1985), p.19&tRublished
by Macmillan in 1965.

* Spark,The Mandelbaum Gat@.198.

® Spark,The Mandelbaum Gate.199.



4
is concerned with the consequences of these imixedaof emotion and intellect, faith and
science, aesthetics and empiricism.

The Mandelbaum Gais also concerned with the romantic concept ofpibiet as
heroine, with Spark’s own hyphenated heritage adrip to the Holy Land reflected in
the experiences of Barbara Vaughan. Along with @adRose inThe ComfortersFleur
Talbot inLoitering With Inten{1981), and much dfhe Girls of Slender Mear{$963)
andThe Prime of Miss Jean Brodithis autobiographical inward-looking tendency
involves ‘typically, solitary figures engaged ifomg — and sometimes infinitely elusive —
guest’® Caroline’s writing and her attempts to understdmedvoices she hears, Fleur's
efforts to manoeuvre through blackmail and coubtackmail, ironically while compiling
so-called biographies of the famous, and Barbauidgsimage can all be viewed in these
terms. These autobiographical tendencies havedhgin in romanticism, and the notion
of the poet-heroine also raises the central comufegbie romantic artist.

Just as the French and American Revolutions provide Romantic era with a
political and poetic reaction to the authority aighuistan, Neoclassical and Enlightenment
modes of thought, so too doélse Mandelbaum Gaiaterrogate the concepts of political,
moral, religious and cultural authority. The pai#i fight for authority over the contested
territories and the associated struggle for redamnof religious authority revolving
around the heart of Jerusalem are played agaimbBas struggle to understand her own
contentious identity. Who has the right to act withto use, authority becomes
increasingly problematic in such a highly volatiled contested political, religious and
cultural arena. The Ecclesiastical Courts are clemsig the validity of Harry Clegg’s
marriage, and this is contrasted on a wider scafetive ongoing Eichmann trial. God is
always present in any discussion on authority iarsp work, and the setting provides

numerous subplots which are all to be considerdidim of Spark’s belief in the ultimate

® M. H. AbramsA Glossary of Literary Terms: Fifth Editiq@rlando FL: Holt, Rinehart and Winston, Inc.,
1985), p.116.



authority of God. Barbara states this explicitlyyisg that ‘Either the whole of life is
unified under God or everything falls apdrThis investigation of ultimate authority is
present throughout Spark’s fiction.

With the publication offhe Driver's SeaandNot to Disturh Spark’s novels take
on a distinctly contemporary feel, embracing elets@hthe nouveau roman movement by
dispensing with insight into the characters’ thaugtocesses. Indeed, these novels are
pivotal points in Spark’s career in that they dissrine interiority of her previous work in
favour of a typically postmodernist focus on adl amlogue. Her favoured technical
reliance on flashback and flash-forward is presamd, here the focus is on individual
motivation, but also on the inevitability of anyuree of action. Speaking @he Driver’s
SeatandNot To Disturh Valerie Shaw notes that ‘Lise’s death is prearddi— indeed
self-ordained — and so is the murder which will m#hke servants their fortunésthe
thread that links these novels to the romantic #eem Spark’s other work is authority and
submission of the self, and authority and submisticexternal hegemonic structures such
as education, police and state, and — as everSpidink — religion.

It is in The Prime of Miss Jean Brodieat all of these themes and concerns
coalesce to the greatest degree. It provides ttst imotful basis for discussion due in
large part to what David Lodge calls ‘the uncon&dlromantic sensibility’of its central
character, and the way in which she subsequerahek with those around her.
Throughout the novel, Romanticism comes into vibtamtact with opposing ideologies.
This is played out in the conflicts between sciesed art, reason and emotion, the sacred
and the profane, and the individual against a \agéhegemonic power structures.

Miss Brodie’s Romantic sensibility manifests itselfa number of ways, and in

particular, the Romantic artist is a central figur@he Prime of Miss Jean Brodie

 Spark,The Mandelbaum Gat@.283.

8 Valerie Shaw, ‘Muriel Spark’, ifThe History of Scottish Literature, Volume 4: Tvietht Century ed. by
Cairns Craig (Aberdeen: Aberdeen University Pr&88y7), pp.277-290 (p.286).

° David LodgeThe Novelist at the Crossroads and Other Essay&icion and Criticism(London and New
York: Ark Paperbacks, 1971) p.132.
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Inspired by the works of Rossetti, Botticelli anabtB, and the writing of Tennyson, Hogg
and Burns, Miss Brodie is fascinated by the adigtbcess and fashions herself as muse to
the art teacher Teddy Lloyd. She allows all adifures a leniency of behaviour on
account of their creative abilities. Teddy Lloydimashing of a plate is dismissed because
‘He has the artistic temperament, of course’, wthikegreat Pavlova screaming at her
chorus ‘is permissible in a great arti$tThe novel depicts the ways in which Miss Brodie
Romanticises her own life experiences, showingshestituting artistic passions for
religion and raising her everyday surroundingshtogublime via a process of imaginative
aesthetic elevation.

This aestheticising of her everyday existence it gfahe novel’s central theme,
‘The Transfiguration of the Commonplacde@n Brodiep.35). The title of Sister
Helena’s ‘odd psychological treatise on the natdmmoral perception’Jean Brodiep.35)
alerts the reader to the conflict at the core efrtvel. On one hand, the transfigurational
effects of art on Miss Brodie are clear, as it éesber to elevate her day-to-day
experiences to the level where she sees hersdlthase she elects, as artistic figures,
(re)enacting great artistic works through their e@xperiences. This is Miss Brodie’s
attempt to elevate the banality of her existenca pyocess of aesthetic self-elevation. Yet
the title of Sister Helena'’s treatise implies agieus or spiritual and sacramental element
to everyday existence that Miss Brodie rejects)evinnoral perception’Jean Brodie
p.35) is concerned with the individual’s abilitydaderstand the nature of a moral
dilemma before deciding which course of actiopuosue, a perception that seems beyond
Miss Brodie.

These contradictory elements return us to the ab8park’s attempts to resolve
the problem of the Romantic, the spiritual, andrtfaglern coexisting. At the heart of this

conundrum is the way in which the echo of Calvinisnkdinburgh seeps into Miss

10 Muriel Spark The Prime of Miss Jean Brod{elarmondsworth: Penguin Books Ltd, 1971), p.806pg53.
First published by MacMillan, 1961. All subsequesferences will be enclosed within the text, and
abbreviated toJean Brodié



Brodie’s particular strain of self-realisation asubsequent self-absolution. Rejecting
Catholicism as a religion for people who cannatkhior themselves, she also rejects any
notion of anyone else’s spiritual authority despiée evening classes in comparative
religion, and instead elects herself to gracengeleerself as ‘the God of Calvinigan
Brodie p.120). What is unclear is whether Spark sees Brsdie’s inability to accept a
higher reality as a lack of vision, or as a migiptetation of the Romantic imagination,
and this will be central to my subsequent discussio

In perhaps the most direct investigation of MuBphrk’s use of Romanticism,
Paddy Lyons invokes the words of D.H. Lawrence:v&lgrust the artist. Trust the talé’.
The premise of Lyons’ article, ‘Muriel Spark’s Bieaith Romanticism’, is that the notion
of the sublime artist whose work was ‘elevated tlgfo Romantic gesturing towards the
sacred® is anachronistic in the twentieth century. Rejegtihe idea that the modern
author resembles the sublime artist of the Romaméc Lyons states that ‘[tjhroughout her
novelistic career Muriel Spark [...] was lucidlypased to the elevation of authorship as
the lynchpin of writing™® Lyons says that ‘Propelling this argument is oms to the
Romantic embrace of authorshifyand he cites a number of authors, including Bqrges
Nabokov, Samuel Beckett and Flann O’Brien, whoespond to Spark’s position, writers
who reject this notion of artistic sublimity.

Randall Stevenson notes the similarity betweenaawgthd protagonist in their roles
as storytellers and character manipulators. He tbeysMiss Brodie’s

penchant for forcing reality into accord with hésign — for fictions, art, and

“making patterns with facts” generally [...] — alsontributes to a role as an author-

analogue, raising questions about the nature dmckatf writing familiar to the
nouveau romarnd postmodernist literature generatly.

1 D. H. LawrenceStudies in Classic American Literatufidarmondsworth: Penguin Books Ltd, 1977), p.8.
First published in 1923.

12 paddy Lyons, ‘Muriel Spark’s Break with Romantinisin The Edinburgh Companion to Muriel Spark
ed. by Michael Gardiner and Willy Maley (Edinburdidinburgh University Press, 2010), pp.85-97
(p-86).

13 Lyons (2010), p.85.

4 |yons (2010), p.86.

15 Randall Stevenson, ‘A Postmodern Scotland?Beégyond Scotland: New Contexts for Twentieth-Century
Scottish Literaturd Amsterdam: Rodopi, 2004), pp.209-228 (p.212).



Spark has acknowledged the influence ofrtheveau romanand the manner in which
Miss Brodie attempts to control or manoeuvre hds gindoubtedly resembles that of an
author. Indeed, Vladimir Nabokov - one of Lyonsaexles — delineates an authorial
position that somewhat resembles the messianietanes of Miss Brodie:
The design of my novel is fixed in my imaginatiardeevery character follows the
course | imagine for him. | am the perfect dictatothat private world insofar as |
alone am responsible for its stability and trijth.
While Nabokov is not expressing a position thabads with that of the sublime artist
‘gesturing toward the sacret’he is outlining an authorial stance which is sintb the
narrative structure offhe Prime of Miss Jean Brodind which parallels the themes of
power and authority which run throughout the noWdrgery Palmer McCulloch reads
Spark’s novel in just such a way, where the autatains control over her characters in the
dictatorial manner that Nabokov outlines. McCullstates:
The fact that some of Miss Brodie’s girls do naiale the heights of achievement
she has intended for them is the consequence fictioé character development
but of Spark the author asserting her supremacylmecharacters, making her
role as creator/manipulator manifest and overtgrtive erroneous assumptions of
her principal character Jean Brodfie.
However, rather than seeing her in terms of posemadm — as Randall Stevenson, above,
does — McCulloch claims that ‘what we see hereariSas modernist novelist,
foregrounding the narrative process and the fiatiaire of her work® This subsequently

refines the question posed at the outset — whatdimovelist is Spark? — and more

specifically, is Spark to be regarded as a modeonia postmodernist? Given that

18 Alfred Appell Jr., ‘An Interview with Vladimir Nabkov’, Wisconsin Studies in Contemporary Literature
7,2 (1967): 127-152, (p.133).

" Lyons (2010) p.86.

18 Margery Palmer McCulloch, ‘Nasty Surprises andimdkof Truth’, inOdd Alliances: Scottish Studies in
European Context®ed. by Neil McMillan and Kirsten Stirling (GlasgoCruithne Press, 1999), pp.90-99
(p-92).

19 McCulloch (1999), p.93.
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Stevenson and McCulloch arrive at alternative didins, it is not surprising that this is a
contested area in Spark criticism. Matthew Wickmesvides some much-needed clarity,
noting that ‘[o]ur difficulty arises not only fromsking whether Spark’s work corresponds
with features of postmodern fiction, but also francertainties about what postmodernism
is’, before observing that ‘the polarities of magem and postmodernism often inhabit the
same text®® As readers we are therefore alerted to the ca@uesttical territory and the
dangers in being too rigid in applying criticalrtenology to Spark who, for Wickman,
defies such attempts. He notes that ‘Spark’s vgitiness about its conformity to elegant
paradigms than the havoc it wreaks on th&raghoing the words of Joseph Hynes who
states that ‘Spark is decidedly a “both/and” writather than an “either/or” writef.
Negotiating the territory between Lyons’ view ofaB as a ‘post’ or ‘beyond-Romantic’
writer, Stevenson’s ‘postmodernist’ and McCulloctmdernist’, will — alongside Spark’s
use of Romanticism and the positioning of her igliand an awareness of the critical
acuteness of Wickman and Hynes — be a focus ofisksan below.

Returning toThe Prime of Miss Jean Brodliklargery Palmer McCulloch identifies
the same author-analogue as Randall Stevensoseesithis as Spark’s investigation of
Calvinist predestination as embodied in the autkod analogue. For McCulloch, this is
seen through the filter of Spark’s Scottish idemntit

In her narrative form, then, Spark employs her &ioheritage in a detached,

witty, ironic, and ambivalent way, while philosophily she again subverts

Calvinist determinism in her authorial rewritingsafenarios — something not

possible in the actual context of the elect anddimaned. There are in fact two

Calvinist God-authors iffthe Prime of Miss Jean Brodi8park herself,

manipulating fictional form, making patterns witicts, showing us how she

creates and controls her characters, leading thehetend she has predestined;

and her creation, Miss Jean Brodie, who attempgsedetermine the lives her
chosen girls will lead®

20 Matthew Wickman, ‘Spark, Modernism and Postmodamiin The Edinburgh Companion to Muriel
Spark ed. by Michael Gardiner and Willy Maley (Edinbbrdedinburgh University Press, 2010), pp.63-
73 (p-63).

21 wickman (2010), p.66.

22 Joseph Hynes, edCritical Essays on Muriel SpartNew York: G. K. Hall & Co., 1992), p.2.

2 McCulloch (1999), p.92.
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It is worth noting the distinction in this passdgdween Spark, who McCulloch renders in
terms of creation, control and predestiny, and NBisslie, who ‘attempts’ the same, but is
herself the product of Spark’s imaginatfdn.

McCulloch’s identification of two Calvinist God-audrs brings us to the question
of Spark’s Scottish heritage and how this inforrasovel.The Prime of Miss Jean
Brodieis Spark’s only novel set entirely in Scotlandd @nitical debate on this particular
work often focuses on the influence of Scotlandnprily in terms of literature and
religion, and Edinburgh. Burns, Hogg and Robertik@tevenson are the Scottish literary
antecedents referenced throughout, and the regumnatif of duality or the double can be
traced directly through Scottish literary and pesicultural precedents. The most famous
of these is G. Gregory Smith’s ‘Caledonian antiygy?, where the ‘sudden jostling of
contraries’ such as ‘real life and romance, eveyydat and the supernatural, things holy
and things profane’ are found to coexist througl®udttish literature in the form of ‘the
‘polar twins’ of the Scottish Musé®. Alan Bold see§he Prime of Miss Jean Brodie
containing just such dualities, with Sandy and MBssdie being inextricably bound
together, while both characters invoke contradjcteactions in the reader, tending to
attract and repulse simultaneously. Bold identififesnovel’s ambiguous scheme, saying:

Like many other Scots, Miss Brodie is full of catictions. She idolises the

fascists yet is against the team spirit; she spebkwe and freedom yet sleeps

with the dreary Mr Lowther and denies herself te-ammed Teddy Lloyd because
he is married; she loves Rome and the Italianslyetis against the Church of

Rome?®
These contradictions are identified by Bold anceadhas being part of a literary trajectory

which can be traced back through Scottish writachsis Hogg, whosehe Private

24 see also Cairns Craiglhe Modern Scottish Novel: Narrative and the Natidmagination(Edinburgh:
Edinburgh University Press, 1999), for a thorougfestigation of the Scottish literary tradition dted
troubled relationship with Calvinism, the the Rorti@imagination. This will be addressed in my
subsequent Doctoral studies, and my thanks go té&&won Kelly for alerting me to this.

%5 G. Gregory SmithScottish Literature: Character and Influenfieondon: Macmillan and Co., 1919), p.4,
p.20.

6 Alan BoldModern Scottish LiteraturéHarlow: Longman, 1983), p.222.
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Memoirs and Confessions of a Justified Si824) interrogates notions of the double
and of duality, and Stevenson, whdsd&yll and Hydéooms large throughout. Miss Brodie
revels in the duality of her ancestor, Deacon Bredil am a descendant, do not forget, of
Willie Brodie’ (Jean Brodiep.88) — while Alan Bold highlights this connectjatating
that Edinburgh is ‘where Jean Brodie’s ancestorcbe@rodie (the original of
Stevenson'’s dualistic Dr Jekyll) roamed as a burglgeday and a burglar by night'.
Indeed, when Bold says dékyll and Hydehat ‘Stevenson added some perennially
relevant Scottish topics: the divided personatttg, concept of childhood as an idyll, the
constant conflict [...] between authority and inmegion’ ? it would be easy to replace
Stevenson’s name with that of Spark’s, such ar¢hbmatic similarities. Bold’s comments
emphasize that these themes were already persist8aobttish literature, long before
Spark’s novel, consequently placing her within fireel Scottish tradition.

Bold takes this Scottish literary antecedent dap &rther, narrowing the focus to
Edinburgh and its own particular version of a dstadiScottish psyche as embodied within
the structure of the city itself. He says that

[tlhe novel creates its own claustrophobically elegorld in which the characters

move with moralistic deliberation. It is a real Wbwhose hoped-for ethical purity

is destroyed by internal division and external afwré creaks with the
contradictions native to Edinburgh
These contradictions are evident in Spark’s owndsavhen she describes how Edinburgh
is central to her world-view, and to her stanca asiter, embodied in the word
‘nevertheless’
It is my own instinct to associate the word, asabee of a thought-pattern, with
Edinburgh particularly [...] The Castle Rock is sihing, rising up as it does from

pre-history between the formal grace of the New f@nd the noble network of
the Old. To have a great primitive black crag gsip as it does in the middle of

27 Alan Bold, Muriel Spark(London: Methuen, 1986), p.64.
28 Bold (1983), p.103.
2 Bold (1983), p.223.
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populated streets of commerce, stately squaresvamting closes, is like the
statement of an unmitigated fact preceded by “ribetrss™’

So Spark’s Edinburgh is seen as part of the streaifithe novel, its paradigmatic
conjunctions of the old and new, poverty and wealta primitive and the enlightened,
jostling for supremacy and coexisting despite, ppshbecause of, each other.

There is, however, another precedent beyond thioke Scottish literary tradition,
Edinburgh, or the ‘Caledonian anti-syzygyMary Shelley’sFrankenstein, Or The
Modern Prometheumoms large throughodthe Prime of Miss Jean Brodi€he
relationship between Miss Brodie and Sandy closetgmbles that between Victor
Frankenstein and his creation the Monster, andhgnmatic content of Spark’s novstars
an overwhelming resemblance to thaFodnkensteinMary’s investigation of the
Romantic imagination and the danger when imaginaind reason become fractured are
identified explicitly by Spark irChild Of Lightand are central to understandifige Prime
of Miss Jean Brodieand indeed all of Spark’s fiction.

Alongside Stevensondekyll and Hydend Mary Shelley'$rankensteinJames
Hogg’s The Private Memoirs and Confessions of a Justiietherstands as a key text in
the attempt to understafdhe Prime of Miss Jean Brodigogg’'s novel makes great
capital from the fragmentary elements inherentiwi®mith’s ‘Caledonian anti-syzyg¥’
as manifest in Stevenson’s novel, and it occupiesame territory of reason versus
emotion and science versus faith that Shelley’shmterrogates. Indeed, Hogg's novel is
set partly in the schizophrenic world of Spark’evaertheless’ Edinburgh, and it stands
alongsidg-rankensteiras one of the great works of the romantic period.

Margery Palmer McCulloch also acknowledges the ingmeze of Edinburgh as the
setting and its influence upon the novel. Howesbg sees the most important aspects of

the novel within the context of Spark’s ‘respons€alvinism and the way in which this

30 Muriel Spark, ‘Edinburgh-born’, i€ritical Essays on Muriel Sparied. by Joseph Hynes (New York: G.
K. Hall, 1992), pp.21-23 (p.22). Reprinted frovew Statesma®4 (10 august 1962): 180.

31 Smith (1919), p.4.

32 Smith (1919), p.4.
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has shaped both narrative method and philosopthieaie® in The Prime of Miss Jean
Brodie Crucial to this is the way in which Spark herseffrom Edinburgh, yet in exile
from it. Spark’s ‘status as an outsider [...] alnérefore outwith the prevailing Scottish
Presbyterian etho¥’enables her to utilise and critique these padicsirains of the
Scaottish religious and cultural identity deeply exdbed in the Edinburgh setting.
McCulloch continues, saying that ‘Calvinism becorpe# of the narrative process of the
novel, the sharp, witty, and ambivalent tool of fietion, as opposed to the source of an
overt and intense moral battfé’She sees this as central to the novel’'s struetudeuse of
flashback and flash-forward which, arguably, resemkhe Calvinist belief in
predestination, illustrated by Spark when she nevis@ fate of the characters long before
the novel's end. Spark’s disjunction of linear a#ikre and chronology readjusts the
reader’s focus in order that, in the words of Ge¢i@arruthers, ‘the moral dynamic of the
action rather than simply the action itself is plddn the foreground® In doing so, Spark
problematises and undermines any attempt on thiersabehalf of finding any clear
moral stance, or any obvious distinction as to vehraght or wrong.

The schizophrenic nature of the Scottish or Edigbyrsyche again appears to be
invoked, but there are clear theological and pbipbscal concerns at play. These are
invoked when Alan Massie identifies what he seabasuthor’'s moral dilemma, stating
that ‘[h]er problem is how to write about religionan age that has lost its faiiMiss
Brodie does not initially seem at odds with sugdoaition. We are told that ‘[s]he always
went to church on Sunday mornings, she had a fatdferent denominations and sects

[...] hardly ever missing a Sunday morningéén Brodiep.85). However, we are soon

33 McCulloch (1999) p.92

3 McCulloch (1999) p.92.

% McCulloch (1999) p.92.

36 Gerard Carruthers, ‘The Remarkable Fictions ofiMuBpark’, inA History of Scottish Women’s Writing
ed. by Douglas Gifford and Dorothy McMillan (Edingh: Edinburgh University Press, 1997), pp.514-
525 (p.519).

37 Alan MassieMuriel Spark(Edinburgh: The Ramsay Head Press, 1979), p.45.
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informed of her own particular brand of moral refisim, where ‘[s]he let everyone know
she was in no doubt, that God was on her side whater course’Jean Brodie p.85).

This returns us to the Calvinist or antinomian dislithat lie at the novel's core. For
Massie, this signifies a reaction on Spark’s pgédimst what can be traced back to
Romanticism’s elevation of the self as manifeghmnotion of the poet as prophet, or the
sublime artist. At the conjunction of aestheticd &alvinism lies the notion that those
who are chosen — and here we can read the ronsatiitand the Calvinist elect as being
conflated — are ‘above the moral laws [...] sommaglget apart’'Jean Brodiep.38). Miss
Brodie’s self-election is therefore an act of whkssie identifies as one of Spark’s central
concerns, solipsism. He states:

The heresy with which Muriel Spark peculiarly comseherself is solipsism. The

solipsist places himself as the centre of the use/dts only meaning emanates

from his perception and his consciousness. Notimdged but that consciousness
has an assured reality.
Miss Brodie is indeed guilty of just such an ‘agslireality’, convinced of her own moral
and aesthetic supremacy, best embodied in hessilpinability to differentiate between
the subjective and the objective:

‘Who is the greatest Italian painter?’

‘Leonardo da Vinci, Miss Brodie.’

‘That is incorrect. The answer is Giotto, he is fawyourite.’

(Jean Brodiep.11)
This clash of the subjective and the objectiveoimmon to the patterning of Spark’s novel.
Francis Russell Hart reads the central dilemmatztée between self-assertion and self-
surrender, emanating from romanticism’s appropratf Calvinism’s focus on the self:

The characters of a Spark novel are a gallery baessive plenitude, representative

of a cultural situation. Their behaviours defy themllectivity by various forms of
absurd self-assertion, romantic, anarchic, antiaomrhe theologian must see

3 Alan Massie, ‘Calvinism and Catholicism in Mur@park’, inMuriel Spark: An Odd Capacity for Visipn
ed. by Alan Bold (London: Vision Press Ltd, 198%),94-110 (p.100).
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these self-assertions as diabolical forgeriesusf individuality, which is found
only through the self-surrender of the orthodoxi§tlan. Yet the artist cannot help
but show a creative sympathy for — a humorous tgatéor — her illusorily free

“characters.” She sees the cult of character-wprakian anarchy generated by the
romantic egoism that grew from Calvinistn.

For Hart, Miss Brodie’s catalogue of romantic antirromian self-assertions are bizarre,
from her self-election to grace to seeing hersethe muse and courtly lover figure
Beatrice to Teddy Lloyd’s Rossetti. Marshall Walkehoes this, noting that ‘[ijn the eyes
of God and Muriel Spark, as in James Hogg's, trekedness of egotism, however
damaging it may be, is basically absufd¥.et the problem for the reader may lie in the
attempt to understand Sandy’s behaviour. The qugnslavhether her actions, from her
betrayal of Miss Brodie to her conversion and sgbset treatise, are to be viewed as
similarly absurd forms of self-assertion, as salfsnder to Christian orthodoxy, or as
something else entirely.

Despite Calvinism being identified as a diabolfoaery, its similarities with
Catholicism — the orthodoxy of self-surrender fpafk and, if only she had the vision to
recognise that ‘she was by temperament suitedtorttye Roman Catholic Churchlgan
Brodie p.85), Miss Brodie — are highlighted by John Hedewman. Valerie Shaw says
that ‘Cardinal Newman’s observation that Calvinisifsharp separation between the elect
and the world” contains much that is “cognate amfel to the Catholic doctrine™ The
result for the reader is the difficulty in ideniifig ‘which (if any) of the fictional characters
is in a state of grace, even in the non-theologieake of simply earning the novelist’s and

reader’s approval and goodwitf Gerard Carruthers echoes this position, stating Thee

% Francis Russell HarT,he Scottish Novel: A Critical Survélyondon: John Murray, 1978), p.303.

“0 Marshall WalkerScottish Literature Since 17@Zondon: Longman, 1996), p.324.

1 Shaw (1987), p.281. Shaw quotes from John Henryrhln,Apologia Pro Vita SuéGlasgow: William
Collins Sons & Co Ltd, 1977), p.99, p.99. First lisied in 1864.

2 Shaw (1987), p.281.
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final moral implications of the novel are not cleas in all her novels, Spark refuses to
offer readers secure conclusioffs’.

We are therefore returned to the difficulty in pmmSpark down. This, however,
can also be understood with reference to Sparksltigical concerns. Flannery O’Connor
talks of the danger of the need for definite ansvesra misunderstanding of the Catholic
novelist’s theological motivation. She says:

We Catholics are very much given to the Instantwers Fiction doesn’t have any.

It leaves us, like Job, with a renewed sense otenysSt. Gregory wrote that

every time the sacred text describes a fact, géaksva mystery. This is what the

fiction writer, on his lesser level, hopes to*tlo.
It is Spark’s very mysteriousness that can theecker seen as central to her methodology
as a writer whose concerns are religious and tiggzalb O’Connor’s quote reverberates
with a sense of the unknown, of the beyond, eclhyeBipark when she says

I don’t claim that my novels are truth — | claimathhey are fiction, out of which a

kind of truth emerges [...] | am interested in rutabsolute truth — and | don’t

pretend that what I'm writing is more than an inmedive extension of the truth
This imaginative extension of the truth is the adireg of a mystery that O’Connor
identifies. A mystery can be revealed, just asiintcan be, but not the absolute mystery
or the absolute truth. These answers are avaitaiyeto God, and the novelist writing
from a Catholic perspective will always be awanethe words of Alan Massie, that ‘There
can be no definitive answer; human truth and religitruth march out of stefy'.
Nonetheless, both O’Connor’s ‘renewed sense of eny’ét and Spark’s ‘imaginative

extension of the trutff align with Romanticism’s emphasis on the imagorags the

“3 Carruthers (1997), p.518.

4 Flannery O’ConnorMystery and MannerfNew York: Farrar, Straus & Giroux, 1970), p.184.

5 Spark interviewed in Frank Kermode, ‘Muriel Sparkiouse of Fiction’, irCritical Essays on Muriel
Spark ed. by Joseph Hynes (New York: G. K. Hall, 1999),29-32, (p.30). Excerpted and reprinted
from ‘The House of Fiction: Interviews with Sevendlish Novelists’ Partisan Reviev80, 1 (1963), 61-
82.

6 Massie (1979). pp.51-52.

7 O0’Connor (1970), p.184.

“8 Spark in Kermode (1992), p.30.
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conduit to seeing beyond the surface of the everyalad into mysteries and kinds of truth
that await illumination. The place and functionRdmanticism inThe Prime oMiss Jean
Brodie alongside the influence of Spark’s Catholic slend the impact of the Calvinist
atmosphere of Edinburgh, will — in conjunction witer employment of literary devices

such as prolepsis — be the focus of the subsegteapters.
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Chapter 1: The Romantic Imagination: Jean Brodie,
Transfiguration, and the Figure of the Romantic Artist

In A Glossary of Literary Term#$1.H. Abrams outlines a number of areas that
broadly define Romanticism, and he describes timetgms of their relation to the
preceding neoclassical period. He begins by emgimgsRomanticism’s rejection of
neoclassic conventions; ‘The prevailing attitudeof&red innovation instead of
traditionalism in the materials, forms and stylditefrature’* For Abrams, this rejection is
manifest in Wordsworth’s denunciation of ‘the poetiction of the preceding century’.
Wordsworth clearly outlines this in the ‘Prefacd_toical Ballads (1800/1802)’, where he
states:

The principal object, then, which | proposed to atlys these Poems was to chose

incidents and situations from common life, anddiate or describe them,

throughout, as far as was possible, in a seledifida@nguage really used by men;

and, at the same time, to throw over them a cect@liouring of imagination,

whereby ordinary things should be presented tartimel in an unusual waly.
The move away from the grand narratives and ragidténe neoclassical tradition is
clearly outlined in the subject matter being drdvem ‘common life, and [...] in language
really used by merf’ Wordsworth also outlines the importance of thegfarmative power
of the imagination, with the result that the postsroundings are imbued with a
previously unseen symbolic depth and significaddegams notes that this leads to the
emergence of the poet as prophet or visionary:

The assumption by Blake, Wordsworth, and Shellehefpersona of the poet-

prophet who writes a visionary mode of poetry; #reluse of poetic symbolism

(especially by Blake and Shelley) deriving from erld-view in which objects are
charged with a significance beyond their physicaligies?

! Abrams (1985), p.115.

2 Abrams (1985), p.115.

® william Wordsworth and Samuel Taylor Coleridggrical Ballads and Other Poen{8Vare: Wordsworth
Editions Limited, 2003), pp.6-7. First publishe®87

* Wordsworth and Coleridge (2003), p.7.

® Abrams (1985), p.115.
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This use of symbolism and the focus on what ligghd the viewed object can be
understood as ‘[a] yearning aspiration towards sbmg beyond the ordinary world, not
necessarily religious, [and] is a typical aspectRdmanticism™® The Romantic
manifesto presents a radical departure from thé@etquette of the preceding period,
and this break from neoclassical decorum was aiected in a move away from the
rational and the scientific towards notions of sapernatural and the beyond, which
Lascelles Abercrombie identifies as ‘a tendencyyafsam actuality” by the likes of Keats
and Coleridge. This notion of what lies beyondestcal toThe Prime of Miss Jean
Brodie, and Spark explores the way in which the evenataythe mundane become
‘charged with significanc@through the recurring motif of transfiguration,both its
secular and sacred contexts.

Abrams then discusses the fundamental shift froetrgas ‘primarily a mirror of
men in action’ to the ‘spontaneous overflow of pdwkfeelings’, where ‘the process of
composition, since it is “spontaneous,” is the agitgoof the artful manipulation of means
to foreseen ends stressed by the neoclassic tliidgams notes that this move represents
for Coleridge a progression from the external ®ittiernal, from poetic rules ‘which are
imposed by the poet from without’, to the ‘inherenganic “laws” of the poet’s
imagination’’® This emphasis on the spontaneous and on feeligigals a central concern
of many romantic writers, where

Logical thought and understanding, often connewti¢tdl a scientific, investigative

manner of understanding the world, are abandon&/our of instinctive and

immediate feeling, or intuition, or the mind’s caftg to discover through
association, rather than forced thought.

® Martin Gray,A Dictionary of Literary TermgHarlow: Longman, 1992), p.252.
’ Lascelles Abercrombi&omanticism{London: High Hill Books, 1963), p41.

& Abrams (1985), p.115.

° Abrams (1985), pp.115-116.

19 Abrams (1995), p.116.

" Gray (1992), pp.251-252.
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This is manifested throughotihe Prime of Miss Jean Brodie Miss Brodie’s rejection of
all subjects that can be classified as rationalh @15 mathematics and science, in favour of
those related to the emotional and creative reABrMiss Brodie says, ‘Art and religion
first, then philosophy; lastly science. That is tinder of the great subjects of life, that's
the order of their importance’Jéan Brodiep.25).

As Martin Gray notes, nature becomes a focus ton&ntic writers, ‘not for its
own sake necessarily, but as a way to understaniéngelf'** This emphasis on the
internal, emotional and imaginative response ofoibet has a number of significant
consequences. It heralds a new emphasis on thevbelfe ‘writers turn in on themselves
and try to explain and evaluate their living redaghip with the world about theri'For
Abercrombie, this is evident in ‘the spirit of thend withdrawing more and more from
commerce with the outer world, and endeavouringtdeast desiring, to rely more and
more on the things it finds within itself’ As a result, the Romantics often depict a
scenario where ‘life in this world is likely to Ineost satisfactory when the mind withdraws
from outer things and turns in on itself. Thishe habit of mind which has acquired the
name of romanticism?® This subsequently leads to a new autobiograpkleahent to
poetry, with Wordsworth’'3he Preludeseen as ‘the foremost text of this aspect of
“Romanticism”, which points directly to the modepsychological age® This emphasis
on the self also relates back to the notion ofpibet-prophet, which in combination with
the psychological nature of self-analysis creatasva narrative persona of

Solitary figures [...] often [...] social nonconfornmssbr outcasts. Many important

romantic works had as protagonist the isolatedly@desther for good or ill:

Prometheus, Cain, the Wandering Jew, the Satanieiléin, or the great
outlaw?’

2 Gray (1992), p.252.

13 Gray (1992), p.252.

4 Abercrombie (1963), p.41.
15 Abercrombie (1963), p.42.
% Gray (1992), p.252.

7 Abrams (1985), p.116.
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In attempting to understand the inner self or pgy&omantic poetry often exhibits a
rebelliousness borne out of a rejection of curcergrevious modes of political,
philosophical, religious, or poetic thought. Thenifestation of the new poetic self
inevitably leads to tension and the refusal to aekadge or adhere to authority and to
accepted poetic forms and conventions. This naifdhe individual as a marginalised
figure in opposition to society or at odds with theminant ideologies of the time — now a
common theme of much fiction — finds its roots here

Abrams sees this in the Romantic Movement findirgpiration in the French
Revolution, with its ‘infinite promise of [...] a ga¢ age of new beginnings and high
possibilities’® These new possibilities captured the imaginatioih® Romantics,
however, just as Miss Brodie’s fascist sympathasloe understood as symbolic of a
wider political manifestation of her ‘creme de té@me’ Jean Brodiep.8) mantra, the
reign of terror in the aftermath of the French Retron mirrors the reality of bloodshed
and violence borne out of fascism and Nazism.

Nevertheless, the potentialities that the FrenchAsmerican Revolutions offered
are symptomatic of the Romantic tendency to imagiyond the present and tangible.
While for some this tendency manifested itselhea tdepiction of the mysterious and the
supernatural, for others it is evident in the degirimagine and enact a world radically
different to their own. What both of these manigisins of this tendency have in common
is the centrality of the imagination. As a conseqee

Many writers viewed a human being as endowed witktless aspiration towards

the infinite good envisioned by the faculty of invagion [...] Humanity’s

unquenchable aspirations beyond its assigned |imh&h to the neoclassic
moralist had been its tragic error, now became mmittyia glory and a mode of

triumph [...] the highest art consists in an endeabeyond finite human
possibility*

18 Abrams (1995), p.116.
19 Abrams (1985), pp.116-117.
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Abrams outlines the seemingly self-contradictorg that imagination plays in
Romanticism. It enables both a retreat inwards tdaéhe self, but it also facilitates an
acknowledgement of the possibilities that lie otitvdesignated boundaries. As
Abercrombie’s states, ‘Relying on inner experierares may desire to withdraw from the
actualities of life; relying on inner experienceeamay desire to improve the actualities of
life’.?° This contrary motion of the outward-looking ané thward-looking properties of
imagination results in Romanticism’s range of stylerms and subjects, from the self-
analysis of Wordsworth’'$he Preluddo the mystical other-worldliness of Coleridge’s
‘Kubla Khan'. Nevertheless, the attempt to seeeusthnd, and express what lies beyond
human understanding is perhaps the grandest tifeatlisparate elements of what we now
classify as Romanticism.

However, not all writers now regarded as Romaritare the characteristics
outlined above. Nonetheless, the centrality ofiti@gination to the majority of Romantic
writers is emphasised by many critics. C.M. Bovagss

If we wish to distinguish a single characteristicieh differentiates the English

Romantics from the poets of the eighteenth centuiy,to be found in the

:tngl)ortance they attached to the imagination arttierspecial view they held of
Jonathan Wordsworth cites Byron as the except®iheamentions imagination only in
passing, but by contrast,

His five great contemporaries — Blake, Coleridgariiéworth, Shelley, Keats —

are preoccupied with imagination. Why they showdgiéhthis in common is not at

all obvious. They didn’t know that imagination wduwdome to be thought of as the
hallmark of the Romantic poets. And they didn't Wnihey were Romantic poets.

20 Abercrombie (1963), p.90.

21 C. M. Bowra, ‘The Romantic Imagination’, the Romantic Imagination: A Caseboekl. by John
Spencer Hill (London: The Macmillan Press, 1983).8@3-109 (p.87).

2 Jonathan Wordsworth, ‘The Romantic Imagination’AiCompanion to Romanticised. by Duncan Wu
(Oxford: Blackwell Publishers Ltd, 1999), pp.48644®.486).



23

So imagination, according to Wordsworth (the crgscopposed to the poet), is the
hallmark of the Romantics, and John Spencer Hitasses how the Romantic imagination
functions as the central faculty for poetic anasa expression:

The imagination synthesises disparate elementsigr ¢o generate a new reality. It

is not, as it was for neoclassical critics, a meata power [...] it is rather a vital

and organic faculty which permits the mind to seedath the transitory surface of

the material world — to see, that is, into the @ifehings and to perceive the

intimate relationship between the perceiving mind abjects of its

contemplatiorf?
It is the imagination that allows the perceivepoet to see ‘beneath’ or ‘beyond’ the
‘transitory surface of the material worltf'where, as Abrams notes, ‘objects are charged
with a significance beyond their physical qualiti&Hill also outlines the difference
between the neoclassical conception of the imaiginats primarily the mechanism of
memory, as opposed to the Romantic’s active, areasieeking understanding. Hill also
identifies a common thread in romantic poetry,uh#ication of opposites. Stephen
Prickett also identifies this, stating, ‘The artsthe man of genius, the creator of new
wholes, reconciling opposite or discordant qualitieThis identification of the romantic
artist as a genius, apart from the rest of soc&@gyals the recurrence of the poet-as-
prophet ided’ It also emphasises the importance and centrdlitpagination in the
process. The poet, says Coleridge,

Diffuses a tone and spirit of unity, that blendsj &as it were) fuses, each into

each, by that synthetic and magical power to winiethave exclusively

appropriated the name of the imagination. This pdw#é reveals itself in the
balance or reconciliation of opposite or discordgrdlities?

% John Spencer Hill, ‘Introduction’, ithe Romantic Imagination: A Caseboek. by John Spencer Hill
(London: The Macmillan Press, 1983), pp.11-23 (p.13

24 Hill (1983), p.13.

%5 Abrams (1985), p.115.

26 Stephen PricketRomanticism and Religiogg€ambridge: Cambridge University Press, 1976)3p.2

27 prickett (1976), p.23.

%8 samuel Taylor Coleridg®&iographia Literaria: edited with his aestheticalsays by J Shawcrossyols
(Oxford: Clarendon, 1907}, pp. 12-13. Cited in Hill, (1983), p.39.
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So the imagination enables the poet to conceiveuaddrstand the world as cohesive,
despite its conflictions and incongruities. Thersbdor some form of unity is one which
Spark tackles throughout her fiction. Spark’s bagdrer Martin Stannard also identifies
this preoccupation, calling her ‘the artist who gloiuorder through imaginative
transformation® which, with reference to the Coleridge passage@balaces her firmly
within the romantic tradition. The presence of thdscordant elements is also apparent in
The Prime of Miss Jean Brodi#/hat is less apparent is whether any unity iseaeld,
whether Spark or any of the novel’'s many romantiists can imagine a cohesive world
amidst the fragmentary oppositions of Jean Brodielmburgh.

In ‘Muriel Spark’s Break with Romanticism’, Paddyadns cites Alain Badiou as
saying that ‘[the Romantic] artist lifts subjectivio the heights of the sublime [...] Just as
the work is sacred, so too is the artist sublitheyons argues that Spark leaves
Romanticism behind, rejecting its focus on the iswity of the author, which she sees ‘as a
pitfall to be avoided®' Yet Spark has talked of her experiences in Afwdhin a
specifically romantic rubric:

The experience of the Victoria Falls gave me coaitagendure the difficult years

to come. The falls became to me a symbol of spirgtrength. | had no settled

religion, but | recognized the experience of tHisfas spiritual in kind. They are

g?ﬁzOf those works of nature that cannot be distgiged from a sublime work of
The power and majesty of nature are describedritbsiic terms, endowed with a spiritual
significance — unidentified at this point — beyatsdphysical presence. Spark’s depiction
of the scene and its spiritual symbolism are coewbém the transfigurational qualities of
art. This is Spark outlining a textbook definitiohRomanticism, and as the viewer of the
scene she finds herself inspired to consider whsatleyond her sensory perception. She

describes this in terms of the sublime, a condegdtds Lyons has noted, is central to

29 Martin StannardMuriel Spark: The BiographgLondon: Weidenfeld & Nicolson, 2009), p.36.
30| yons (2010), p.86.

31 Lyons (2010), p.86.

32 Muriel Spark,Curriculum Vitag(London: Penguin, 1992), p.128.
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Romanticism. However, rather than reject what Lyoaits ‘the lumber of romanticisn®®,
Spark here is seen to be acknowledging an expliRtimantic sentiment; that nature
invokes a symbolic, spiritual reaction in the oiden What remains to be seen is whether
this position is rendered in her fiction.

Miss Brodie’s reliance on art as the inspirationtfer romantic self-fashioning
(and substitute for religion) is present throughble Prime of Miss Jean Brodia
symbolic figure is that of the English Pre-Raphagbainter and poet, Dante Gabriel
Rossetti (1828-1882). He is mentioned only ondiéntext, a liminal presence throughout,
blurred and indistinct in the background as a nufti¥liss Brodie’s attempts to re-fashion
herself as a Petrarchan courtly love figure anci@iado of Italian art and romantic
poetry.

She attempts to portray herself as the courtly fayuge by means of an imagistic
juxtaposition, placing Rossetti’s painting alongsiter meeting with a poet to imply that
the moment of sublime love encapsulated in thetipgins synonymous with her own
experience:

| met a young poet by a fountain. Here is a picafrBante meeting Beatrice — it is

pronounced Beathayin Italian which makes the name very beautifuh-ttee

Ponte Vecchio. He fell in love with her at that mearh [...] It was a sublime

moment in a sublime loveléan Brodiep.46)

Unfortunately for Miss Brodie, the painting she a#ses is neither by Rossetti, nor does it
depict the meeting of Dante and Beatrice on thad”?@rcchio. Rossetti did depict their
meeting, inBeatrice Meeting Dante at a Marriage Feast, Derfigs her Salutation

(1851), and irbante’s Dream at the time of the Death of Beat(it&71), but neither of
these occur on the Ponte Vecchio. Miss Brodie isused, as the painting which portrays

the meeting of Dante and Beatrice is by Henry Holi(ll839-1927), entitleBante and

¥ Lyons (2010), p.97.
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Beatrice(1884)%* Holiday's painting is situated at the junctiontieé Lugarno and the
Ponte a Santa Trinita, looking South-East aloncRiver Arno with the Ponte Vecchio as
the main feature in the backgrourdhis is the only work of the Pre-Raphaelite petioak
depicts the meeting of Dante and Beatrice withRtbete Vecchio featuring prominently,
and subsequently it can be concluded that thiseipainting Miss Brodie refers to.

Holiday was heavily influenced by the Pre-Rapheadithool, and shared with
Rossetti a fascination with both Dante, the medidaéan poet (1265-1321), and Dante’s
muse Beatrice. Nevertheless, Miss Brodie’s beliaf the painting is by Rossetti is
important. Named after Dante, Rossetti’s fascimatiith his thirteenth-century namesake
inspired him to regard his own wife Elizabeth Sid@ad following her death his lover
Jane Morris, in a similar way to Dante’s Beatri8&ldal was the model for numerous
portrayals of Beatrice, the most famous of whiBbata BeatriX1864-70), may also
account for Miss Brodie’s confusidhThe Ponte Vecchio again appears in the
background, albeit as a faint outline, while tigufe of Dante stands in the back right
looking in the direction of the figure of Love. Thainting portrays the idealised Beatrice
at a moment of transfiguration, taken from Dant&ita Nuova’ (New Life). Spark uses
the paintings of Rossetti and Holiday to form aralgam in Miss Brodie’s mind, and this
serves two functions. Firstly, it undermines Misedie, especially given her claims that
‘pictorial art is my passion’Jean Brodie p.66), but more importantly it serves to deepen
the possible meanings that are implied by the tiseanel symbols common to these
paintings and which recur throughout Spark’s novel.

By placing herself alongside Beatrice, Miss Broglevates herself to a figure of
courtly love, a ‘Beatdhay (Jean Brodie p.46) of her own making. In Holiday’s work,

this ‘sublime moment in a sublime lovean Brodie p.46) is echoed by Miss Brodie

% Henry Holiday,Dante and BeatriceWalker Art Gallery,
<http://www.liverpoolmuseums.org.uk/walker/collexis/19c/holiday.aspx> [accessed 23 February 2011]

35 Dante Gabriel-+ RossetBeata Beatrix Tate Online,
<http://www.tate.org.uk/servlet/ViewWork?workid=16J&tabview=image> [accessed 23 February
2011]
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when she says of her affair with art teacher Tdddyd that ‘[i]t was a great love'Jgan
Brodie p.56). However, just as the conventions of cguave prescribe that the woman
remains unobtainable, Miss Brodie says, ‘I renodribe great love of my primeJéan
Brodie p.56). Not only does she imagine herself as Beatbut she re-enacts Beatrice’s
relationship with Dante and she rejects Lloyd deslpis obvious infatuation with her. Just
as Dante cannot pursue Beatrice — they were botheddo others, and she remained
beyond his reach — so too must Miss Brodie remaywohd the grasp of Teddy Lloyd.

It is also possible to see the many parallels betvike character Teddy Lloyd and
Rossetti, and, despite her often inflated self4regiliss Brodie does remain the Beatrice
figure to Teddy Lloyd’s Rossetti. We are told theeddy Lloyd continued reproducing
Jean Brodie in his paintingsléan Brodiep.123), and that Sandy ‘had told Miss Brodie
how peculiarly all his portraits reflected her. $tasl said so again and again, for Miss
Brodie loved to hear itJean Brodiep.120). The parallels are extended when we censid
that Rossetti continued to portray Dante’s Beatuseng his next love, Jane Morris, as his
model in the later part of his career following theath of his wife. Just as Rossetti is
infatuated with Beatrice and cannot keep her ohi®pictures, Lloyd cannot keep Miss
Brodie out of his, no matter who he is painting.

The parallels between Rossetti and his namesakte Bam also worth noting.
Dante’s love for Beatrice continued long after teath at age twenty four in June 1290,
and she continued to be the inspiration for hignyamtil his death. Similarly, Rossetti
portrayed his wife Elizabeth Siddal as BeatricB@ata Beatrixwhich he worked on from
1864 to 1870, following her death in 1862. Thiselad relationship between Dante,
Rossetti and Teddy Lloyd is part of the novel'sistural method, where levels of meaning
beyond the surface narrative are inferred throdigisians to such figures and works of
literature and art. Within this layering, Spark Aasldy Lloyd and Miss Brodie recreate
the artist, muse, and courtly love elements ofrét@ionship between Rossetti and his wife

Elizabeth Siddal (and following her death Jane hjritself a visual recreation of the
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courtly love, artist and muse relationship betwBante and Beatrice. Art provides the
thread that links all these textures together,thag represent a re-telling of history
through art, where Spark’s characters allude tmfezal figures, and where factual
accuracy is relegated beneath fictional and ematiapproximation. The subsequent
danger is that imagination comes to supersede andithat emotion will defeat reason.
But Spark does not allow this imaginative re-higising to play out beyond the
parameters of reason and rationality. Indeed tbastlious consequences of an imbalance
of either imagination or reason, or any of theteglebinaries such as art and science, or
emotion and rationality, are evident in the dowindéélthe overly Romantic Miss Brodie.
Her romantic fictionalising places her imaginatiemotion and self-perception at a greater
premium than truth, evident in her version of theeting with the poet which leads to her
mistaken introduction of Rossetti.

This creation of a textural network of cross-refiees and visual intertextuality is
evident in Rossetti'Beata BeatrixIn the painting, the figure of Beatrice is poytd as in
a transfigurational trance, but there are numereigsence points to the death of Elizabeth
Siddal, Rossetti’'s wife and model for the paintiBgidal committed suicide by overdosing
on laudanum following the birth of their stillbodaughter, and Alicia Craig Faxon states
that ‘The Dove, which drops a poppy into Beatrideésds, is red — a messenger of both
love and death — and the poppy, symbolic of slegpdeath, may also refer to opium,
which caused Siddal's deatfi.This connection between flowers and death is@adrri
through into the novel, with Miss Brodie tellingetblass that her former fiancé Hugh ‘fell
on Flanders’ Field' Jean Brodiep.12). As Flanders is an area known for popplgsie
Spark is creating a further level of referentialami@g, tying Miss Brodie’s experiences to
those in Rossetti’s painting.

Spark alludes to flowers and fallen leaves imadgieryughout the novel. Miss

Brodie re-tells her past to the girls beneath thetese in the school grounds, saying that

% Alicia Craig FaxonDante Gabriel Rosset{Oxford: Phaidon Press, 1989), p.143.
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‘He fell like an autumn leaf’'Jean Brodiep.12), an image that is heightened in the
narrative when Miss Brodie says that ‘Hugh was ainthe Flowers of the Forest, lying in
his grave’ Jean Brodiep.13). The atmosphere is sympathetic to Miss Btsd
sentimental recalling of her fiancé’s demise: ‘dswone of the last autumn days when the
leaves were falling in little gusts. They fell dretchildren’ Jean Brodiep.12). We see
Miss Brodie utilising her surroundings to raise émeotional pitch of her story, to create
the maximum impact upon her girls. Miss Brodie’asseof theatre and manipulative
sentimentality relies on the combination of heuawtal surroundings and her references
to the falling leaves — both literally, as in thersundings, and metaphorically, in relation
to Hugh. In this we see Miss Brodie as the wouldRbenantic artist, assuming a role and
performing for her girls, and again alluding baglhtstoric artistic precedents. In this way
Spark’s novel displays a sense of longing for aspaicRomanticism, yet at the same time
this sense of longing is problematised, primahipugh the behaviour and character of the
overly romantic Miss Brodie. This tension is evitldmmoughout, yet it provides a series of
oppositions which provide the novel’'s focus andidg force.

Flower associations are predominantly morbid thhmug the novel. The reference
to the poppy fields of Flanders and the death ajiHare heightened with the allusion to
the 1776 version of the ballad ‘Flowers of the Borby Jean Elliot of Minto (1727-1805),
written of the fallen Scots on the field at the tRabf Flodden in 1513. As with the
trajectory running from Dante through Rossetti emdy Lloyd, Spark articulates a
historical context through Miss Brodie to deepeanldyers of allusive and implied
possible meanings. Miss Brodie talks of wearingessl of poppies on her visit to A. A.
Milne’s house in London, inserting herself into theme of poppy imagery running
through Rossetti, Hugh and hersdlhe great hall of the Marcia Blaine School forl&ir
features a ‘manly portraitJeéan Brodiep.6) of its eponymous namesake, under which ‘a
bunch of hard-wearing flowersJ¢an Brodiep.6) are placed every Founder's Day. When

Eunice reminisces about her former teacher, steehet husband that she ‘must take
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flowers to her grave'Jean Brodiep.27), and when Miss Brodie recites Robert Bushs,
chooses a passage that reflects this motif ofdndsdecomposition: ‘Come autumn sae
pensive, in yellow and grey, / And soothe me wvdings o’ nature’s decayJéan Brodie
p.47).

Poppies and flowers in general function as a mdtiére death, loss, and decay are
signified, but they also serve to alert the readehe Romantic self-fashionings of Miss
Brodie. As noted above, it is also possible toteegpoppy reference extended to imply a
sense of the opium trance common in the Romardicledeed, Miss Brodie’s consistent
and inaccurate re-imaginings and re-tellings hdbauathem a sense of the opium induced
reverie. It is as though in re-telling her expeces) she is unable to rely on fact and
unconsciously embellishes her tales as thoughsseemewhat removed from the memory
of the events she depicts. She spends the nossfulilly misreading the aspects of the
girls’ personalities for which they are famous, amagining her own life as a recreation of
that of Beatrice in thirteenth-century Florencedéing so she manifests the dangers of an
overly active Romantic imagination which detaches reality in such a way as to
superimpose meaning where there is none, and atecidentities at odds with reality.

Miss Brodie’s love of art provides further eviderafeher casual approach to
factual accuracy in her teaching, and the examiptliei® again shows Spark tying together
the layers of allusions and meaning which lie bém#ze surface ofhe Prime of Miss
Jean Brodie Miss Brodie says that her friends ‘took me tatwsA. Milne. In the hall was
hung a reproduction of BotticelliBrimaverawhich means the Birth of Springléan
Brodige p.44). As with her confusion surrounding Rossattl Holiday, Miss Brodie
mistakenly amalgamates two paintings; the titleBatticelli’'s Primavera(c. 1482), which
translates as ‘spring’, ariche Birth of Venugc. 1486) are merged to become Bieh of
Spring But there is more here than just Miss Brodie dastifying her favourite works of
art. Spark has again chosen these paintings forathesive properties and thematic

commonalities with her novel. Flowers and foliage @entral in both of Botticelli's
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paintings. Thd’rimaveradepicts the garden of Venus at the onset of spfinghe right of
Venus stands the figure of Flora, scattering fl@aar the ground, wearing a dress
embroidered with various species of flowers, inecigdhe poppies that adorn Miss
Brodie’s dress in her re-telling of the story. Bwuattering of the flowers invokes the
‘Flowers of the Forest’ connection, returning udviiss Brodie’s dead fiancé Hugh, while
the floral dress is evidence that Miss Brodie setnfiee merging her memory of what she
herself was wearing, ‘| wore my silk dress with thege red poppiesJéan Brodiep.44),
with that of Botticelli’s painting.

The Birth of Venushows the goddess of love alighting on the shaegrapanied
by two zephyrs and one nymph, also in a floralgrattd dress, who is holding ‘a pinkish-
red cloak, ready to place it round the shouldefgasfus. It is embroidered with blue
cornflowers, white and red double daisies, andlawelower, and is fringed with gold”
The two zephyrs are surrounded by flowers whicHaltieg to the shore. Here again we
see that in erroneously identifying the paintingBaetticelli, Miss Brodie alerts the reader
to the thematic patterning and the layered matiés Spark uses to create depth and a
scheme of intertextual allusion.

These layers of interpretive possibility extendHer. L. D. and Helen S. Ettlinger
note that ‘Botticelli illustrated a manuscript oabte’sDivina Commedidor Lorenzo di
Pierfranco de’ Medici® There is also the interpretation of fiemaverawhere the figure
of Venus is analogous to Beatrice, as cantos 28 81e ‘Purgatory’ section of theivine
Comedyhave Dante meeting Beatrice in the Garden of Etéthat are important are not
the numerous interpretive possibilities of Bottic®paintings, but the broad themes which
add additional layers of possibility, meaning, afidsion to Miss Brodie’s erroneous

referrals. For example, it is worth noting that Bt was heavily influenced by Botticelli,

%7 Ronald LightbownSandro Botticelli: Volume 1 Life and Woflkondon: Paul Elek, 1978), p.87.

% | D. and Helen S. EttlingeBotticelli (London: Thames and Hudson, 1976), p.178.

3% Roberto Marini, ‘Anilisi de un Capolavoro Bottiti€lL.a Primavera”, www.thais.it
<http://www.thais.it/speciali/Primavera/analisi/tisi2.htm> [Accessed 23 February 2011] (citations n
20 and 21).
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and depicted Botticelli's Venus in works suchAasarte SyriacaandVenus Verticordid? As

Faxon states, this relationship was noted at the,tas ‘Two collectors, Leyland and Graham (the two
who owned the greatest number of Rossetti's pajgjirdisplayed his work alongside that of
renaissance painters. Graham favoured a juxtapositith Botticelli, whose work he felt Rossetti's
resembled”! Spark’s choice of paintings therefore createaety inter-related texture of allusions
which give the characters of Teddy Lloyd and Missdie a full and three-dimensional presence, while
simultaneously revealing a thematic depth beyond {@ addition to) the textual surface of the novel
By embedding Lloyd and Brodie into the traditionldnte, Botticelli, Rossetti and Beatrice, Spark
appears to Romanticise her characters. Yet thimbgserves to undermine both, as their behaviour,
especially their affair, seems tawdry in comparitmthe grand Romantic themes and gestures
embodied in the work of the artists mentioned. Hayain we see Spark motioning towards the
Romantic, with Lloyd embodying the Romantic aréistl Brodie the Romantic imagination.Yet the
commonplace of their existence belies their atterapsublimity, and alerts the reader to the dangker
Romanticism which has become untethered from reasdmationality.

The inaccuracies in Miss Brodie’s teaching are onast with her imaginativend

creative use of the facts in her own life. Shestle girls that Hugh, her fallen fiancé, was ‘from
Ayrshire, a countryman, but a hard-working and eftescholar’ Jean Brodiep.12), implying a

distinct resemblance to Robert Burns. However, Haggms to appropriate characteristics from other

men in Miss Brodie’s life each time she refersita:h

Miss Brodie’s old love story was newly embroideredder the elm, with curious
threads [...] ‘Sometimes Hugh would sing, he haath t&nor voice. At other times
he fell silent and would set up his easel and pélatwas very talented at both arts,
but | think the painter was the real Hugldeén Brodiepp.71-72)
Miss Brodie amalgamates elements of all her lot@nstruct the Romantic, artistic
ideal of Hugh, who now combines Teddy Lloyd’s paigtskills and Gordon Lowther’s

voice. But the girls see through this, through rie¢mospective historicising and her

inventive re-imagining of the past:

40 Reed Keefe, ‘The Averted Gaze: Venus in EdwarchBtlones’ WorksThe Victorian Wejl7 May
2007 <http://www.victorianweb.org/painting/bj/ptings/keefel2.html> [accessed 23 February 2011],
(para. 1 of 21).

1 Faxon (1989), p.169.
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This was the first time the girls had heard of Hagirtistic leanings. Sandy

puzzled over this and took counsel with Jenny,iaodme to them both that Miss

Brodie was making her new love story fit the oltieTeafter the two girls listened

with double ears, and the rest of the class witblei Jean Brodiepp.71-72)
Throughout the novel Sandy and Jenny are diffextadifrom the rest of the class through
their own imagination and writing. Their fictioniekters between Miss Brodie and her
lovers, and their Mountain Eyrie story show thenbéathe two who are most similar to
their teacher in imaginative and fictionalisingmest Sandy in particular recognises Miss
Brodie’s ‘method of making patterns with facts, amas divided between her admiration
for the technigue and the pressing need to prows Rrodie guilty of misconductJéan
Brodige p.72). Miss Brodie’s blurring of fact and fictiam art history and her own history
is unwittingly revealed by the girls under quesiignfrom the head teacher Miss Mackay:

‘Does Miss Brodie tell you stories?’

‘Yes,  said Mary.

‘What about?’

‘History,” said Jenny and Sandy together, becaus@s a question they had

foreseen might arise one day and they had preplaeeaihswer with a brainracking

care for literal truth’. Jean Brodiep.65)
The girl's identification of Miss Brodie’s fictiotigation of historical fact — with the added
irony of their own answer being the ‘literal truthiat innocently reveals Miss Brodie’s
fictionalising tendencies — relates to both hevate and her teaching life. Indeed, the
double ears that the girls require equate to thubldoeyes that the reader requires
throughout the novel.

For Miss Brodie, there is no distinction betwees Way she amalgamates the
identities of Hugh Carruthers, Teddy Lloyd and Gurd.owther, and the way in which
she mistakenly merges the two Botticelli’'s and Russetti and Holiday, or the way she

sees her life as a recreation of these paintinigss& occur for the same reasons, that she

employs a process of imaginative aesthetic elewaiomethod of making patterns with
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facts’ (Jean Brodiep.72) in order to transfigure her commonplaceetoeate herself as
the courtly lover and muse that she perceives ligesbe.

This process of imaginative aesthetic elevatiarigar from the original mistaken
reference to the Rossetti painting. Miss Brodieaies herself to a Beatrice figure, but she
is not the only one affected by this imaginatiangfigurational process. Having
previously identified Eunice as ‘ArieDéan Brodiep.26), the spirit of Shakespear@&lse
Tempeston account of her cartwheels and capers, MisdiBrelevates Rose to the status
of Venus; hence Spark’s choice of BotticelPEmaveraandThe Birth of Venuas
referents. Rose, we are told,

was to provoke Miss Brodie’s amazement and therawerand finally her

abounding enthusiasm for the role Rose then appéardee enacting: that of a

great lover, magnificently elevated above the @adjirrun of lovers, above the

moral laws, Venus incarnate, something set apbean Brodie p.38)

What is crucial is the way in which Miss Brodieaées herself and those whom she
elects, to an artistic and aesthetic level wheeg dre ‘above the moral lawslgan

Brodie p.38). Botticelli's Venus is chosen as Rose’shiogl and aesthetic ‘other’,
because for the contemporary viewéeBirth of Venusaffords the opportunity to come to
a better understanding of the spiritual throughatbgervation of the physical. This is
outlined by the Ettlingers, who state that

TheBirth of Venusmay also be seen as an expression of Neo-Platonigations

[...] to anyone familiar with the works of Plato, M&ncould personify beauty, and

beauty was identical with truth. Looked at this wineBirth of Venuscould

become a philosophical and moral allegBry.

This Neo-Platonic reading corresponds exactly withprocess of transfiguration that the
romantic imagination enacts throughout the novéhencontemplation of art; ‘It lifts one
up’ (Jean Brodiep.7), says Miss Brodie to her girls. The Ettlinggplanation also echoes

Miss Brodie’s own teaching methods, where ‘thesgivere set to study the Gospels with

“2 Ettlinger (1976), p.136.
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diligence for their truth and goodness, and to thadh aloud for their beautyJ¢an
Brodige p.36). Here Miss Brodie’s own version of the da/isubstitutes the aesthetic for
the spiritual, and the mode of elevating one’s cansness to a higher or sublime level
via a process of aesthetic and imaginative elenattmresponds with the Neo-Platonic
reading of Botticelli's work as outlined by the [Etgers. The experience of viewing Venus
would transfigure the onlooker, reminiscent of R@mantic poet who experiences a
physical response to an external stimulus, thesiders the internal, emotional reaction
that this response generates. The transfigurataivibfies of art are so powerful for Miss
Brodie that they render moral concerns negligiblgs extends to those of an artistic
persuasion, with Miss Brodie exhibiting a leniemgyh regards to the tortured Romantic
artist. Of the great Pavlova Miss Brodie says: ‘Stieams at the chorus [...] which is
permissible in a great artistldan Brodie pp.62-63), and when Teddy Lloyd smashes a
saucer to the floor because he cannot controlitle lliss Brodie absolves him, stating,
‘He has the artistic temperament, of courseap Brodie p.80). Ironically, these
transfigurational aspects of art are beyond this girthis point, as their giggling reaction
to Teddy Lloyd’s pointer work with thBrimaveraattests Jean Brodie pp.48-49).

It is clear that Miss Brodie sees herself as phtiis community of artists, but
there is an important distinction to be made. Asdélf-fashioned figure of Beatrice, Miss
Brodie elevates herself to that of the courtly Ifigere, a great lover above the moral laws
that apply to everyone else. She sees herselfrasfthe community of artists she so
admires, saying of her unrequited affair with Tedlttyyd, ‘We had everything in
common, the artistic natureJéan Brodiep.56). Yet the girls again unwittingly describe
an important distinction between them when Rose st ‘Mr Lloyd is an artist and Miss
Brodie is artistic too’ Jean Brodiep.52). In this subtle distinction, we see Spark
highlighting the difference between Miss Brodie dmdidy Lloyd, Anna Pavlova,
Rossetti, Botticelli, Giotto, and all the artisteesadmires. She is artistic, but she is not an

artist. This is why she is creative with her owstdiy; she reinvents herself as a muse as
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she is capable only of being the inspiration féreo$, she does not have the ability to
create art, to create something original, so sipéepnarrative creativity and
compositional skills to the experiences and charaah her own life to render them and
her own life as a living work of art.

The initial result of this imaginative aesthetioigi or transfiguring of her
commonplace, is the elevation of the charactetisabof either romantic artists or subjects
worthy of art: Rose as Venus, Miss Brodie as Beatiicunice as Ariel. But this process
also has actual repercussions. The narrator telisat ‘All the time they were under her
influence she and her actions were outside theegbof right and wrong’Jean Brodie
p.85-86). We hear of ‘Miss Brodie’s excessive latkuilt’ (Jean Brodiep.85), where
‘The side-effects of this condition were exhilangtiio her special girls in that they in some
way partook of the general absolution she had asdumherself’ Jean Brodiep.85). It is
at this point the reader realises that this praaticaesthetic elevation has crossed the line
from being the process whereby Miss Brodie tramség her life into one worthy of the
attention of Rossetti or Botticelli, into the Caligtic realm of a self-fashioned elect, where
her actions are ‘outside the context of right amdng’ (Jean Brodie pp.85-86). This
Calvinistic self-absolution occurs at the meetiognpof aestheticism and religion, and its
effects are noted, with Sandy stating that ‘Misede’s defective sense of self-criticism
had not been without its beneficient and enlargifigcts’ Jean Brodiep.86). The girl's
cruel treatment of Mary Macgregor illustrates ttoatall that they are defined as a group,
the ‘general absolutionJéan Brodie p.85) engendered by Miss Brodie allows each ef th
girls to abdicate moral responsibility regardingriyjand in the novel’s most notable
example of ironic reversal, for Sandy when sheaystMiss Brodie.

Miss Brodie’s Romantic transfigurational tendences moral re-
contextualisation, previously abstractions, noweagrto the set, influencing their lives in
real ways. Sandy recognises the danger Miss Bregiesents, and she ‘perceived that the

woman was obsessed by the need for Rose to sl¢leph@iman she herself was in love
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with’ (Jean Brodiep.119). This is no longer the Jean Brodie ofrtkarly school days,
telling (hi)stories and creating inaccurate, butetbeless harmless, identities and
personas for which the girls are famous. For thissNBrodie, her persona as the courtly
lover Beatrice to Teddy Lloyd’s Dante/Rossetti tsvna reality: “I am his Muse’, said
Miss Brodie. ‘But | have renounced his love in artiededicate my prime to the young
girls in my care. | am his Muse but Rose shall taleplace” Jean Brodiep.120). It is
now that Sandy realises; ‘She thinks she is Promdg...] she thinks she is the God of
Calvin, she sees the beginning and the elehrf Brodie p.120). This is the point where
Sandy sees Miss Brodie’s imaginative, aesthetid,@alvinistic tendencies coalesce. The
danger of Miss Brodie is now clear; she is inteambhaving Rose become Teddy Lloyd’s
lover. But it is Sandy who fulfils this role whiRose merely poses for him, and Miss
Brodie remains his muse, iBeata Beatrixconstant in all of his work no matter who he is
painting

Miss Brodie’s Romantic imagination and love of piaal art have some
correspondence with her tendencies to manipulatgesdetermine the lives of the girls.
Her attempts to mould the set, and herself, inevatters from great artworks, parallel her
rigid, predetermined religious outlook in that frentings are fixed; their characters are
caught in moments which are eternal and unchangisdraxon notesBeata Beatrix
‘marks the beginning of Rossetti’s attempts to fagria moment, both temporal and
eternal, when flesh and spirit are wédSandy acts to undermine Miss Brodie’s attempts
at predeterminism, reclaiming her life from MisoBie’s efforts to emulate a Romantic
artist and fix Rose’s role as Lloyd’s lover. Sanahdermines Teddy Lloyd with her
rational, psychological investigation into the inpsyche of the Romantic artist, while she
subverts Miss Brodie’s role as his muse by rejgctire self-aggrandising and egotistic
results of her unfettered Romantic imagination. Fandy, Teddy Lloyd is no Rossetti, and

Miss Brodie is no Beatrice, rather, they are exasplf inflated egotism and unchecked

3 Faxon (1989), p.144.
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Romanticism, and the dangers they embody providedtalyst for her conversion to
Catholicism and her betrayal of Miss Brodie.

It is Rossetti’'s own explanation of B®eata Beatrixhat provides a direct
connection to Spark ankhe Prime of Miss Jean Brodilm a letter to his friend William
Graham in March 1873, Rossetti states that ‘Theiganust of course be viewed not as a
representation of the incident of the death of Beatbut as an ideal of the subject,
symbolized by a trance or sudden spiritual tramséiion’** This foreshadows the link
between Sandy’s ‘Transfiguration of the Commonpglédean Brodiep.35) treatise, and
Miss Brodie transfiguring herself into the ideatisibject of the male gaze and heart,
Dante’s (and Rossetti’s) muse, Beatrice. The tignsdtional aspect of (re)creating or
(re)telling one’s history to suit one’s presentttw raising of mundane experiences to
sacramental heights through the appreciation pbadn understanding of the divine, is
the common thread linking Dante, Botticelli, Rosisdeddy Lloyd, Jean Brodie and
Sandy Stranger. With regards to Miss Brodie, tiegedirect parallel in the way she
amalgamates the identities of Hugh Carruthers, Jéttoyd and Gordon Lowther, and the
way in which she mistakenly merges the two Botlisend the Rossetti and Holiday
paintings. Spark is alerting the reader that Missdi®’s inaccurate and mistaken mergings
are symptomatic of her attempts to Romanticiséctimnalise, and to aesthetically elevate
her everyday existence to that of a work of art.

However, there is an important distinction betwéean Brodie’s secular and
Sandy’s spiritual modes of transfiguration. For $/Brodie, the transformative and
transfigurational properties of the arts are thmu$oof her educational manifesto. She
attempts to elevate the common educational experiehthe girls by raising their minds
through art, poetry, language, dance and musia iStpart of a pattern of Romantic

aestheticising where the properties of art caugésaonsciousness to elevate everyday

4 Dante Gabriel Rossetti, in Wiliam E. Fredeman €de Correspondence of Dante Gabriel RossEkte
Last Decade, 1873-1874, Kelmscott to Birchingtasiumhe VI(Cambridge: D.S. Brewer, 2006), pp.88-
89.
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surroundings. It is undermined by Miss Brodie’satiee fictionalising and erroneous
teaching, and the implication is clear; one carregipte art, but only the belief in God can

provide a truly transfigurational experience, hetineetitle of Sandy’s theological treatise.



40

Chapter 2 — Resolving Enlightenment and Romantic
Binaries: Frankenstein, Child Of Light, and the Ideal of
the Eighteenth-Century Genius

Spark’s 1951 study of Mary Shelleghild of Light opens with an overview of the mood
around the time of Mary’s birth (1797). Spark ssate

We are hardly impressed with a sense of love ayid Wwhen we look back now on

that period of transition between the eighteenthm@neteenth centuries [...]

Reason had not yet given way to feeling as thedfuhie elect. Child of Light p.9)
By the time Mary’sFrankenstein or, The Modern Prometheuess published in 1818, the
cultural, philosophic, and intellectual evolutionrh reason to feeling was an ongoing
process, but one which, alongside other relatedoanallel concerns, provided the creative
material and subject matter for Mary’s novel. Spddatifies this as a tense and dark
period of transition which lies at the heart of gregression from the Enlightenment to the
Romantic era.

Before considering the landscape at the time &phelas writingFrankensteinit is
worth considering briefly the main concerns of Brdightenment, as outlined by Peter
Kitson:

The writers and thinkers of the Enlightenment imadi themselves as emerging

from centuries of darkness and ignorance into aagsvenlightened by reason,

science and a respect for humanity [...] More thaeteof shared beliefs or dogma,
the Enlightenment stood for an attitude and a staphethod of thought [...] All
received ideas and opinions were to be subjettetdight of ‘reason’.
This emphasis on reason is in contrast to thessplased on feeling by the Romantics who
followed, and as Kitson observes, the Enlightenmatidnality is manifested more as an
attitude than as any standard or doctrine. The ragxagy from reason to an emphasis on

feeling is also stressed by Louis Cazamian, whesthat

! Peter J. Kitson, ‘Beyond the Enlightenment: Thédgbphical, Scientific and Religious Inheritancie’ A
Companion to Romanticisrad. by Duncan Wu (Oxford: Blackwell Publishersl,L1999), pp.35-47
(p-35).
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[tthe Romantic spirit can be defined as an accéetupredominance of emotional
life, provoked or directed by the exercise of inmagive vision, and in its turn
stimulating or directing such exercise. Intense tanccoupled with an intense
display of imagery, such is the frame of mind wiscipports and feeds the new
literature?
Cazamian outlines the major features of the Rorosuais the expression of emotion, the
centrality of the romantic imagination or visiomdathe reliance on powerful imagery.
These are in contrast to the decorum and restranuets of the previous period. Indeed
the contrasting attitudes of the two eras are atqressed critically in binary terms, with
the Romantic ideas in stark contrast to those e@Bhlightenment. Kitson outlines a
number of these oppositions, stating that:
Simply put, such a contrast might be expressedring of binary oppositions, such
as reason versus emotion; objectivity versus stibigc spontaneity versus
control; limitation versus aspiration; empiricismrsus transcendentalism; society
versus the individual; public versus private; ordersus rebellion; the
cosmopolitan versus the national, and sé on.
The binaries Kitson outlines help to identify amdtlarstand the philosophical, political and
literary concerns at the confluence of the two ersvever, Kitson also realises that this
way of understanding the collision of the two pds@s a time of oppositions is not
universally accepted. He says that recent criticism
has tended to problematise this opposition, argthiagithere is not so clean a break

between the ideas of the eighteenth century arskthbthe Age of Romanticism as
might at first be appareft.

This is the position of Aidan Day, who says:

We hear that Romanticism was a reaction againsgfiehment perspectives and
Neoclassical aesthetics and at the same timettatsiinspired by the French

2 Emile Legouis and Louis CazamiawHistory of English LiteraturéLondon: J. M. Dent and Sons Ltd,
1971), p.997. First published in one volume in 1930

% Kitson (1999), p.35.

* Kitson (1999), p.35.
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Revolution. But the French Revolution was in padiract expression of the French
Enlightenment.
The idea that we can understand the period bysiutijia clearly defined series of
oppositions that signpost the contrasting philogepbf the two eras is somewhat
destabilised, raising questions as to how the ntireader is to understand the contexts in
which Mary Shelley was working. Nonetheless, asvident in her words at the outset of
this chapter, Spark reads the transition betweerEtightenment and Romantic periods in
terms of well-defined binaries. Spark’s positiorligser to that of Kitson, who argues that
Romantic writers were fully aware of the turbuland transitional literary and
philosophical landscape, and consequently thetingrreflects a reaction that engages
with, while often countering, the ideas of the poeg epoch. He states that:
The canonical Romantic poets were both buildingugad reacting against the
thought of their predecessors, sometimes breakitigtile major trends (as in the
case of Coleridge’s rejection of Enlightenment amjsm) or alternatively pushing
that body of thought into more extreme positiorantivere usual in the
Enlightenment.
So it is possible to see Shelley as writifrgnkensteinn a climate of change, where the
intellectual backdrop to her novel is understood geriod of transition from, and reaction
to, the Enlightenment, but not a wholesale rejectiball its ideas. This balancing of the
concerns of the recent past and present is whasgrankensteirmuch of its power.
Spark’s criticism of the novel tends toward a regdhat explains and investigates the
battling concerns in terms of imbalance, whereptitesence of reason without emotion,
science without religion, the individual withoutrazern for society, or vice-versa, is what
creates the novel’'s destructive power. It is wowdking that Spark’s reading of
Frankenstein- the attempt to resolve the binaries mentionadcerds with a Romantic

sensibility, where new wholes are created fromIlvasg these oppositions.

® Aidan Day,Romanticisn{London: Routledge, 1996), p.6.
® Kitson (1999), p.35.
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In his monograph on Spark, Alan Massie articulateemmon position with regard
to the worth of Spark’s critical work, ar@hild of Light in particular. He classifies it as a
biography, before going on to say that ‘thoughltierof Mary Shelley is full of interesting
reflections, it is essentially a conventional wofkts period’’ Massie does not elaborate
as to what these ‘interesting reflections’ might ps@sumably they are too conventional to
illicit comment. Peter Kemp makes no mentiorCaiild of Lightin his 1974 study, despite
identifying the Gothic nature of Sparkot to Disturb(1971). He notes that the action
takes place in a ‘big house outside Genéwehich, given both Mary and Percy Shelley’s
words in the Preface terankensteinconstitutes a marked oversight: ‘This story was
begun in the majestic region where the scene eipally laid, and in society which
cannot cease to be regretted. | passed the sunfirh®t® in the environs of Geneva'.
Mary also chronicles this in her introduction te tt831 edition, stating

In the summer of 1816, we visited Switzerland, badame the neighbours of Lord

Byron. At first we spent our pleasant hours onléike, or wandering on its shores

[...] But it proved a wet, ungenial summer, and irsegt rain often confined us for

days to the housel(ankensteinp.6)
It seems surprising that despite the remarkablecab@nces that link the two books, no
reference is made by Kemp to eitk@ankensteiror Child of Light Yet the setting in
Geneva, the Gothic tone, and the confinement tdtluse in inclement weather that Mary
describes, are the hallmarks of the inceptioRrahkensteirand its influence on Spark’s
Not to Disturb That Spark had written a critical study of Maeems of no importance to
Kemp, and what are obvious intertextual refereraatp remain unexamined.

Francis Russell Hart'§he Scottish Novel: A Critical Surv€l978) makes passing

reference to Spark’s ‘literary biographies or e of Wordsworth, Mary Shelley, Emily

" Massie (1979), p.13.

8 Peter KempMuriel Spark(London: Elek Books Limited, 1974), p.132.

® Mary ShelleyFrankenstein, Or The Modern Promethélsndon: Penguin, 1994), p.12. First published
1818. Subsequent references will be incorporatéldmihe text, and abbreviated ferankensteih
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Bronte, J. H. Newman, and John Masefiéldere again there is no mention of the critical
content, or of how Spark’s analysiskrfankensteirmay illuminate her own work. Hart is
consistent with Kemp and Massie in that they sewl&pcritical work primarily in terms
of its biographic, not critical content.

In Critical Essays on Muriel Spard992), edited by Joseph Hynes, Warner
Berthoff states that Spark’s ‘interest in Masefiisldvorth prospecting; so, too, is her
interest in Mary Shelley, on whom she publishedtical study’* but there is no critical
exegesis. In the same collection, Alan Bold qubta® Child of Light where Spark
claims that Mary’s time in Scotland was ‘a periddteative gestation; the comparative
vastness of the hills and wooded landscapes evakatent response to actuality’Yet
despite highlighting this passage and its desonpdif the young Mary in explicitly
Romantic terms, Bold makes no critical connectietwieen Spark and Shelley.

Ruth Whittaker'sThe Faith and Fiction of Muriel Spaf&982) is the first notable
exception to the above. Whittaker also considezstbgraphic content of Spark’s study,
but her reading ofhild of Lightacknowledges previously overlooked connections and
commonalities which link Spark and Shelley. Shessmilarities in Mary Shelley’s
intellectual and passionless upbringing with tHei@us and moral severity of Spark’s
Edinburgh. She says @fhild of Light

It is a particularly interesting book since there analogies between the lives of the

two women [...] we can find in Mrs Spark’s undenstaag of Mary Shelley’s

nature, clues to our understanding of Muriel Sp8he writes of Mary, ‘She was
one in whom passion was very strongly restrainad,ldrgely to the inhibiting
effect of her early life in an “enlightened” anaakly rationalistic atmosphere.” Of

her own childhood Muriel Spark has said, ‘It is mspible to know how much one
gets from one’s early environment by way of a didive character, or whether for

' Hart (1978), p.294.

1 warner Berthoff, ‘Fortunes of the Novel: Muriel@kg and Iris Murdoch’, irCritical Essays on Muriel
Spark ed. by Joseph Hynes (New York: G. K. Hall, 199%9),55-64 (p.64). Excerpted and reprinted from
the Massachusetts Revie® (1967), pp.301-314.

12 Alan Bold, ‘Poet and Dreamer’, i@ritical Essays on Muriel Sparled. by Joseph Hynes (New York: G.

K. Hall & Co., 1992), pp.85-103 (p.97).
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better or worse. | think the puritanical strairtledé Edinburgh ethos is inescapable,
but this is not necessarily a bad thifg'.

This passage illuminates biographical parallel$ Vidhittaker’'s main focus is on the way
in which both writer’s upbringing gave them ‘somathto react againstJéan Brodie
p.35), whilst foregrounding how the rational andiintenment are placed in opposition to
the emotional and the Romantic for both women.

Reacting against the inhibitive religious and maxdture of Edinburgh is a theme
throughoutThe Prime of Miss Jean Brodimost notably when Sandy exprestigs desire
for something to reject, something that exists @dyan absence until she awakens to the
presence of Calvinism in Edinburgh in general anssNBrodie in particular. When Sandy
comes to identify what she has been looking fog, sgmses its all-encompassing, unspoken
presence in the city and the people, where ‘It péed the place in proportion as it was
unacknowledged’ Jean Brodiep.108). This is the puritanical strain that Spaentifies
as ‘inescapable’, and Sandy finds it in her tedstdgsire to have Rose become Teddy
Lloyd’s lover, and in ‘the excesses of Miss Broidner prime’Jean Brodie p.109).
Sandy’s betrayal of Miss Brodie can be understaotha transition from void to presence;
from a lack of something to reject, to a realisatd its abstract presence — the ethos of
Calvinism — and its concrete reality in the likéd/iiss Brodie, Miss Gaunt and the Kerr
sisters, all ‘with predestination in their smilédean Brodiep.75).

Calvinism functions for Sandy in the same fashtwat the puritanical functions for
Spark in the above quote; it is ‘inescapable, bistis not necessarily a bad thinglt also
reflects the way in which the enlightenment andrtt®nal ethos function for Mary
Shelley; they are something out of which one gravsart of one’s upbringing and

environment, but also something to be discardedirY#ne cases of Sandy, Victor’s

13 Ruth WhittakerThe Faith and Fiction of Muriel Spakondon: Macmillan, 1982), pp.23-24. Whittaker
quotes Spark frorehild Of Light(1951), p.3, and from Muriel Spark, ‘What Imagesti®n’, inMemoirs
of a Modern Scotlanded. by Karl Miller (London: Faber & Faber, 197pp.151-153 (pp.152-153).

14 Spark, ‘What Images Return’, p.153, in Whittak@g82), p.24.
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Monster and Mary, this rejection is never quite ptate. We can see this clearly in
Sandy’s case when she is visited in the convent:

‘The influences of one’s teens are very importesjd the man.

‘Oh yes,’ said Sandy, ‘even if they provide someghio react against.’

‘What was your biggest influence, then, Sister Ha®Was it political, personal?

Was it Calvinism?’

‘Oh no,’ said Sandy. ‘But there was a Miss Jeardiran her prime’.

(Jean Brodiepp. 34-35)

The added irony of this is that the reader willclethe end of the book knowing that the
narrative has undermined Sandy, revealing thatds the religion of Calvin of which
Sandy felt deprived, or rather a specified recagmiof it. She desired this birthright,
something definite to rejectléan Brodiep.108). Yet it is testament to the power of Miss
Brodie that she simultaneously embodies Calvinigenevhile she overshadows it as the
biggest influence in Sister Helena’s teens.

Whittaker goes on to argue that Spark, like Mary 8andy, never quite escapes
the influence of her formative years:

Muriel Spark’s childhood and that of Godwin’s dateghwere no doubt very

different, but the effects on their writing are 8an Mrs Spark points out that

Mary was not able to reconcile the conflict in ledfrbetween the woman and the

writer.'®
This passage draws attention to the act of redatioih, another theme common to both
FrankensteirandThe Prime of Miss Jean BrodiBoth novels ask how the emotional and
the rational are to be reconciled, and what happéren either of these modes of thought
overpowers the other. Whittaker states that Masfi@rtcomings are echoed in Spark’s
writing, and that this centres on the conflictrtiilect and instinct. Whittaker quotes the
following passage from SparkGhild Of Light

| believe the full play of instinct on her imagirat to have been foredoomed. The
passions she portrays most successfully in herls@ave passions of the intellect.

15 Whittaker (1982), p.24.
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Where affairs of love are intended we find affafsentiment, and the closer we
look at her individuals the further do they recedperturbable, into prototypes.
(Child Of Light p.193)
Spark here identifies the quandary at the cofferahkenstein- the conflict of intellect and
instinct and the place of the romantic imaginaticend Whittaker goes on to emphasise
the centrality of these tensions between the etdighent and romantic worldviews. But
perhaps the most important aspect that Whittalkewsliour attention to is the closing part
of the following statement: ‘As | have indicatedydlieve that Muriel Spark, too, has
difficulty in conveying “affairs of love”, in allowng her instinct to influence her
imagination without fear of a disorderly takeov&rThis disorderly takeover is what Spark
rails against. Her work is the definition of thghtily controlled, the restrained, the
compressed. It is exactly the inability to recomtiiese conflicts (between science and
religion, reason and emotion, intellect and ingtitiee self and the community) that Spark
identifies as the reason for the widespread destruof life and happiness in
Frankenstein
However, recent criticism has begun to take naifcghild of Light and to
recognise its value as a critical work Brankensteirand Mary, and as an aid to
understanding Spark’s writing. A useful insightir@park and her relationship with
Shelley and-rankensteiris — ironically, given the repeated dismissiveegatisation of
Child of Lightas biography — Martin Stannard’s 2009 biograph@mdrk. Stannard says
‘Child of Lightis a remarkable book — the first serious attemmpétlaim Mary Shelley’s
writings and influence from her more famous husteebadow™’ He also identifies how
Mary Shelley influenced Spark beyond just the contd her writing, noting that Shelley
‘[slomehow provided a style of existence for thenéte artist against which Muriel might

define herself*® He goes on to state that

18 Whittaker (1982), pp.23-24.
" Martin StannardMuriel Spark: The BiographglL.ondon: Weidenfeld & Nicolson, 2009), p.115.
18 Stannard (2009), p.116.
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The book’s general line of defence is to rebutthies dismissive characterisation
of Mary as a dull and depressive companion foB[PShelley. Muriel cleans off
this sludge of sexist varnish and restores a podfa woman of intellect
Stannard highlights Spark’s refusal to accept éoeived male critical notions that
surround Mary, and her assumed role as the lesseofthe Shelleys’ marriage. He then
identifies the main thread of Spark’s study, reaglthis via an understanding of how both
Percy and Mary attempted to fuse the creative thighreal. He says that ‘[g]reat lovers
like Mary and Shelley are seen to create for edicbrahe means of integration with the
material world and to support each other’s vocatidbRor Spark, the integration of the
artist and the world remains outwith the reach ainvWollstonecraft - Mary’s mother - in
her artistic and emotional life, a struggle thadlenpins Mary’sFrankensteinand which
can be seen running throudékyll and Hydend into Spark’s novel. According to
Stannard, Spark sees this struggle for coherentteeasception of the central struggle in
Frankensteinthat of reason versus passion:
Mary Wollstonecraft in Muriel’s story never achieviais coherence, either with
Godwin or through her work. Both parents are charged as chilly rationalists,
‘drained of passion’. Their daughter’s masterpiécankenstein, or the Modern
Prometheug1818), is represented as an analogue of this tiompbetween reason
and passion, another version of that mid-twentaethtury impasse tangling
Muriel's mind — classical or neo-classical versieMRomantic or surrealist'.
What is crucial here is not only that Stannard &suon the central tension that drives
Frankensteinbut that he acknowledges that Spark was strugglith a worldview that
reflected an updated version of this dichotomy. Gtetemporary dilemmas facing Muriel
were aligned along similar paths to those facingyM&ars before. These similarities are

evident in the style and the themes — beyond theoreand passion binary — that Stannard

notes which are common to both writers. For Stathr@park’s

19 Stannard (2009), p.116.
20 Stannard (2009), p.116.
L Stannard (2009), pp.116-117.
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[a]nalysis of Frankenstein’s technique as ‘thet fiafsa new and hybrid fictional
species’ identifies Mary Shelley as the originatba kind of female Gothic
surrealism of which Muriel herself was to become lilgh priestess [...] this Child
of Light had discovered a plain style in which re@l and fantasy could cohabit: a
voice, a variety of themes (the doppelganger, ¢ketionship between hunter and
hunted, the imbalance of reason and imaginatior) tiae ability to write across
fictional genres which would help Muriel to discoveer distinctive voice*
While the term Gothic surrealism is possibipre relevant to the likes dfot To Disturb
Hothouse By The East RivE973),The ComfortersThe Ballad Of Peckham RYy&960),
Memento MoriThe Driver’'s Seatand many of her short stories, Spark’s invocatibtine
underlying Calvinist presence in Edinburgh’s ‘enmbéeof a dark and terrible salvation
which made the fires of the damned seem very mertiye imagination by contrastiéan
Brodige p. 108), establish a Calvinist Gothic presendgleaher fractured and disjointed
use of time can be read as surrealist rejectianafnology. Nonetheless, Stannard is
accurate in his identification &frankensteirs influences on Spark, and these are evident
throughoutThe Prime of Miss Jean Brodi€he Doppelganger relationship between Victor
and the Monster is reflected in that between JeadiB and Sandy, just as the relationship
between hunter and huntedirankensteiris echoed in Sandy’s betrayal of Miss Brodie,
and in turn in Miss Brodie’s attempts to identifgribetrayer.

As Spark has noted, the wider cultural and intéllaiclandscape at the time of
Frankensteits publication was reflected in the thematic coht#rMary Shelley’s novel.
Despite the time difference, a number of these #srasurface ifhe Prime of Miss Jean
Brodie In her study of Mary Shelley, Spark explains tihat influences of Godwin,

Mary'’s father, and Coleridge, are evident throughHerankensteinShe says that
[the many conversations between Coleridge and Gadwhich Mary had listened
to, were not lost on her. The influential curresitshese two minds — Godwin
representing the scientific empiricism of the poens century, and Coleridge, the

nineteenth century’s imaginative reaction — mevlary’s first novel. Child Of
Light, p.132)

22 Stannard (2009), p.117.
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Here Spark delineates a binary where a rationgnsfic eighteenth-century comes into
contact with an imaginative, emotional nineteerghtary, creating the ‘fusion of the ways
of thought of two epochs’ at the coreFofankensteinChild Of Light p.133). By
corralling the subjects of philosophy, art, andgieh, Spark has Jean Brodie express a
similar delineation between subjects of an emotjaneaginative, and creative nature with
those of scientific empiricism. As wiffrankensteinthe collision of the imagination and
science is central to the scheme of the novel. /s Mrodie bluntly states; ‘Art is greater
than science. Art comes first, and then scientearf Brodiep.25). While there is a
danger in oversimplifying a definition of these gdbs as being collectively synonymous
with ‘imagination’ or ‘emotion’, it is clear for & Brodie that the creative imagination
required in these subjects is placed alongsideiemot a conventional — if reliant on a
somewhat over-simplified definition where imagiatis synonymous with emotion —
demarcation between emotion and reason. Sparkifidation of the binary which
inspired the discussions of Godwin and Coleridderither evident when Jean Brodie says
of Monica that ‘[t]here is very little soul behitkdat mathematical brain, and it may be
that, in a fit of rage against that beauty, trutd goodness which was beyond her grasp,
she turned and betrayed méeén Brodiep.126). The division between ‘soul’ and ‘brain’
is parallel to that outlined by Spark between tlen@ntic and Enlightenment epochs in
Child Of Light This outlines the collective nature of the aetithéhe creative, the
philosophic, the imaginative, and the emotionak:xsting beneath one all-encompassing
definition for Miss Brodie.

Jean Brodie consistently reiterates the importafteose subjects which
correspond to a bias of the Romantic over the Btdigment epochs that also collide in
FrankensteinOn a separate occasion from that mentioned alstveesays: ‘Art and
religion first; then philosophy; lastly science.akls the order of the great subjects of life,
that’s their order of importanceJéan Brodiep.25). Throughout the novel, Jean Brodie

espouses the values and traits of romanticismeasehtral tenets of her teaching. Her
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imaginative faculties are repeatedly utilised as (8B)presents herself as a woman remade
in the image of those lifted from her favourite w®of art. And as Martin Price notes, ‘i]t
is not Eunice (“famous for her sprightly gymnas#egl glamorous swimming”) or Rose
(“famous for sex”) who feels her influence and bees her counterpart; it is Sandy
Stranger, the clever, imaginative oAgThe Romantic imagination ties Sandy and Jean
Brodie together in a relationship that echoes dhatictor Frankenstein and his creation
the Monster. Like the Monster, Sandy rejects thaaity of her mentor, and likewise
rejects her teacher’s attempts to ‘create’ her.

Yet Miss Brodie’s battle for the dominance of inteaion over reason, or the
emotional over the rational, is predominantly fitiShe has already lost Sandy at this point
to the lure of Miss Lockhart and her science clpst,as Gordon Lowther will be lost on
his engagement too. Miss Brodie’s narrow distindiare called into doubt by the girls at
a young age, especially when Sandy encounters IMigishart in her ‘natural setting’; the
science roomJean Brodiep.24). Sandy inverts the notion that the subjiotsured by
Miss Brodie provide freedom; “All the girls in trexience room were doing just as they
liked,” said Sandy, ‘and that's what they were saggul to be doing”Jean Brodiepp.24-

25). For Sandy, the science room not only providesgglamour of the beautiful Miss
Lockhart, but it is the realm where freedom andgimation are encouraged, countering
the prescriptive dogma of Miss Brodie’s supposeddative and imaginative forays into
the arts. ‘The science class is supposed to beifieallowed’ says Sandiean Brodie,
p.25), in stark contrast to Miss Brodie’s dictadbtessons which create the illusion of
artistic creativity and freedom through their sabjmatter, but are in fact her subjective
opinions presented as objective fact. Sandy chggleMiss Brodie’s teaching methods,

aware that the science class provides informattimer than opinions. She says that Miss

2 Martin Price, ‘Splendid by Destructive Egotisnihe New York Time&1 January 1962.
<http://www.nytimes.com/books/97/05/11/reviews/
spark-brodie.html?_r=1&scp=1&sg=splendid%20by%?20desive&st=cse>

[accessed 23 February 2011] (para.5 of 8).
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Brodie is ‘not supposed to give us freedom, shefpsesed to give us lessorEan
Brodie,p.25), identifying at an early age that her teashmethodology and ideological
stances are selling her pupils short.

However, while Sandy reacts to Miss Brodie witlagimative vehemence, the
others find the influence of Miss Brodie much eatiedismiss. Looking back at her
school days from a distance of twenty-eight yeawmice, who has embraced the world of
science and medicine by becoming a nurse and mgreydoctor, sees no danger in Miss
Brodie. She tells her husband that Miss Brodie dsviull of culture. She was an
Edinburgh Festival all on her own [...] But she wasnad. She was as sane as anything.
She knew exactly what she was doing [...] She wasgspinster’ Jean Brodiep.27).
Eunice has felt Miss Brodie’s influence as positaed has ignored Miss Brodie’s
attempts to discourage her pupils in science. Tisesadness, an almost dismissive
rejection of her old teacher as being anythingreototely sinister when she says: ‘She
was just a spinsterJéan Brodiep.27). It is only Sandy who has the insight, the
perception, to see beyond Miss Brodie’s attemptiesa out’ Jean Brodiep.37) the
girls, and to see the danger of Miss Brodie’s apiisno recreate the girls in her own
image.

The opposition of imagination and science retus$oFrankensteirand Mary
Shelley. Having identified the broad definitiontbé differences between the Romantic
and Enlightenment epochs, Spark goes on to anatysehey combine to ruin Victor
Frankenstein by comparing his character to thais€treation, the Monster. Spark states
that ‘Frankenstein’s relationship to the monsteresses itself in the paradox of identity
and conflict — an anticipation of the Jekyll-andegytheme’ Child Of Light p.137). Spark
highlights the dualistic nature of both novels, andoing so, she identifies the romantic
and Scottish literary traditions out of whi¢he Prime of Miss Jean Brod® born. This
‘paradox of identity and conflict’ lies at the heaf both Spark’s and Shelley’s novels. In

The Prime of Miss Jean Brodikis is focused on the relationship between Missli and
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Sandy, but also within the characters themselvelsrdnkensteirthis is also the case, the
interior conflict of both Victor and the Monstemgkd out in the public realm. And as with
the archetype alekyll and Hydgthe characteristics of the creator are evidettten
created. Spark quotes excerpts from the followiagspge fronfFrankenstein
| considered the being whom | had cast among madrd&m endowed with the will
and power to effect purposes of horror, such asi¢eel which he had now done,
nearly in the light of my own vampire, my own spidt loose from the grave, and
forced to destroy all that was dear to niea(kensteinp.74)
Here Frankenstein identifies elements of himselarnate in the Monster. Spark
continues:
We may visualise Frankenstein’s doppelganger orstorfirstly as representing
reason in isolation, since he is the creature aftz®ssional rational effort [...] The
manifest change in Frankenstein’s nature aftectbation of the Monster can be
explained by the part-separation of his intelleotrf his other integral properties
[...] And he admits [...] ‘I allowed myself to be govead by the impulses of the
moment’. Child Of Light p.137)*
Spark sees the Monster as the culmination of V&wrientific pursuits, the reasoning,
rational part of his personality finding expressibor Spark these ‘other integral
properties’ are his emotional faculties, thoseppasition to — or rather, those required to
maintain a level of equilibrium with — his ratiored scientific impulses. The pursuit of
scientific achievement leads to the creation ofMlumster, but it is the ‘part-separation’ of
his rational from his emotional side following thlonster’s creation that brings about the
novel’s central conflict. Spark continues:
After the Monster’s “birth”, then, Frankensteinaiglisintegrated being — an
embodiment of emotion and also of imagination mimtsllect. When, in his final
reflections, Frankenstein realises that it wasahwtys so, and exclaims, ‘My
imagination was vivid, yet my powers of analysisl application were intense; by
the union of these qualities | conceived the idehexecuted the creation of a

man’, he reminds us of those eighteenth-centuryuges (the story of Frankenstein
is set in that century) whose too-perfect balariageaginative and rational

%4 Spark quotes frorrankensteinp.148.
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faculties did in fact so often disintegrate andmsttely destroy themQhild Of

Light, pp.137-138%

It is in Frankenstein’s reaction to the Monsteitstfbreath of life that he disintegrates, and
abandons not only the Monster, but the rational @fanis nature required to maintain a
cohesive and balanced identity. For Spark, emai@himagination without intellect are
the cause of Frankenstein’s downfall, and it isasgible not to think of Miss Brodie in
these terms, and to see deepening parallels irelaionship with Sandy and that between
Victor Frankenstein and his creation the Monstexsiiite her oft-repeated claims that she
is in her prime, Jean Brodie has no such geniugtooh to blame her over-reliance on the
emotional and imaginative aspects of her persgndiather it is the over-Romanticising
of her experiences and her exaggerated romanfifastlioning that result in the
imbalance of the ‘imaginative and rational facti@Child Of Light p.138) that ultimately
destroys her.

Throughout Spark’s novel, Miss Brodie rails agaslsattempts to suppress the
artistic temperament or to place the rational alibeamaginative. Faced with a sign
stating ‘safety first’, Miss Brodie informs the Igithat ‘[s]afety does not come first.
Goodness, Truth and Beauty come first. Follow ndleaf Brodiep.10). Given her
penchant for Mussolini and his fascist leanings,ihgtruction to ‘follow me’, implies
more than a straightforward physical instructioméo class. It hints at her Messianic
tendencies, her belief in her own influence anéxaggeration of her power in line with
her political leanings. Spark consistently ironiséiss Brodie in this way, allowing the
latter to reveal her true nature and to portragdiéas a version of ‘those eighteenth-
century geniuses [...] whose too-perfect balancenaiginative and rational faculties did in
fact so often disintegrate and ultimately desttwnt’(Child Of Light p.138). This
imbalance is evident when Miss Mackay states @atttire cannot compensate for lack of

hard knowledge’Jean Brodiep.66), a thinly veiled attack on Miss Brodie’sadbhimg.

% Spark quotes frorfrankensteinp.148.
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That Miss Brodie does not teach ‘hard knowledgeéigealed early in the novel: ‘All of
the Brodie set, save one, counted on its fingerbaa Miss Brodie, with accurate results,
more or less’Jean Brodiep.6).

This division of culture and hard knowledge, or gimation and intellect, reflects
the dichotomy outlined by Spark at the outse€biid Of Light where ‘Reason had not yet
given way to feeling’, and ‘the scientific empigan of the previous century’ had yet to
give way to ‘the nineteenth century’s imaginatieaction’ Child Of Light pp.9, 132).

The scope of this ongoing battle between theseati$p sets of ideologies is outlined by
Spark in the following passage:
As Frankenstein clashed with his Monster, so diddireligious beliefs with
science: so did imaginative and emotional subsstfor religion, with scientific
rationalism; so did the intuitive and lush passiohthe new era, with the
dialectical, material and succinct passions ofdigateenth century.
(Child Of Light pp.138-139)
Jean Brodie encapsulates these clashes in heic'laect undisciplined enthusiasnisHer
fascination with Italian and Renaissance art ic@yahe kind of imaginative and
emotional substitute for religion that Spark idBes in Frankensteinher attempts to
mould the girls exactly the kind of solipsisticfdeélief that drives Victor Frankenstein.

The subject of whether Miss Brodie is to be viewsith sympathy or scorn is
reflected in the debate between Mary and Percyl&Sheith regards to Victor. Spark
states that Percy Shelley, Mary’s husband,

would see Frankenstein, in his role of creatothasperpetrator of human misery

and therefore an object of hatred. And, Mary adtieds the sufferer from human

misery and therefore an object of pity. But, sl®added, he is an amoral product
of nature, on whom no responsibility can be attdch®vards whom no passion

can logically be entertained [...] these questioysical of the Romantic outlook,
form the moral spirit of her novelChild Of Light p.139)

% price (1962), (para., 4 of 8) [accessed 23 Fepr2ai1].
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In positing a parallel between Miss Brodie and diiderankenstein, these questions
become pertinent to Spark’s novel and its centraracter. Is Miss Brodie, in her role as a
manipulator of her girls’ personalities, to be vezhas ‘the perpetrator of human misery
and therefore an object of hatre@hild Of Light p.139), or as an object of pity who
suffers from human misery? As David Lodge corresttes, ‘the answer to the question,
‘Should we approve or disapprove of Miss Brodis?*Both”.?” She is ‘an amoral product
of nature, on whom no passion can be logicallyresiteed’ (Child Of Light p.139), albeit
a product of her own nature. Her attempt to makseRnd Teddy Lloyd lovers is evidence
enough of a dangerous, controlling streak, butherplicity in Joyce-Emily’s death on
the way to the Spanish Civil War is damning. Shaaisgerous. Yet she undoubtedly
suffers, often because of herself. She loses Gdrdwather to Miss Lockhart the science
teacher, and she falls in love with the marrieddyeldoyd precisely because he is
unattainable, allowing her to play out her coultlyer role.

The danger of imagination and rationality becomimbalanced lies at the core of
FrankensteirmndThe Prime of Miss Jean Brodi8park’s words are echoed by Flannery
O’Connor, who depicts the importance of maintairenigalance between the two, even for
the artist:

St. Thomas called art “reason in making.” This ie&y cold and very beautiful

definition, and if it is unpopular today, this isdause reason has lost ground

among us. As grace and nature have been sepasatdagination and reason
have been separated, and this always means an and The artist uses his reason
to discover an answering reason in everything be?ée
This separation between imagination and reasdreisause of the downfall of both Victor
Frankenstein and Jean Brodie. Spark alerts usetddahgers of Romanticism and the
unconstrained imagination. But Spark does not @narice an outright rejection of all

things Romantic, instead this is a warning thahwiitt reason, the solipsistic tendencies of

27 Lodge (1971), p.129.
28 O0'Connor (1979), p.82.
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an unchecked Romantic sensibility will mean ‘an &mdrt’?° and in this case, an end to

Miss Brodie.

29 O0’Connor (1979), p.82.
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Chapter 3 — Mocking the Stupendous Mechanism of the
Creator: Calvinism, Solipsism, and the Author/God
Analogy

In her ‘Author’s Introduction to the Standard Nav&dition’ of Frankensteirin 1831,
Mary Shelley takes the opportunity of a secondtptn to illuminate the reader on the
circumstances surrounding the novel’'s conceptind,ia doing so, she implies a
comparison between her own act of artistic creadin that of Victor Frankenstein. She
says: ‘And now, once again, | bid my hideous prgggm forth and prosper. | have an
affection for it, for it was the offspring of happhays’ Frankensteinp.10). The double
meaning is deliberate; her ‘hideous progeny’ isrttenster of the tale, but also the tale
itself, having taken on a life of its own followirig first publication in 1818 and now, re-
edited with minor alterations, about to re-embarkte journey from writer to reader.

Shelley’s use of ‘progeny’ and ‘offspring’ also neskclear the theme of birth,
creation, and formation that runs througtankensteinShe draws particular attention to
the consequences of attempting such an act ofi@neatating that ‘supremely frightful
would be the effect of any human endeavour to ntbekstupendous mechanism of the
Creator of the world’Frankensteinp.9). Implicit in this statement, just as in nrds
regarding her ‘hideous progeny’, is the awarenés$iseosimilarity between Victor's
actions, her own act of creating fiction, and thiechanism of the CreatoFankenstein
p.9). While the comment is with regard to Victoddnis scientific attempts to create life,
Shelley also implies the analogy between God attibauand the dangers and
responsibilities inherent in undertaking or immatisuch a task of creation.

At its coreFrankensteirinterrogates the ethical, philosophical and thgiclal
results of just such actions, and these concemalao central tdhe Prime of Miss Jean
Brodie Of particular note is the similarity between \icErankenstein and Jean Brodie,
and the ways in which both attempt to create oftvelngether through science or

manipulation. For many observers, this urge to ateuhe role of God or creator has its
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source in the elevation of the self common to BRwmanticism and Calvinism. Lascelles
Abercrombie says that romanticism ‘takes its masia@us form in egoisnt,and Don
Cupitt also notes a post-romantic move towardséte

In the modern age the old objective order of tessseReason has disappeared, and
there has been a turn to subjectivity. This haatettan insatiable demand for
stories of selfhood. Since about the time of thenRatic Movement old-style
Philosophy and theology have got weaker and we#kstead, the fictioneers [...]
have come to dominate the cultédre.
Cupitt’s analysis delineates the binaries of reaswhsubjectivity, encapsulating a move
from an outward — to an inward — looking tenderecynove from theology and philosophy
to fiction. Spark acknowledges this distinction whehe says ‘I don’t claim my novels are
truth — | claim that they are fiction, out of whiahkind of truth emergeé’'Here Spark
makes it clear that her fiction is no attempt tbstitute for the type of theological and
philosophical writing that Cupitt mentions, noiiti& challenge to scripture or Catholic
theology, although it is often concerned with dltteese. Indeed, it is Jean Brodie’s
tendency to Romantic fictionalising and Calvinig&lf-absolution that the novel attacks,
and it is against the very post-Romantic selfhobéctv Cupitt identifies that Spark is
reacting. Returning to Francis Russell Hart's wardthe introduction above, we see him
identifying this elevation of the self in Sparkfalse individualists’, characters whose
behaviours defy their collectivity by various formsabsurd self-assertion,
romantic, anarchic, antinomian. The theologian nsestthese self-assertions as
diabolical forgeries of true individuality, whichk found only through the self-
surrender of the orthodox Christian.

This elevation of the self is at the centre of fsdfictional concerns, where ‘[s]he sees

the cult of character-worship as an anarchy geeéiay the Romantic egoism that grew

! Abercrombie (1963), p.103.

2 Don Cupitt,What is a StoryPLondon: SCM Press Ltd, 1991), p.xi.
% Kermode (1992), p.30.

* Hart (1978), p.303.
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from Calvinism’? It is, however, crucial to note the distinctiomatlart makes between
these ‘forms of absurd self-assertion’, and thokelwinvolve ‘self-surrender’, but which
are necessary to ‘true individualityThis ‘true individuality” is found only for Spark, and
possibly Sandy, within the framework of Catholicidinis not found without its own
struggles, and this central point is the focusheffiresent chapter.

It is this emphasis on the self, born from the rams of Romanticism and
Calvinism, which come under scrutiny in Spark’s elpthe self which — as Mary Shelley
warns above — attempts to play God with the liviestloers. Of all the Romantic thinkers,
it is Samuel Taylor Coleridge who makes perhapsihst direct link between the creative
imagination of the author and God. He says

My Opinion is this [...] that | believe the Soulkfive hundred Sir Isaac Newtons

would go to the making up of a Shakspere or a Mi[ta] Mind in his system is

always passive — a lazy Looker-on on an external® the mind be not
passive, if it be indeed made in God's Image, hattbo in the sublimest sense —
the image of the Creator — there is ground for isimp, that any system built on
the passiveness of the mind must be false, asensys
The rational, reasoning, scientific mind is dismags$®y Coleridge as passive, merely an
observer. It is the active, imagining, creating dninat most resembles God, and if we are
made in God’s image, then it is through attemptongganscend the tangible and imagine
what lies beyond, that we achieve this sublimityisftransfigurational process is in large
part the basis for the Romantic ethos ‘in whicheoty are charged with a significance
beyond their physical qualitieswhich as previously noted, is a central them€ha
Prime of Miss Jean Brodidt is evident from Coleridge’s words that it isaugh engaging

with one’s Romantic imagination that the mind of thriter most resembles that of God.

For Spark this is where Romantic ideas about ttie@ser-reach themselves, and react

® Hart (1978), p.303.

® Hart (1978), p.303.

" Hart (1978), p.303.

8 samuel Taylor Coleridge, Letter to Thomas PodseMarch 1801. IMThe Collected Letters of Samuel
Taylor Coleridge, Volume II, 1801-1806d. by Earl Leslie Griggs (Oxford: Clarendon Brd$965),
p.709.

° Abrams (1985), p.115.
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with the self-absolution of Calvinism to create sudipsism that she interrogatesTine
Prime of Miss Jean Brodie

As noted in the introduction, Margery Palmer Mc@al identifies the manner in
which both the thematic content and the narratinecture ofThe Prime of Miss Jean
Brodieare also concerned with the analogy between aatbGod, stating that

[tlhere are in fact two Calvinist God-authorsTline Prime of Miss Jean Brodie

Spark herself, manipulating fictional form, makipatterns with facts, showing us

how she creates and controls her characters, #duem to the end she has

predestined; and her creation, Miss Jean Brodie, attempts to predetermine the
lives her chosen girls will lead’.
Here McCulloch envisions two distinct, and arguatdyably Calvinist — in their shared
proclivity to predetermine — author-Gods in Spanil dean Brodie, just &ankenstein
has Mary as the author-God who constructs the stadyall the characters and actions
within, and Victor playing God in his constructiohthe Monster.

McCulloch here conflates the narrator with the autbr rather the narrative
structure with Spark herself, despite there betrang evidence to suggest that both the
narrative voice and the structure of the novel Haaen specifically chosen by Spark to
explore the analogy between an expressly Calvizst and the creation of fiction. Spark
discusses this in terms of the distance betweenadhrator and the author, stating that

[w]ith a novel, you know the dialogue. It belongseilach character. But the

narrative part — first or third person — belongs ttharacter as well. | have to

decide what the author of the narrative is liks. iiibt me, it's a charactét.
Spark is still the overseeing author-God, but Istiee makes a clear distinction by adding
yet another layer to thenalogy. She gives responsibility for her charactera narrator

who is not her, but a character whose narrativienigicie is structured in such a way as to

9 McCulloch (1999), p.94.

1 Muriel Spark, ‘My Conversion’, iiCritical Essays on Muriel Sparled. by Joseph Hynes (New York: G.
K. Hall, 1992), pp. 24-28. Excerpted and reprirftedn Twentieth Centuryl70 (1961): 58-63. Subsequent
references will be dated ‘(1992)b’.
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embody yet interrogate the concept of a Calvinst-@uthor. With regards tbhe Prime
of Miss Jean Brodigve should therefore delineate between Spark &a®a@od, the
narrator as (the character of a) Calvinist narr&tod, and Miss Brodie as Calvinist
character-God.

It is Spark’s use of prolepsis and analepsis thtaily setsThe Prime of Miss Jean
Brodie apart from the majority of realist fiction and idtethe reader to the particular nature
of the author-God analogy at work. While the omieistauthorial position of the writer of
any novel can be considered analogous with Go@hePrime of Miss Jean Brodike
narrator does not deliberately withhold the outcdrom the reader for the sake of
suspense, but rather draws the reader into a pethagpilling collusion by giving away
outcomes through the uses of flash-forward andhflask.

The first notable example is when the death of MAaggregor is revealed. Having
been asked by Miss Brodie “"What was | saying?”aiM[...] who, at the age of twenty-
three, lost her life in a hotel fire, ventured, 1@en™ (Jean Brodiep.14). The emphasis is
placed on her answer to the question, while Madgath is dismissed as an aside,
relegated as secondary to Miss Brodie’s questiohvdrether or not Mary has been paying
attention. The effect is disconcerting, a suddeeletion that the reader will be privy to
the lives of the characters in a way that the attara themselves will not. Not only is this
unsettling from a philosophical or ethical perspect we do not expect to continue
reading about a character whose death has alresmtyrbvealed, or to know this before
they do — but from a narrative perspective it trgdimne and chronology into a confusing
state where it is difficult to identify the presemhis is best explained by David Lodge,
who states

We are not, as readers, situated in the adult b¥¢ise Brodie set, looking back

with mixed emotions on their school-days; ratherane situated with them in their

schooldays, but able to look forward occasionaythey cannot, at what is to
happen to them latét.

12 odge (1971), p.126.
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It is this ability to see forward in a mode comgmeao predestination that perhaps best
superimposes a Calvinistic tenor to the narraavel the manner in which it focuses on
‘the moral dynamic of the action rather than sintplg action itself*?

Spark also uses verbal patterning in the repetdfamumerous phrases throughout
the novel to enhance the sense of the characterg toapped within a predetermined
framework. We see this immediately following theealing of Mary’s death when Sandy
and Jenny absorb and repeat with innocent ironytrels of the narrator. Scolding the
hapless Mary for spilling ink on the floor — witl evidence whatsoever that she was
responsible — Miss Brodie says ‘I've never comessisuch a clumsy girlJéan Brodie
p.16). The narrator then informs us that ‘Theseavike days that Mary Macgregor, on
looking back, found to be the happiest days oflifer(Jean Brodiep.16). The other girls
have also been told that this is the case, agdemeivin the following passage:

‘You know,” Sandy said, ‘these are supposed tchkehppiest days of our lives,’

‘Yes, they are always saying that,” Jenny saide\bay, make the most of your

schooldays because you never know what lies ahfegalib (Jean Brodiep.16)

The irony is that the reader soon knows exactlytwba ahead of them, as the narrative
reveals the outcome of various aspects of the cteta lives throughout the novel. This is
the narrator, just like Miss Brodie, as the ‘GodCaflvin’ who ‘sees the beginning and the
end’ (Jean Brodiep.120), with the reader witness to the girl's aggntly predestined
outcomes, trapped in awkward collusion and foreecoinsider whether or not the girl's
actions have any bearing upon their eventual outsoimhis awkwardness is encapsulated
by David Lodge, who says that

[tlhe prophetic glimpses of the future fate of bkaracters [...] do not serve the
purpose of pat moralism or a reassuring providepégern. They unsettle, rather

13 Carruthers (1997), p.519.
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than confirm, the reader’s ongoing interpretatibewents, constantly readjusting
the points of emphasis and the principles of suspanthe narrativ&.

So while the narrative disjunction resembles thetriiee of Calvinism, it is, as Lodge
attests, the disconcerting effect that this hatherreader that is the central point. In
attempting to decode the narrative method, theereigcconsistently required to question
why they are being made aware of important plob{soiFor Lodge this is in itself such an
unusual situation for the reader that it challertheg understanding of the novel’s ‘points
of emphasis® Lodge is correct in noting that the narrative stuee does not provide ‘a
reassuring providential patterfi’but Spark does employ a system of patterned pigasi
like a musical refrain — throughout the novel, whis closely tied to her choice of
narrative structure and tone, a topic to which halgeturn below.
The central plot aspects of the story are initidisclosed in a flash-forward early
in the novel:
It was twenty-eight years after Eunice did thetsph Miss Brodie’s flat that she,
who had become a nurse and married a doctor, séidrthusband one evening [...]
‘Her retirement was rather a tragedy, she was tbtoeetire before time [...]
There’s a long story attached to Miss Brodie'sregtient. She was betrayed by one
of her own girls, we were called the Brodie setever found out which one
betrayed her’.Jean Brodie pp.26-27)
Eunice makes clear that Miss Brodie’s influencerdkie girls may have been powerful in
their youth, hence the tragedy, but by this pairthieir adult lives, Miss Brodie is
inconsequential; ‘She was just a spinsté€an Brodiep.27) says Eunice. This is one of
many passages that reveal what will happen inthed, but as Lodge has observed, the
most effective consequences of the fractured tiam@é come with the disorientation it
causes, and the questions it poses the readedimegaause and effect. Shortly after the
passage above, where Eunice reveals Miss Brodetrayal, we hear Miss Brodie say ‘I

do not think ever to be betrayede@n Brodiep.39). Here again, knowing what she does

1 | odge (1971), p.121.
15 Lodge (1971), p.121.
1 Lodge (1971), p.121.
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not, the reader is inclined to feel sympathy fos$/Brodie, who is unaware that what she
fears will come to pass. Yet Miss Brodie seems angkd, unwilling to learn from any of
the setbacks that occur. When she says of the masster Gordon Lowther, ‘If | wished |
could marry him tomorrow’Jean Brodiep.113), she is immediately undermined, as we
learn that ‘The morning after this saying, the e@yaent of Gordon Lowther to Miss
Lockhart, the science teacher, was announckdin{ Brodiep.113). Miss Brodie is
‘greatly taken aback'Jean Brodiep.113), but her belief that ‘God was on her side
whatever her courseJéan Brodiep.85) means that she has no reason for intrdspeat
self-examination. This is evident when Miss Brodibétrayer is revealed, not even half-
way through the novel; ‘It is seven years, thouggndy, since | betrayed this tiresome
woman’ Jean Brodiep.60). The passage ends with a simile that piyfeaptures the
absurdity of Miss Brodie’s stance, and the antireonbelief in the elect, whose actions
have no bearing on their assured place in heavers&¥' Sandy, ‘looking at the hills as if
to see there the first and unbetrayable Miss Braddfferent to criticism as a cragl¢an
Brodie p.60).

Yet it is this surety that is the contradictiortitad core of the antinomian creed.
Enacted within the narrative is the embodimentef€alvinist ‘belief that God had
planned for practically everybody before they wieoen a nasty surprise when they died’
(Jean Brodiep.108). Miss Brodie’s demise is not her deatls fer betrayal and forced
retirement that symbolise her death. Her sensemqigse and determination in the way she
teaches according to her singular educational agehd selection of her own personally
chosen elect — the set — and her lack of a ‘sefniggpocrisy in worship while at the same
time she went to bed with the singing mastéean Brodie p.85), sets her up for exactly
this kind of ‘nasty surprisgJean Brodiep.108). It is her Romantic individualism,
bolstered through her ‘struggles with the authesitbon account of her educational system’
(Jean Brodiep.112), and her ‘actions [which] were outside ¢batext of right and wrong’

(Jean Brodiep.86), that have implanted in her the ‘erronesersse of joy and salvation’
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(Jean Brodiep.109) so that her ‘surprise at the end mighhkenastier’ Jean Brodie
p.109). What makes it all the more disquietindhet tagain we know of it before she does.

This is not however, performed out of cruelty te tharacters — although the
treatment of Mary is just this — but to illustralte narrator’'s resemblance to the Calvinist-
God ‘who sees the beginning and the eddafy Brodiep.120). As discussed above, the
narrator is not Spark, but a character createdpayk3to function as analogous to a
Calvinist God.Spark therefore enacts the Calvinist elementsshatirising through her
narrator.Consequently we are witness to Miss Brodie’s syislad¢ath because this occurs
within the novel’s framework under the Calvinist-dGoarrator’s vision. As Spark does not
believe Calvinism to be the true form of Christtgnthe narrator’s Calvinist universe can
only exist in the world of fiction; there is no @ilsility that it can exist beyond it. Sandy’s
fate remains unclear, but as she is an embodinid¢hé onystery of the true — as Spark
sees it — Catholic faith, Miss Brodie’s story eadshe Calvinistic narration has come to
its conclusion, while Sandy’s fate remains beydregarameters of the narrator’s vision
and control.

In addition to the use of disrupted linearity, Jpalso uses verbal patterning
alongside modulation of tone and register to ithust the Calvinistic omnipresence that
permeates the Edinburgh Diie Prime of Miss Jean Brodi€hroughout the novel we
encounter patterns of verbal repetition, for exaniiss Brodie’s ‘I am in my prime’

(Jean Brodiep.10) and ‘créeme de la creme’ mantrdsah Brodiep.14), the girls’
‘happiest days of our livesJéan Brodiep.16), and ‘the economy of Teddy Lloyd’s
method’ Jean Brodiep.101). However, it is the depiction of Mary Magegor and the
rendering of her death that stand out for a nurobegasons. This is our introduction to
her; ‘Along came Mary Macgregor, the last membethefset, whose fame rested on her
being a silent lump, a nobody whom everybody cduldane’ Jean Brodiep.8). The next
passage regarding Mary is similar in tone and laggu‘Mary sat lump-like and too stupid

to invent something. She was too stupid ever tatbé; she didn’t know how to cover up’
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(Jean Brodiep.11). The recurrence of the pejoratives ‘stupiati ‘lump’ set the tone for
the rest of the novel, where Mary’s apparent faaliesrepeatedly highlighted by the other
characters and the narrator, and where her inahiliie is seen as a flawler role is that
of a scapegoat for the ‘elect’ girls to blame iderthat they and Miss Brodie remain
absolved by comparison.

We learn of Mary’s death at the close of the futsapter, in a passage of what is
now becoming a pattern:

Mary Macgregor, lumpy, with merely two eyes, a nasd a mouth like a

snowman, who was later famous for being stupidaways to blame and who, at

the age of twenty-three, lost her life in a hoted,fventured, ‘Golden’.

(Jean Brodiepp.13-14)

The use of ‘merely’ dehumanises her, while theaiafof ‘stupid’ and — in this case —
‘lumpy’ intensify the negative depiction of Mary proportion to the reader’s now growing
sympathy. It is worth noting the distinction heetveen the reporting of what are
judgements by characters in the novel — ‘famouséing stupid’ — and ‘lumpy’, which is
unflagged, in other words the narrator’'s own judgatnAlso notable is the casual,
throwaway reference to Mary’s death, embeddediasaitnongst another disparaging
description of her physiognomy and lack of inteilécrenders her death as
inconsequential, a notion that is exacerbatedemtxt reference:

Back and forth along the corridors ran Mary Macgreghrough the thickening

smoke. She ran one way; then, turning, the othgr asad at either end the blast

furnace of the fire met her [...] She ran into sbody on her third turn, stumbled

and died. Jean Brodiep.15)
We are struck here by the matter-of-fact tonegivent is again presented in a detached
and observational manner. Employing the techniquedal patterning, the narrator then
introduces the recurring phrase ‘hither and thithé&gan Brodiep.28); “Sandy won't talk

to me,” said Mary who later, in that hotel firenraither and thither till she diedJ€an
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Brodig p.28). The phrase is repeated again when Many@ved in an incident in the
science class:

Mary Macgregor took fright and ran along a singled between two benches, met

with a white flame, and ran back to meet anothiidnt tongue of fire. Hither and

thither she ran in panic between the benches simgilwas caught and induced to

calm down’. Jean Brodiep.76)
The register of the idiomatic ‘Hither and thithes’elevated, but the repetition of the ‘th’
phoneme gives the phrase a hint of the comic, wigislen the context, comes off as
mocking. The close proximity of the similar sourgisyllables echoes the repetition of
Mary’s death throughout the novel, while the phiagengue-twisting assonance and
feminine rhyme mimic the tongues of fire that tomh®lary in the classroom and the
hotel.

The use of ‘Hither and thither’ here is tonally émsistent; a grand, archaic phrase
which stands out amongst the passage’s mattereobfsservational tone. This is evident if
we consider this passage but replace ‘Hither anigethh with, for example, ‘back and
forth’ — as used in the first passage on pageefiitd he tone and register are now
consistent throughout; emotionally restrained, wByaark herself refers to as ‘realistic
reportage’ Child of Light p.142). But as James Wood observes, it is theutatdn of
tone and register which serves to create a nagrétist is animated, lifelike. He says ‘[i]t is
partly by shifts in register that we gain a serfsg louman voice speaking to us — Austen’s,
Spark’s, Roth’s™" The shift in register of ‘Hither and thither’ ctea this sense of the
narrator’s voice as human, as a character, witlntigidual agency and capacity for
cruelty that this entails clearly evident.

The first use of the phrase is in relation to Margéath, while the second is the
description of her panic in the science room. Tdier&e room incident resembles and

clearly foreshadows her death, but ironically cordésr her death in the novel. This

17 James WoodHow Fiction WorkgLondon: Jonathan Cape, 2008), p.150.
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retrospective foreshadowing is a particularly irigas technique for unsettling the reader
whilst intensifying the sense that Mary’s fateasled, that cause and effect have been
dissociated, and Mary'’s hellish demise has beevitatde from her birth. The ‘Hither and
thither’ motif acts as a musical refrain, re-emeggihroughout the novel to remind us that
Mary’s future has been predetermined, that inc¢hise the meek shall not inherit the earth.
This is further reinforced when her death andtisralant phrase is repeated near the end
of the novel: ‘She heard again from Miss Brodi¢hattime of Mary Macgregor’s death,
when the girl ran hither and thither in the hoted find was trapped by itJléan Brodie
pp.126-127). Here again the narrator’s repetitibither and thither’ seems gratuitous,
an unnecessary addition to the repeated refererfver tdeath. However, in its verbal
patterning of mocking cruelty, it serves to illagt that no matter which direction Mary
chooses to run, she cannot escape her predestiteedtfalso underlines the absurdity of
the Calvinist or antinomian creed, where Mary, wdimnocent, naive and honest, is
symbolically damned irrespective of her actions.

Yet some observers still see the narrator as abgeot uncommitted. Isobel
Murray and Bob Tait note thatliss Jean Brodiseems to have two narrative centres, the
developing consciousness of Sandy Stranger, aniddaperson narrator who is apparently
uncommitted and factuaf.lt is true that Sandy is the only character whgiven any
interiority in the narrative, but the narrator @ from uncommitted. The treatment of Mary
shows a narrator who is committed to a subjectersgective, one which corresponds to a
Calvinist God who has created people knowing they tare doomed to hell irrespective of
their actions while on earth. All of this must legarded however, in relation to Spark’s
previous comments where she states: ‘| have taldeghat the author of the narrative is
like. It's not me, it's a charactet’.We may find the narrative treatment of Mary

unpleasant, but it is essential that we see ttierdiice between the narrator and Spark

18 |sobel Murray and Bob Taif,en Modern Scottish Novelaberdeen: Aberdeen University Press, 1984),
p.101.
19 Spark, ‘My Conversion’, p.27.
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herself. Consequently, we understand that Sparkdermining the narrative voice and the
narrative structure; a world where doing good ok leas no bearing on one’s outcome is
one entirely at odds with Spark’s Catholic faith.

Spark’s interest in Calvinism can also be undesioderms of both her
Edinburgh setting and the Scottish literary traditiSandy focuses on the particularly local
version of religious fundamentalism peculiar toriirgh:
Fully to savour her position, Sandy would go arshdtoutside St Giles Cathedral
or the Tolbooth, and contemplate these emblemdaflaand terrible salvation
which made the fires of the damned seem very ntertlye imagination by
contrast, and much preferable [...] All she wasscawus of now was that some
guality of life peculiar to Edinburgh and nowhetseechad been going on
unbeknown to her all the time, and however undekaré might be, she felt
deprived of it; however undesirable, she desirddchtow what it was, and to cease
to be protected from it by enlightened peopleah Brodiep.108)
For Sandy, the dark emblems of Calvinism represehonly the city’s underlying
religious foundation, which ‘pervaded the placg@iaportion as it was unacknowledged’
(Jean Brodiep.108) but the unifying presence among its peofiteoughout the novel
there are numerous assertions and inferences nb&din’'s dualistic character, indeed it is
one of the novel’s central concerns, but for Sahége are negated by Calvinism’s all-
encompassing weight. She visits Edinburgh’s ‘fodeid quarters’Jean Brodiep.109) for
the first time, and ‘comparing their faces with faees from Morningside and Merchiston,
she saw, with stabs of new and exciting guilt, thate was not much differencde@an
Brodig p.109). For Sandy, the City’s religious foundati®e democratic in its inclusive and
judgemental vision; the rich and the poor are dyul likely to feel its wrath, unless, like
Jean Brodie, one is a member of the elect.
Sandy is fascinated by Calvinism’s pervasive uksp@resence, indeed she comes
to feel ‘deprived of it’ Jean Brodiep.108). We can see her maturing as she seeks to

escape from the protection of those around hérate the freedom to rebel. This is

evident in the following passage: ‘It was the rigligof Calvin of which Sandy felt
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deprived, or rather a specific recognition of tieRlesired this birthright; something
definite to reject’ Jean Brodiep.108). Sandy’s initial excitement at this newsxid
presence in her life is challenged when it movemfthe abstract to the real, in the form of
Miss Brodie’s machinations of Rose and Teddy Llo¥k are told ‘there was nothing new
in the idea, it was the reality that was nedeégn Brodiep.119). It is at this point that
Sandy rejects Miss Brodie and her Calvinist ide@sgAlan Massie states that Sandy has
‘used Miss Brodie to free herself of [...] the bdawy weight of Calvinism that has
oppressed her childhood’, but this is clearly ihettase, as it is the absence of Calvinism
that has burdened Sandy’s childhdbBrom the passages above it is clear that Sandy has
found much in Calvinism to excite and fascinate hed it is in this respect that it begins
to fit the novel’s pattern of duality and bilaterabvement. She is attracted to, and then
rejects Calvinism. She retrospectively admits Mass Brodie’s Calvinistic ‘defective
sense of self-criticism had not been without itséfeent and enlarging effectslgan
Brodie p.86), and at the point of entering the CathGlurch we are told ‘[s]he was more
fuming, now, with Christian morals, than John Krigdean Brodiep.125). It is also
possible that Miss Brodie may have provided addedritive for Sandy to contemplate her
religious beliefs. It is worth considering the tidling exchange:

‘You have got insight, perhaps not spiritual, baotiye a deep one, and Rose has

got instinct, Rose has got instinct,’
‘Perhaps not quite spiritual,” said Sandjedn Brodiep.107)

Initially this exchange seems to convey that Saadagplying to Miss Brodie that Rose,
just as Miss Brodie has evaluated Sandy, is ‘peximayp spiritual’. However, it is also
possible to read Sandy’s reiteration of Miss Brsdjedgement as a stunned, offended
repetition, and not an observation on Rose. Thagghs the tone of the conversation

entirely. With her interest piqued by her Calvirgatroundings in Edinburgh, Sandy now

20 Massie (1984), p.103.
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looks to her own sense of spirituality, provoked\Migs Brodie’s slight on her lack
thereof. On hearing the news that Sandy has beeam@, Miss Brodie reacts by saying
‘Do you think she has done this to annoy mdeag Brodie p.63). This comment
highlights how far Miss Brodie’s ego and overblogense of self have spun out of control;
it would be outlandish to think that a person wdoédwilling to convert and join a
religious order simply to spite another. Yet in #iesurd world that Spark depicts, and in
the context of Sandy and Miss Brodie’s relationsthgs is neither as strange as one might
initially think, nor is it beyond the realms of ilsility.

It is not only the unique Calvinistic atmosphédrattstands out in the depiction of
Edinburgh. As noted in the introduction, Miss Bedraws attention to her own ancestry:
| am a descendant, do not forget, of Willie Brodienan of substance, a cabinet
maker and designer of gibbets, a member of the Te@aumcil of Edinburgh [...]
Eventually he was a wanted man for having robbecEtkcise Office — not that he
needed the money, he was a night burglar onlyhi@isake of the danger in it.
(Jean Brodiep.88)
This passage represents the confluence of a nushifee central themes and concerns of
the novel. Willie Brodie is better known as Dea®&odie who, as Miss Brodie’s
comments attest, led a life of noted polaritiessgeetable City Councillor by day and
criminal by night, the reference to Deacon Brodieapsulates the themes of duality and
fractured identity that the novel interrogates. $&e this in the relationship between Miss
Brodie and Sandy, where Miss Brodie’s attemptsiinénce the girls are both positive
and negative, broadening yet reductive. As AlardBoghlights, the mention of Deacon
Brodie is part of a pattern of references to Ssoftiiterary antecedents throughout the
novel. Bold identifies Deacon Brodie as the ingmrafor the ‘original of Stevenson’s
dualistic Dr Jekyll?* a cross-reference which resonates through Spadvsl with its

exploration of the Scottish dualistic psyche arelttteme of double-ness that runs

throughout.

1 Bold (1986), p.64.
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Duality, the double, antithesis, religious fanamiand the split psyche are not only
present in such works ate Prime of Miss Jean Brodligekyll and Hyd€1886) and
Hogg’s The Private Memoirs and Confessions of a Justiiether(1824), but in a host of
works in the Scottish literary tradition. It is pisle to perceive Spark’s novel within the
trajectory that G. Gregory Smith identifies as ‘thaledonian anti-syzygy’; where
‘antithesis of the real and the fantastic [...] fhelar twins’ of the Scottish Musé’,are
signifiers of a wider Scottish psyche. Howevewauld be wrong to see it solely in these
terms. Spark undoubtedly draws upon the Scottishaliy tradition, using Burns as an
exemplar for Hugh Carruthers in the imaginatioigs Brodie, and referencing Hogg
and Robert Louis Stevenson to enhance the moodiabHErgh’s collective Calvinist
consciousness and the duality of Sandy and MisdiBmespectively.

However, while the novel undoubtedly ‘creaks witintradictions native to
Edinburgh’?® Spark herself has noted a literary antecedenpiieatates Hogg'gustified
Sinnerand Stevenson3dekyll and Hydeln Child of Light Spark identifies a pattern of
pursuit that connects Victor Frankenstein to hesation, the Monster. This pattern, says
Spark,

is the framework of the novel, a theme in itselicthencloses a further theme;

there, Frankenstein’s relationship to the Monsxpresses itself in the paradox of

identity and conflict — an anticipation of the Jéland Hyde theme — from which

certain symbolic situations emerg€hild Of Light p.137)

These themes are all presenThe Prime of Miss Jean Brodiitially the pursuit is that

of Miss Mackay after Miss Brodie, but once Sandsvskened to Miss Brodie’s
intentions, Sandy becomes the pursuer, supersétisgjMackay despite lacking her
authority. However, it is in this ‘paradox of idéptand conflict’ Child Of Light p.137)

that Spark’s novel most resembfasnkensteinas we witness the development of Sandy

from schoolgirl who identifies with and imitatesrieacher, to the teenager who comes

22 Smith (1919), p.4, p.20.
% Bold (1983), p.223.
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into conflict with that same teacher and with Cailsin in its embodied form: Miss Brodie.
Frankensteifs central concern — the act of playing God — &las a more direct echo in
Spark’s novel, than Stevenson’s exploration ofsjhié personality.

As outlined in chapter 2, there are enough themstiytistic and narrative
similarities betweefrrankensteirmandThe Prime of Miss Jean Brodie make a strong
case for Mary Shelley’s novel as a direct influeaneSpark’s. While Spark undoubtedly
draws on Scottish antecedents sucBeky!l and Hydgit is worth considering some of the
numerous literary allusions ithe Prime of Miss Jean Brodie consider whether there is
a pattern of meaning behind their use. Valerie Stiaausses Spark’s use of James
Hogg'’s ‘Kilmeny’, noting that the brief allusion f®o isolated for it to mean that Spark is
counting on her reader to pursue the line beyanflgéting occurrence in one comic
scene? Shaw continues, saying that

[t]he effect is to concentrate in unstated waystvaimaunfolding plot more

explicitly displays and to enrich atmosphere suipihout spoiling the lightness of

[...] touch. It is left to the reader to reflectdaamplify, or to perceive the

similitudes and parallelisnts.

While there are numerous oblique art and literdinsens in the novel, there are a number
that when considered together, serve to concerdrat@leepen aspects of the main plot, as
Shaw states. Starting with Hogg’s ‘Kilmenygan Brodie p.38), many of Spark’s

allusions reveal a foretelling of Sandy’s fate whacts as a counterpoint to the narrative
of her conversion. The poem, an extract from Hogdys Queen’s Wak@813), functions

in the narrative to illustrate that ‘Miss Brodiechaot yet advanced far enough into her
prime to speak of sex except by veiled alluside’an Brodiep.38). The heroine of
‘Kilmeny’ is abducted by fairies and returns to heme bewildered, unsure of where she
has been, or for how long she has been missingiyEen’s ‘The Lady of Shallot’ is also

recited in class, activating Sandy’s imaginativeuble-life’ (Jean Brodiep.21) where she

24 Shaw (1987), p.278.
% Shaw (1987), p.278.
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is never bored, alleviating any tedium by convegsinth literary figures such as ‘The
Lady of Shallot’. Tennyson’s poem tells of the Laatyd her entrapment in a tower
overlooking Camelot, and the curse which preveatdtom looking at the outside world
except through the mirror in her room, whilst weeya tapestry of what she sees. Miss
Gaunt gives Rose ‘A hundred linesM&rmion (Jean Brodiep.57), Walter Scott’s
romantic epic, as punishment for talking in clddarmionfeatures Constance, a nun who
is the lover of Lord Marmion, who becomes wallediujindisfarne convent for breaking
her vows. The parallels between Sandy and ConsfammeMarmionare obvious, but
‘Kilmeny’ and The Lady of Shallot’ are also narkas of entrapment, imprisonment and
isolation. A number of the other allusions in tlevel reflect this; Charlotte BronteJane
Eyre read to the class by Miss Brodie, has Bertha Maswmated in the attic, while
Stevenson’'Kidnappedis the obvious example. The subtext of isolatiod enprisonment
that these allusions signify, enhance and deepepédhvasive atmosphere of
predestination. They serve to reinforce the inéjvity of Sandy’s situation at the novel's
end, where she ‘clutched the bars of her grilleexd®sperately than evedgan Brodie
p.128). This depicts Sandy’s unease at her situatiespite her conversion being entirely
her own choice. The tone of these literary allusimmplies a warning, a deep sense of
foreboding about Sandy’s salvation. This is haddy that Spark doubts Sandy’s choice to
convert, rather she is subtly questioning the tiode the authority of the convent will play
on Sandy'’s ability to remain individual and insifgiht and how she will manage her own
needs and demands with those of a much more povied@emonic organisation. This
conflict between authority and the self is centioathe novel’'s exploration of
Romanticism’s influence on the shaping of the modsif. On a narrative level, Sandy’s
conversion is her moment of grace, her salvatiaghetecognition of the true Church, but
the subtext tells a different story, and leaves#agler to resolve the two.

Reconciling these two oppositional threads retus® the central themes of

duality and contradiction that recur throughoutt8sb fiction. As noted above, this has
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led to the placing of Spark’s novel within the éetory of G. Gregory Smith’s ‘Caledonian
anti-syzygy’?® However, Aileen Christianson sees the dualityhef Edinburgh of Spark’s
novel as emanating from within a different framekvé@he claims that what can be
understood as ‘Sparkian paraddxs not born from Smith’s ‘antithesis of the reatlahe
fantastic [...] the “polar twins” of the Scottishudge’?® Instead, she sees Spark’s fiction as

connected to the medieval Catholic view of literatthat the anagogical or highest
level of interpretation can only be truly accessitdl God. The roots of her fictional
concerns are thus both Catholic and Calvinist, efying [...] ‘miraculous and
contradictory qualities [...] understanding and ingoehension, yes and nd'.
So for Christianson, the Edinburgh of contradicti@md dualities provides Spark with the
ideal backdrop for the investigation of free wilhoice, predestination and the exploration
of seemingly contradictory doctrines within a cotit@here many of these themes are
woven into the cultural and religious fabric of fhlace. However, while the Scottish
literary tradition as identified in Smith’s ‘Caledian anti-syzygy” is undoubtedly present
in The Prime of Miss Jean Brodlig is not Spark’s focus, rather it is a tradititwat allows
her to access the real concerns of spiritual aedldlgical truth. Christianson states that
‘Smith’s “sudden jostling of contraries” becomesSpark’s work the acceptance of
miraculous juxtapositions of the incompatible whtve extraordinary and the mundane
are in positive conjunction, equivalent and notthatical’ ** The proximity of opposing
ideas in Spark’s novel — reason and imaginatian Qtd Town and the New, Calvinism
and Catholicism, art and religion, the sacred &edorofane, free will and predestination,
the individual and wider society, the natural amel supernatural — can thus be understood

as the attempt to reconcile these oppositions.

26 Smith (1919) p.4.

27 pileen Christianson, ‘Muriel Spark and Candia Md&im: Continuities’, inContemporary Scottish
Women Writersed. by Aileen Christianson and Alison LumsdenifBdrgh: Edinburgh University
Press, 2000), pp.95-110, (p.98).

28 Smith (1919) p.20.

29 Christianson (2000), pp.98-99. Christianson qufrs Muriel SparkReality and Dreams
(Harmondsworth; Penguin, 1997), p.111.

30 Smith (1919), p.4.

31 Christianson (2000), p.99.
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The initial reaction to the dynamic that places#/Brodie’s Calvinism at odds
with Sandy / Helena’s Catholicism is understandableejecting her teacher’s attempts to
predetermine the lives of her classmates, Sandyisersion is placed in opposition to
Miss Brodie’s antinomianism. However, as Sandy&iiaation with Calvinism attests —
and even her excitement is framed in familiarlyl@ét-sounding terms, with ‘stabs of
new and exciting Calvinistic guiltJean Brodiep.109) — the relationship between the two
is more complex than simply considering them assjtipnal. Aileen Christianson
identifies this above, when she states that ‘[tffas of her fictional concerns are thus
both Catholic and Calvinist®. A similar position is outlined by John Henry Newmaho
would be familiar to Spark as she has spoken ohfyrtance in her life and work:

| began reading Newman - he was a tremendous imftug..] Newman, | feel, was

outstanding because he was a great man and woutdblean a great man, if he

had not been a Catholic. He was also a great watpersuasive stylist, which

appealed to me greatly [...] Newman helped meni & definite locatiof?
Crucial here is that Spark identifies a debt to New for his influence as a writer as well
as the impact he has on her spiritual life. Certtrahis is hisApologia Pro Vita Suan
which he outlines his religious development thraughhis life. At one point Newman
talks of the similarity between Calvinism and Céittism, saying ‘Calvinists make a sharp
separation between the elect and the world; tiseneuich in this that is parallel or cognate
to the Catholic doctrin€”. As an avid student of Newman — she had read égirtvolumes
of Newman® in the years before her conversion to Catholidist954 — Spark would be
well aware of this, and for Valerie Shaw, it isaamce that with relation to Spark, ‘it
would be wrong to see her Catholicism as merehosimg her Edinburgh backgrountf’.

This is evident in Sandy / Helena’s conversatioth\ai visitor to the convent:

32 Christianson (2000), p.99.

33 Spark, ‘My Conversion’, pp.24-25.
34 Newman(1977), p.99.

% Stannard (2009), p.144.

36 Shaw (1987), p.281.
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‘The influences of one’s teens are very importasdjd the man.

‘Oh yes,’ said Sandy, ‘even if they provide someghio react against.’

(Jean Brodiepp.34-35)
As previously discussed, Sandy’s fascination widivism is crucial, providing her with
a stark awakening of her spirituality, and — embddn Jean Brodie — with ‘something
definite to reject’ Jean Brodiep.108). The similarities between the two docsias
outlined by Newman, and the complexity of Sandglationship with Calvinism, are
encapsulated by Irving Malin, who says of Sandhe'8&aches her “prime,” as it were, in
rebellious betrayal. The ironies are compoundedagserting her “freedom” in this way,
she becomes as falsely “divine” as Miss Brodie Fhaps even more s&.Malin asserts
that in betraying Miss Brodie in the manner in whéhe does, Sandy is guilty of exactly
the self-election to grace of which Miss Brodigyisity.

The false divinity of Calvinism is the divinity the self-given, and it is on this
point that Newman is clear in identifying the digpabetween Catholicism and
Calvinism. He states that in Calvinism ‘the congdraind the unconverted can be
discriminated by man, that the justified are comssiof their state of justification, and that
the regenerate cannot fall away’, while for thelodct, ‘there is no certain knowledge that
he is in a state of grace, and much less that teepggeserve it to the en# Miss Brodie
has been conscious of her justification throughbut this is reversed when Sandy says to
Miss Brodie: ‘If you did not betray us it is impdsie that you could have been betrayed
by us. The word betrayed does not applgan Brodiep.126). However, by the end of the
novel, as Sandy ‘clutched the bars of her grilleeraesperately than eveddgan Brodie
p.128), there is the sense that, in Newman’s walis has ‘no certain knowledge that

[she] is in a state of grac& Sandy, having turned betrayer, has lost her seinse

37 Irving Malin, ‘The Deceptions of Muriel Spark’, ifhe Vision Obscured: Perceptions of Some Twentieth-
Century Catholic Novelist®d. by Melvin J. Friedman (New York: Fordham UWssity Press, 1970),
pp.95-108 (p.103).

% Newman (1977), p.99, p.99.

39 Newman (1977), p.99.
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validation, and has returned to a Catholic staterevlshe cannot be sure of grace. On this
point, Valerie Shaw says that

[u]ncertainty of this sort frequently distinguishtee Spark characters who can be

called seekers, from those who, like Miss Brodie,@nvinced of their own

election to grace: and the same principle can ioetsaharacterise the novelist's
dealings with her readers, who are often left wattical doubts about which (if
any) of the fictional characters is in a state rafcg:°
By blurring the boundaries between Calvinism anthGl&cism, we see Sandy as one of
theses seekers, unsure of grace, and fully awatbeégossibility and the danger of falling
away'*

Shaw also sees another benefit to Spark resultimy Newman'’s writings. She
states that ‘[tjhe common ground discerned by Newbetween Calvinism and
Catholicism may be partly what allows Spark to @riécognisably Catholic fiction while
drawing on an artistic tradition which took speciforms in earlier Scottish fictiori®. This
is true in that Spark has drawn on many of the @eethat this tradition has focused on;
duality, the split self, the fanaticism of Calvimsand Presbyterianism. It is also true that
The Prime of Miss Jean Brodises Edinburgh not just as a backdrop, but asraghn
itself, the incarnation in stone of many of thedeais and philosophies. Indeed the mood,
atmosphere and construction of Edinburgh is agfatie fabric and structure of the novel,
the physical embodiment of Spark’s ‘neverthelessigiple. However, Spark draws on a
wide range of literature, and as outlined aboveldimany of these themes and concerns
outside Scotland, and — it is worth noting again Romanticism and ifrankensteirin
particular.

One theme which is common to bétrankensteirandThe Prime of Miss Jean
Brodierelates to the writings of Newman, and that isttleane of Prometheus. Spark

outlines the importance of Mary Shelley’s titleyisa

0 Shaw (1987), p.281.
*I Newman (1977), p.99.
2 Shaw (1987), p.281.
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The most obvious theme is that suggested by tleeRitankenstein — Or, The
Modern PrometheugThat casual, alternativ@r is worth noting, for though at first
Frankenstein is himself the Prometheus, the vitteddndowing protagonist, the
Monster, as soon as he is created, takes on theHd solitary plight [...] and more
especially his revolt against his creator, estalilis Promethean features. So, the
title implies, the Monster is an alternative Framitein). Child Of Light p.134)
The parallels between Jean Brodie and Victor Frasileen, and between the Monster and
Sandy are clearly evident. Initially Miss Brodietlie Promethean figure as she attempts to
play God by creating the girls in her own imagewsduer, once Sandy realises the danger
in Miss Brodie’s actions, she, like the Monstesoalevolts against her ‘creator’ and
becomes Promethean. Her isolation in the conventelokes Prometheus’ plight as he is
punished by the gods for his act of stealing firereate life. While Miss Brodie’s other
girls feel her influence to a lesser extent (with €xception of Joyce Emily, if we are to
believe Miss Brodie), Sandy’s relationship with kesicher has a clear resemblance to that
of the Monster with Victor, as is evident when Jpsays that
There are two central figures — or rather two ie,dor Frankenstein and his
significantly unnamed Monster are bound togethethieynature of their
relationship. Frankenstein’s plight resides inMenster, and the Monster in
Frankenstein [...] several illicit themes [...] shthese characters both as
complementary beings and antithetical on€il@l Of Light p.134)
Sandy’s existence is inextricably bound togethehWliss Brodie’s, but it is in the revolt
against the authority of her teacher that Sandsésnethean actions most closely resemble

the conflict between ‘Authority and Private Judget’fé that Newman outlines in his

Apologia Pro Vita Suaand this conflict will be the focus of the ensuthapter.

3 Newman (1977), p.286.
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Chapter 4: Where there is no Vision: The Battle beveen
Authority and Private Judgement

In her essay ‘Spark and Newman: Jean Brodie Rederesd’, Benilde Montgomery
discusses NewmanApologia Pro Vita Sugfocusing on his belief in oppositional thought
and rejecting the notion that Catholicism is gudfyunthinking submission to ‘the super-
incumbent oppression of Authorityinstead Newman argues that in the battle between
Authority and Private Judgement [...] it is thetv@atholic body itself, and it
only, which affords an arena for both combatanthat awful, never-dying duel. It
is necessary for the very life of religion, viewiedts large operations and its
history, that the warfare should be incessantlyiedion?
Here Newman lays out his vision of the individualisicial role within the body of the
Church, outlining the need for ‘The energy of thuetan intellecf to be brought to bear
upon the Church’s teachings. This debate, he sayders the ‘Catholic Christendom [as]
no simple exhibition of religious absolutism, but][a continuous picture of Authority and
Private Judgement alternatively advancing andagirg as the ebb and flow of the tide’.
This raises two central points for Montgomery;tfirsiin Newman's scheme, conversion
is not a static business but a slow and continpnegess’, and secondly, ‘conversion, for
him, neither concludes nor leads to simple peacemose® Both of these are pertinent to
The Prime of Miss Jean Brodiand Montgomery uses Newman to readjust critioali$
away from Jean Brodie onto Sandy and her convergi@only have to think of Sandy /
Helena clutching the ‘bars of her grillefgan Brodie p.128) to see a conversion that has
not led to ‘simple peace or repo$é&’et as Newman argues, this is beneficial to blo¢h t

individual and Catholicism, and clearly marks Newrsanfluence on Spark’s novel.

! Newman (1977), p.286.

2 Newman (1977), p.286.

® Newman (1977), p.286.

* Newman (1977), p.286, p.286.

® Benilde Montgomery, ‘Spark and Newman: Jean Br&eonsidered’, ifwentieth Century Literature
43, 1 (1997) 94-106 (p.95, p.95).

® Montgomery (1997), p.95.
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Newman'’s words call for the individual to questimodes of authority, rather than
unthinkingly obey, and this is evident through@bt Prime of Miss Jean Brodi8park’s
novel investigates the relationship between the&viddal and authority in relation to
education, politics, culture and theology, andafuthis grows a further area of unease;
solipsism and the over-emphasis on the self. Hsisdoncern develops out of the
Romantic era’s assertion of self, what F.R. Haltsckaudulent Romanticism bent on
self-assertion’,a notion that Newman himself was concerned wittmdwefore his
conversion to Catholicism.

The assertion of the self and the problem of figdine’s individuality within a
religious context is one that for Spark was solbgentering the Catholic Church. She
outlines what may seem a paradoxical positionngayi

| take this attitude to Catholicism because itallgea Christian thing conducive to

individuality, to finding one’s own individual peyeal point of view. | find | speak

far more with my own voice as a Catholic and | khirtcould prove it with my

stuff.?
So for Spark, the adherence to Catholicism does@gate her individuality, but rather
enhances it by giving her a voice, a sense of lgaign as Willy Maley states,
‘Catholicism thus gave Spark a sense of selfhotiterahan social responsibilitylndeed
for Maley, ‘Spark’s Catholicism can by no stretdtttee imagination be called
communitarian, and is in fact quite in keeping Wettotestant individualisni® The
identification of Protestant individualism, witls iemphasis on a direct, unmediated
relationship with God, brings us back to the Rorntamita’s focus on the self as a subject

for poetry, and the subsequent growth in the istes&psychology. These concerns are

" Hart (1978), p.303.

8 Spark, ‘My Conversion’, p.26.

° Willy Maley, ‘Not to Deconstruct? Righting and eénce irNot to Disturb, in Theorizing Muriel Spark:
Gender, Race, Deconstructiogd. by Martin McQuillan (Houndmills: Palgrave, (@), pp.170-188
(p.180).

19 Maley (2002), p.179.
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central when we consider Miss Brodie, with her-gddiction to grace, and Sandy, with her
insight and interest in psychology.

The central battle in the novel is that outlined\®wman, between ‘Authority and
Private Judgement® and it occurs in a number of contexts. Miss Brasliat odds with
authority throughout, and her rejection of religitbastrates Spark’s understanding of
Newman. As noted above, Miss Brodie makes extenseeof religion in her teaching of
the girls, but draws only on its aesthetic appé#d.read that ‘the girls were set to study
the Gospels with diligence for their truth and goess, and to read them aloud for their
beauty’ Jean Brodiep.36). Here ‘truth and goodnesdeén Brodiep.36) are tokens,
words for ‘those whom she could truste@n Brodiep.26) to relate back to their parents
who are ‘too enlightened to complain or too undrikged’ Jean Brodie p.26). Miss
Brodie merely invokes these religious terms, shesdwt elucidate upon them with
relevance to any theological or doctrinal insigitr does she use them to illustrate any
moral didacticismWe hear that she keeps the Sabbath, while ‘attgredianing classes in
comparative religion at the Universitydgan Brodiep.36) while her Sundays involve ‘a
rota of different denominations and sects [...] ang other church outside the Roman
Catholic pale which she might discovede@n Brodiep.85). Miss Brodie is her own
authority, refusing to commit to one denominatisue only ‘that God was on her side
whatever her courselJéan Brodiep.85).

Her opposition to Catholicism is based on appérenisguided notions that
Newman also identifies. We are told that ‘[h]eragiproval of the Church of Rome was
based on her assertions that it was a church efrstifoon, and that only people who did
not want to think for themselves were Roman Catisb(Jean Brodigp.85). The last
section is very close to what Newman sees as thaajing misconception about the
Catholic Church, where iJt is the custom with Bstant writers to consider that [...] they

have all the Private Judgement to themselves, anldawve the full inheritance and the

1 Newman (1977), p.286.
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super-incumbent oppression of AuthorityMiss Brodie voices exactly this when she
hears that Sandy and Teddy Lloyd have become lpuadoing her plans for Lloyd and
Rose. She says to Sandy, ‘He is a Roman Cathdli¢ dan’'t see how you can have to do
with a man who can’t think for himselfJéan Brodiep.123). Miss Brodie’s conception of
Catholicism is one where individuality is negatetiere authority eliminates private
judgement, and her Romantic sensibility — witreiisphasis on the self — cannot
countenance such an idea. Yet the narrator quedts) saying that ‘[h]er attitude was a
strange one, because she was by temperament sniyetd the Roman Catholic Church;
possibly it could have embraced, even while itigisted, her soaring and diving spirit, it
might even have normalized hede@n Brodie p.85). What the narrator outlines is a belief
system where individuality is not excluded but otetl, and where the damaging extremes
of her Romantic sensibility would be reigned irthe benefit of Miss Brodie herself. It is
the balance between ‘true individuality, whichasiid only through the self surrender of
the orthodox Christian® and the solipsism of the unrestricted Romantit ketomes as
no surprise to find that the narrator’s definitisremarkably close to that of Newman,
who says:

There is a depth and power in the Catholic religafullness of satisfaction in its
creed, its theology, its rites, its sacramentgjigsipline, a freedom yet a support
also, before which the neglect or the misapprebarsibout oneself on the part of
individual living persons, however exalted, is ascindust when weighed in the
balance!
Of all of Newman'’s letters that Spark co-editedhaliterek Stanford, this resemblesst
closely Spark’s position ifthe Prime of Miss Jean Brodi#/e see the parallels between
the Catholicism that ‘could have embraced, eveneanhdisciplined’ Jean Brodie p.85)

Miss Brodie, and Newman'’s Catholicism which progide freedom yet a support also’.

2 Newman (1977), p.286.

13 Hart (1978), p.303.

4 John Henry Newmartetters of John Henry Newman: A Selection editetlintoduced by Derek
Stanford and Muriel Sparilondon: Peter Owen Limited, 1957), p.160.

5 Newman (1957), p.160.



85
Newman'’s words also undermine the Romantic positicthe ‘exalted’ self, embodied in
the Romantic artist and in Miss Brodie. She istguwf just this kind of ‘misapprehension
about oneself [...] however exaltéfias she has exalted herself at the expense of the
individuality, freedom and support of Sandy’s Céittism.

Newman’s own experience in the Catholic Churcleot$ his ideas on the
beneficial effects of the battle between authaaitg private judgement. However, this is
not to be misconstrued as placing the emphasisemtlividual above and beyond that of
God. It is a subject that troubled him before myeto the Catholic Church, as is evident
from lan Ker’s studyHealing the Wound of Humanity: The SpiritualityJohn Henry
NewmanKer says that

[wlhen he was a member of the Church of EnglandyriNan was highly critical of

its powerful Evangelical wing, and one of his miedling criticisms was directed

against an introspective rather than christocesigtuality: ‘Instead of looking

off to Jesus, and thinking little of ourselvedssiat present thought necessary [...]

to examine the heart with a view of ascertainingthbr it is in a spiritual state or

no’."
It is this obsessive introspection that Newman ssetamning, but rather than being
applicable to Miss Brodie, this has more resonameelation to the psychologically
analytical Sandy. Miss Brodie’s sense of self maybt of control, but it is not due to the
over-examination of the spiritual — or not — staftéer heart. Miss Brodie’s Romantically
inclined ego is not introspective, evident whenrberator says ‘Just as an excessive sense
of guilt can drive people to excessive action, s@ Miss Brodie driven to it by an
excessive lack of guiltJean Brodiep.85). Miss Brodie’s solipsism derives more frtra
Calvinistic sense of being a member of the elea.ahé told that ‘the general absolution

she had assumed for herself’ means that ‘she anackiens were outside the context of

right and wrong’ Jean Brodie pp.85-86). This divides Miss Brodie’s personalitio two

6 Newman (1957), p.160.

" lan Ker,Healing the Wound of Humanity: The SpiritualitydJohn Henry Newma¢iLondon: Darton,
Longman and Todd Ltd, 1993), p.24. Ker quotes Jdanry NewmanParochial and Plain Sermong
vols (London: Longmans, Green of London, 1890).171.
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— albeit related — areas. In morality she is thlea®solving, non-introspective Calvinist,
while in temperament and outlook she is a Romanigwing art, religion and culture
together as aesthetic modes for the transfigurifigeocommonplace. In Sandy’s case, her
interest in psychology at a young age, and heigins seem to place her more in line with
‘an introspective rather than christocentric spaiity’.*®* However, one of the main
catalysts to her conversion is the analysis ntkeofown interiority, but of Teddy Lloyd’s.
We are told that

[b]y the end of the year it happened that she haté ¢pst interest in the man

himself, but was deeply absorbed in his mind, fhich she extracted, among

other things, his religion as a pith from a huskah Brodiep.123)
Here Sandy has moved from a psychological intécesh interest in theology, and finally
to the procurement of another’s religious beliSise can be seen to have a scientific,
interrogative mind, whilst simultaneously exhibgia christocentric spirituality; she is
both inward and outward looking. Consequently itlgdoe wrong to view Sandy /
Helena's spiritual development as fixed from themeat she converts. In this respect we
are returned to Montgomery’s assertion that ‘cosigeris not a static business but a slow
and continuing proces¥ and to Newman'’s battle between authority and feiva
judgement.

Sandy'’s experience within the convent shows exdb#ykind of battle that
Newman talks of. While Newman sees the importari¢eeoindividual in the greater
Catholic scheme, here Sandy / Helena is being doogethe Church or convent hierarchy
to meet those interested in her treatise

The other sisters remarked and said that Sistesrtddhad too much to bear from

the world since she had published her psychologicek which was so

unexpectedly famed. But the dispensation was foupeth Sandy, and she clutched

the bars and received the choice visitors, thelpdggists and the Catholic
seekers, the higher journalist ladies and the anmdenvho wanted to question her

18 Ker, (1993) p.24.
19 Montgomery (1997), p.95.
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about her odd psychological treatise on the naifireoral perception, called ‘The
Transfiguration of the Commonplacele@n Brodiep.35)

The nature of the ruling seems authoritarian, dratlds with Newman’s assertion that the
‘Catholic Christendom is no simple exhibition ofigeous absolutism® However, this is

an isolated example, and given that Sister Heleme&gise is concerned with moral
perception, psychology, and the Romantic soundimngrisfiguration of the
Commonplace’, it is apparent that her right to esgion is not under any thredeén
Brodige p.35). The situation does, however, exemplify iBenMontgomery’s

interpretation of Newman’s words in gologig where ‘conversion, for him, neither
concludes nor leads to simple peace or repbse’.

Variations on Newman'’s battle between authority private judgement are
present throughoufthe Prime of Miss Jean Brodie numerous non-religious contexts.
The most entertaining of these is the gentle tugsileg on between the young Sandy and
Jenny and Miss Brodie over the fictional righth& love life. ‘The Mountain Eyrie by
Sandy Stranger and Jenny Gralégn Brodie p.18) chronicles Miss Brodie’s amorous
exploits, as the girls write themselves into theacher’s life in the style of adventure
literature. What becomes evident is that Jean Brdnot the only one who attempts to
influence the narratives of the other characteagd$ and Jenny’s innocent attempts to
fictionalise their teacher’s private life are ionic contrast to Miss Brodie’s attempts to
predetermine her pupil’s lives. Where Miss Broditempts to play God, her pupils fight
back by employing their imaginations and rewritthg stories that Miss Brodie tells them.

‘The Mountain Eyrie’ Jean Brodiep.18) then, is the girl's unwitting rejection of
Miss Brodie’s narrative authority. It shows the cext Romantic imagination in the young
Sandy that will develop into her insight and ingtri@ psychology, and it is in stark

contrast to Miss Brodie’s own fictionalising. Indei is worth considering whether ‘The

20 Newman (1977), p.286.
2 Montgomery (1997), p.95.
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Mountain Eyrie’ Jean Brodiep.18) is any less plausible a narrative thanah#te
deceased yet still evolving identity of Hugh Caners. It is this metamorphosis in Hugh's
identity that alerts Sandy to Miss Brodie ‘makirgy mew love story fit the oldJgean
Brodie p.72). Once Sandy realises that their fictiorskarsed upon fictions, and that Miss
Brodie is ‘guilty of misconduct'Jean Brodie p.72), this spells the end of their early
literary careers.

The novel’'s most notable inversion of authority e@snmn the form of Sandy’s
betrayal of Miss Brodie. The manner in which thégopens can be seen within the
patterning that Spark utilises elsewhere in theechdi/e are told that while on holiday in
Italy, Miss Brodie and some friends have an audiemith the Pope. While her friends
acknowledge the Pope’s authority, Miss Brodie asaldings so; ‘My friends kissed his
ring but | thought it proper only to bend over(itean Brodiep.44). This passing
reference becomes significant later in the novéllss Brodie is attempting to discover
her betrayer:

“Think, if you can, who it could have been. | mikstow which one of you

betrayed me’

‘Sandy replied like an enigmatic Pope: ‘If you didt betray us it is impossible that

you could have been betrayed by us. The word bedrdpes not apply’.

(Jean Brodiep.126)
Sandy has inverted the power that Miss Brodie exfiearlier in the novel. She has the
opportunity to confess that it was she (Sandy) bétwayed Miss Brodie, but invoking
Miss Brodie’s own Calvinistic self-absolution, ghstifies to Miss Brodie her own reasons
for betraying her whilst keeping the fact concealets Spark’s choice of the simile ‘like
an enigmatic PopeJéan Brodiep.126) that connects back to Miss Brodie’s storgl
alerts us to the inversion of power, that havirfgged the Papal authority, it now comes
full circle in the form of the self-ordained Sandye enigmatic Pope, enforcing the

authority Miss Brodie previously rejected.
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Miss Brodie’s authority as a teacher is constanéliyng called into question by
Miss Mackay and the school authorities. Nonethekeasn after the girls have been in the
upper school for some time, their collective idgnis still that of the Brodie set.
Newcomer Joyce Emily wants to join the group irallicbecause of their individualism:
It was the Brodie set to which Joyce Emily mos#gided to attach herself,
perceiving their individualism; but they, less trenybody, wanted her. With the
exception of Mary Macgregor, they were, in factoa the brightest girls in the
school, which was somewhat a stumbling block tosMickay in her efforts to
discredit Miss Brodie.Jean Brodiep.117)
This passage highlights a number of important gaiegarding the individual and
authority. Joyce Emily sees the paradox inherettiérBrodie set; they stand out as a
collective, yet it is their individuality which mies them as separate from the rest of the
school. Miss Brodie’s influence on the girls asthbint (they are seventeen) is not as a
teacher, but due to the fact that the girls ‘haddwmit, at last, and without doubt, that she
was really an exciting woman as a womalggn Brodiep.116). Their paradoxical
collective embrace of individuality is seen to gdyoso far however, as they have moved
beyond Miss Brodie’s singular teaching methodseicome ‘among the brightest girls in
the school’ Jean Brodiep.117). Having witnessed Miss Brodie’s teachireghmods,
where ‘[a]ll of the Brodie set, save one, countadts fingers, as had Miss Brodie, with
accurate results more or les3eén Brodiep.6), it is clear that the set have moved on and
flourished under their upper school teachers.
Nevertheless, it is clear that Miss Brodie stikta powerful hold over the girls.
While the subjects she introduced them to as yetigdents may have been deemed
‘irrelevant to the authorized curriculum [...] anceless to the school as a schodggn
Brodie p.5), it is this rejection of the school’s acadeauthority that has kept the girls
entranced by Miss Brodie. She was never successfah academic teacher, but as a
charismatic, magnetic personality who introducedstedents to ‘the Buchmanites and

Mussolini, the Italian Renaissance painters, theathges to the skin of cleansing cream’
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(Jean Brodiep.5), in other words, her own interests. It mayeénbeen the age at which
Miss Brodie taught the girls, but it seems by theetthey are set to leave school, she has
not damaged their academic lives, and has beemimshtal in greatly enhancing their
cultural lives which would have been highly unlikélad she adhered to the influence of
Miss Mackay, the curriculum, and the school’s atitiio

This tension between the individual and authdhst is played out in the school
has its roots in the Romantic self-fashioning axlitant self-absolution that develops out
of the Romantic emphasis on the self. As outlineova, the untethering of reason from
emotion, or intellect from imagination, leads toavk. R. Hart identifies as ‘various forms
of absurd self-assertion [...] diabolical forgeradrue individuality [...] generated by the
romantic egoism that grew from CalvinistThis unchecked Romanticism leads to
solipsism, and the solipsism that concerns Spdikased through the theme of vision in
both its literal and metaphoric sense. We areedex this early in the novel when we are
first introduced to Sandy, who was ‘notorious fer Bmall, almost non-existent eyes’
(Jean Brodiep.7), and by Miss Brodie, who says: ‘Where theneo vision [...] the people
perish’ Jean Brodiep.7). The reference to Sandy’s small eyes bec@mesurring motif
throughout the novel. She peers at Miss Brodietigh her tiny eyesJgean Brodiep.11),
and in an attempt to heighten her creative imaginate are told that ‘Sandy screwed her
eyes even smaller in the effort of seeing withrhard’ (Jean Brodiep.17). The last
example illustrates Sandy utilising her youthfulnRantic imagination, which manifests
itself through her fictional account of Miss Bro@i¢ove lives in “The Mountain Eyrie’
(Jean Brodiep.18), co-written with Jenny, and in a seriegradginary encounters with
literary figures such as Alan Breck, Mr Rochestadt & he Lady of Shallot’. As an adult
her Romantic imagination is fused with her interegisychology and theology to produce
her ‘Transfiguration of the Commonplacde@an Brodiep.35). Indeed, Sandy’s evolution

from childhood daydreaming to psychological theglogn be seen as an attempt (for

2 Hart (1978), p.303.
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better or worse; we never discover its contentsiniderstand Coleridge’s idea that the
mind of man is made in God’s image. Miss Brodiedsian of vision also relates to this
transfigurational ability, but for her the sublinseattained through art — ‘It lifts one up’
(Jean Brodiep.7), she says of Tennyson — while for Sandylimitly is only attainable
through religion.

Miss Brodie professes to have great vision, amddwe of pictorial art suggests
someone with a keen artistic, interpretive andditall eye. However, both literally and
metaphorically Miss Brodie’s vision is lacking. GRrial art is my passionJéan Brodie
p.66) she says, despite misidentifying the RosagattiBotticelli paintings (see Chapter 2).
However, it is her religious vision that Spark iestly concerned with, as Miss Brodie
sees religion only in aesthetic terms, using gosgradings and religious art in the same
way as she uses poetry and painting.

Miss Brodie is blinded by the light of her own egoable even to recognise herself
in others. This solipsism is evident in her treaitref the other Calvinistic figures that
haunt the Marcia Blaine School for Girls. On movioghe Senior School, we are told that
the girls encounter a new type of teacher; ‘Hereew® gaunt mistresses like Miss Gaunt,
those many who had stalked past Miss Brodie irctdradors saying ‘good morning’ with
predestination in their smilesl¢an Brodiep.75). This recognition of a Calvinistic
communality is beyond Miss Brodie’s vision, as MasgPalmer McCulloch observes:
‘Spark’s characterisation does not involve Brodieansciously acknowledging Calvinism
as a spiritual home. On the contrary, some of tiengest animosity is directed against the
narrow religious attitudes of Miss Gaunt and havenalisciples the Misses Ker® Miss
Brodie’s solipsistic self-absolution from sin arldaion to grace results in her inability to
see herself or to recognise her similarity to thgis® most resembles. This inability for
self-analysis is damning, but it is Miss Brodieisk of spiritual vision that is the main

cause of her demise. Throughout the novel she ctemedo face with religion, but fails to

2 McCulloch (1999), p.94.
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acknowledge anything other than the aesthetic abnt@able in her self-obsession to see
the truth that Spark places within her sight.

Miss Brodie is not alone in exhibiting this payaif vision. Miss Mackay spends
much of the novel looking ‘for some piece of evidenvhich could be used to enforce
Miss Brodie’s retirement'Jean Brodiep.115). She is given it when Sandy tells her of
Miss Brodie’s interest in fascism. Miss Mackay repl'What do you mean? | didn’t know
she was attracted by politicggan Brodiep.125). This comes as something of surprise
given Miss Brodie’s fascist sympathies, and crigjdahe fact that the walls of her
classroom have been adorned with images of Mussuiih his fascist troops. Having
spent the summer in Italy she tells the classvieharought back a great many pictures
which we can pin on the wall [...] Here is a larf@mation of Mussolini’s fascisti, it is a
better view of them than last year’s picturgeén Brodiep.44). So the images of
Mussolini have been on the classroom walls foeast a year, and Miss Brodie is in the
process of praising him just as Miss Mackay entegsclassroom:

“Mussolini is one of the greatest men in the woflsk more so than Ramsay

MacDonald, and his fascisti-’

‘Good morning, Miss Brodie. Good morning, sit down]s,’ said the headmistress

who had entered in a hurrydgan Brodie p.44)

It is conceivable that Miss Mackay has paid norditbe to the walls in Miss Brodie’s
class, but given her desire to force Miss Brodig this is unlikely. If she is so convinced
that Miss Brodie is unsuitable, then it reflecdistinct lack of oversight and vision on the
part of Miss Mackay.

Teddy Lloyd also suffers from a lack of visionhiis inability to paint portraits that
do not resemble Miss Brodie. Reporting back todieteacher, ‘Sandy had told Miss
Brodie how peculiarly all his portraits reflecteerhShe had said so again and again, for
Miss Brodie loved to hear it [...] ‘l am his Musesaid Miss Brodie. Jean Brodigp.120).

His is a different kind of lack of vision; his fitian with her is such that his artistic vision
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becomes narrow, seeing all his subjects only imsesf the object of his obsession, Miss
Brodie. In many respects Lloyd and Brodie are tfeal partners for each other, as each
complements the other perfectly. Lloyd has techajgwident in the fact that he ‘was
preparing an exhibition, and was encouraged inahisse by art critics'Jean Brodie
p.120), but is lacking in imaginative range, wivess Brodie has the Romantic
imagination but no artistic technique through whiclthannel it.

Returning to Sandyi, it is clear from the repeaeybhasis on her eyes that Sandy’s
vision is of central symbolic importance. Miss Bimdays ‘You have got insight [...]
you're a deep one’, however, this recognition aides ability to analyse and see beyond
the surface is not a trait that endears her to §dean Brodie p.107). Teddy Lloyd finds
this disturbing, saying: ‘You're too analytical aimdtable for your age’Jean Brodie
p.123), and ‘[w]ould she kindly stop analysing migd, it was unnatural in a girl of
eighteen’ Jean Brodiep.122). It is somewhat ironic that Lloyd, who rmdepends on
vision, senses that Sandy sees through him; tleasests him ‘through her little eyes, with
the near black-mailing insolence of her knowledde’an Brodiep.102). This gives us a
foreshadowing of the Sandy who will become SisteleHa and go on to write her ‘odd
psychological treatise on the nature of moral gatroa called ‘The Transfiguration of the
Commonplace” Jean Brodiep.35).

Sandy'’s analytical perception of people is nottak unsettles; simply being the
subject of her gaze has the same effect, as th&apa illustrates:

‘Sandy, I'll swear you are short-sighted, the way yeer at people. You must get

spectacles.’

‘I'm not,” said Sandy irritably, ‘it only seems sdJean Brodiep.107)

However, most disturbing is the description of &ges not just as small, but as resembling
those of a pig. Another of Spark’s repeated maiifiecurs throughout the novel. We are
told of ‘Sandy’s little pig-like eyes'Jean Brodiep.13), that she ‘fixed her little pig-like

eyes on the ceilingJean Brodiep.23), and of her looking at Miss Brodie ‘withrHigtle
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pig-like eyes’ Jean Brodiep.66). Paddy Lyons states that the narrationriftone to time
deliberately views Sandy from the outside, unflatgy, dwelling repeatedly on the size
of Sandy’s eyes [...] as if to impute an ongoing pov& Sandy’s vision, a limitation of
which Sandy herself could have no awaren#sgéét we are witness to Sandy’s insight,
and her precocious ability to see beyond the serdddoth Jean Brodie and Teddy Lloyd.
Sandy’s vision may be limited in certain respectsity God can see everything, is the
message — but in comparison to the surroundingactens, Sandy’s vision cannot be
characterised as one of poverty.

There is another explanation for the focus on Sarglyes, and in particular the
‘pig-like’ refrain (Jean Brodiep.13). Gerard Carruthers identifies a demonidesdb
where the depiction of Sandy’s eyes has a Bibtefdrent: ‘In the Gospels of Luke and
Mark, Christ’s driving out of one or more demonwithe Gadarene swine confirms a
long-standing cultural association between pigstaedevil’* Carruthers sees Sandy’s
affair with Lloyd as the moment when Jean Brodaiglicity is transferred from teacher
to pupil. Until this point, Miss Brodie has beewe thne possessed:

Duplicity is quite precisely also here part of thiblical subtext of the passages on

the Gadarene swine, in which Christ interrogatesdintity of the demon

possessing a man, to which it replies, ‘My nameeigion for we are many.’ If

Brodie might be read in her dubiety as rather deoifam much of the novel (at the

beginning of Chapter 3 we are told ‘there weredagiof her kind’), it is as though

the demon jumps into Sandy.
Sandy subsequently loses interest in Lloyd, ‘bus deeply absorbed in his mind, from
which she extracted, among other things, his ligis a pith from a huskl¢an Brodie

p.123). This is a central point in the novel deaids to Sandy’s conversion to Catholicism.

However, as soon as this happens, ‘we have a suidgmge of metaphor where the

24 yons (2010), p.91.

% Gerard Carruthers, ‘Muriel Spark as Catholic Nistelin The Edinburgh Companion to Muriel Spagd.
by Michael Gardiner and Willy Maley (Edinburgh: Bdurgh University Press, 2010), pp.74-84 (p.78).

26 carruthers (2010), p.78. Carruthers quotes flean Brodiep.42.
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perspective shoots from husks lying on the groworithé heavens”™ ‘Her mind was as full
of his religion as a night sky is full of thingssible and invisible. She left the man and
took his religion and became a nun in the courdgend’ (Jean Brodiep.123). Alongside
the Calvinism of Edinburgh and Miss Brodie, whitte £an now reject, Sandy’s affair
with Lloyd is the catalyst for her conversion. Qehers points out that this trajectory of
evil to good is part of a broader pattern, stathrag ‘[tjhroughout Spark’s oeuvre we find
the characteristic Catholic gesture that good canecfrom evil, since God never allows
the Devil definitively to win a soul before the hiaf death™ This is echoed by Flannery
O’Connor, who states:

There is a moment in every great story in whichpiresence of grace can be felt as
it waits to be accepted or rejected, even thoughreader may not recognise this
moment [...] From my own experience in trying tokeatories “work,” | have
discovered that what is needed is an action thata#ly unexpected, yet totally
believable, and | have found that, for me, thighgays an action which indicates
that grace has been offered. And frequently ihisetion in which the devil has
been the unwilling instrument of grace [...] | haeahd, in short, from reading my
own writing, that my subject in fiction is the amtiof grace in territory held largely
by the deviF®
This corroborates Carruthers’ reading, highlighting way in which ‘the devil has been
the unwilling instrument of gracé the result being that ‘good can come from éuviti an
unforeseen manner. Sandy’s ‘little pig-like eyelgdn Brodie p.66), and the use of
‘legion’ alert the reader to the biblical subteattd while Sandy has taken an interest in
Calvinism, her conversion to Catholicism can benses‘an action that is totally
unexpected, yet totally believabf'Given the novel's technigue of disjointed linegrit

is darkly ironic that the reader knows of Sandysawersion before she does. Nonetheless,

O’Connor’s insights into her own fictional methaatsd concerns reveal Carruthers’

27 carruthers (2010), p.78.
28 Carruthers (2010), p.78.
29 0'Connor (1970), p.118.
30 0'Connor (1970), p.118.
31 Carruthers (2010), p.78.
32 0Connor (1970), p.118.
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assertion of a wider Catholic characteristic tebtrely valid, and Francis Russell Hart's
words in relation td’he Girls of Slender Mearsgcord with this:

Her false individualists are grotesquely unreal anthe same time diabolically
alive: the extreme nominalist and the Catholicistalre at war. Diabolism, the
shadow side of religious conviction, may seem & joka fraud, yet the secular
Calvinist [...] knows that “a sense of Hell” and Vion of evil” may effectively
initiate salvation, that the religious visionaryynaell feel demon-possessed [...]
Spark’s Christian economy, in short, is a grotesgeenon-ridden one, where an
ambiguous battle goes on between fraudulent rogiantibent on self-assertion,
self-destruction, and a tyrannical moral colle¢yithat imposes discipline by
blackmail®
It is apparent from this quote that Spark’s fict@mmtains recurring themes. Jean Brodie is
Spark’s archetypal ‘false individualist’, while SBncomes to epitomise the ‘religious
visionary’ who is ‘demon-possessed’, but who noaktss comes to salvatiéhwhile The
Prime of Miss Jean Brodimay not contain any of the regular cast of bladlemathat
populate much of her fiction, it is a presencewasre reminded of Sandy, ‘with the near
black-mailing insolence of her knowledgeleén Brodiep.102). Hart also sees the
connection back to Romanticism and the birth ofrtifuelern self as central to Spark’s
attempts to find a balance between the fraudulesgréion of the self, and ‘true
individuality, which is found only through the salfirrender of the orthodox Christigh’.
The manner in which Spark relates actual to sgilivision may seem too direct,
but she subverts this in the way in which she imgothe use of the Devil and the negative
description of Sandy’s eyes to engender goodeniders the comparison between sight
and insight troublesome, unexpected and complic&addy’s insight can also be seen in
the tradition of Sparkian humour. As David Lodgeesp Sandy ‘is the only character who

is interiorised to any significant extent — theyocharacter whose thoughts we share

intimately’ ** We are therefore given insight into the only cheeawith insight. It is

% Hart (1978), p.303. Hart quotes from Muriel Sparke Girls of Slender Meargslarmondsworth: Penguin
Books Ltd, 1966), p.133 and p.140.

34 Hart (1978), p.303.

% Hart (1978), p.303

% Lodge (1971), p.127.
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another of Spark’s jokes in the vein of Lise amaagram of ‘lies’ inThe Driver's Seat
and searching for a needle in a haystack in thg §ibe Portobello Road'.

Before we dismiss Miss Brodie’s lack of spiritwadion and her inability to see
beyond herself and her immediate surroundings,vitdrth remembering that as readers,
Spark asks us to do the same; to see beyond taeasuThis is tied to her belief that her
novels are not truth, ‘they are fiction, out of wiia kind of truth emerges [...] There is
metaphorical truth and moral truth, and what thely anagogical®’ This anagogical truth
is ‘[t]he mystical, spiritual or hidden allegoricaleaning of a texf% which in Spark’s
fiction works via ‘a stratum of meanings, of whittte surface is emblematic only, and
which invites exploration*? For Ruth Whittaker, the difficulty is that ‘Mrs gk
withholds precise parallels so that it is impossiil interpret the internal symbolisff’.
This difficulty in decoding Spark’s symbolism isheed by Valerie Shaw, who states that
‘Spark uses the secular form of the novel to irtdther readers obliquely in the art of
living well and simultaneously to convey deeplyigelus meanings through ‘dark
sayings”* This dissertation has been an attempt to ideti#ge oblique instructions and
understand the deeply religious meaningshe Prime of Miss Jean Brodi® analyse and
shed new light on Spark’s novel and its treatmémamanticism and the Romantic

imagination.

37 Spark, in Kermode (1992), p.30.
% Gray (1992), p.22.

39 whittaker (1982), p.129.

0 Whittaker (1982), p.129.

1 Shaw (1987), p.278.
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Conclusion

From the moment that Jean Brodie outlines her foisag ‘Art comes first, and then
science’ Jean Brodiep.25), the ideological divide between Romanticeamd the
Enlightenment-formed modern world of Edinburghv&lent inThe Prime of Miss Jean
Brodie Miss Brodie’s assertion of the supremacy of @ofzhy, art and religion over
mathematics and science corresponds with the wedsion between emotion and reason
throughout the novel, and is embodied in her vargtuggles with empiricism and
authority. Throughout the novel, Miss Brodie’s himslso evident in the various
depictions of characters who encapsulate the pargbtihe Romantic artist. Miss Brodie
sees herself partly as Romantic artist, and paglynuse to Teddy Lloyd (himself a
damning portrayal of the modern Romantic artisgr ebnception of the Romantic artist as
embodied in Botticelli, Rossetti, Pavlova, and elkyd, is one where their status affords
them the right to behave outwith the parametergybt and wrong, and it is in this respect
that Miss Brodie’s Romantic and Calvinist tendeaa@enverge.

The figure of Rossetti is central to Spark’s noegld misconceptions surrounding
the understanding of his accomplishments as ast agfiect Miss Brodie’s mistaken
beliefs as to the role of the Romantic artist. Ma@i Riede states that the contemporary
conception of Rossetti was that his ‘distinctivliagement, his most significant
contribution to the art of his day, was the carefull minute recording of his own inner
self, his own soul’. However, Riede goes on to say that Rossetti ‘Hinhedieved in the
romantic idealisation of the artist and tried te@lup to it, yet it is an impossible ideal, and
he had in the end to live in the “real” worfdRossetti’s realisation of the impossibility of
this ideal is in contrast to Miss Brodie’s inalyilto reconcile her own Romantic
imaginings with the real world in which she liv&ather than enhancing her

understanding of her world, Miss Brodie’s Romairti@gination does not enable her to

! David G. RiedeDante Gabriel Rossetti Revisitélew York: Twaine Publishers, 1992), p.1.
2 Riede (1992), p.14.
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see beyond the immediate surface of her environmathier it removes her from her
everyday world with disastrous consequences. Sarahyldhood romantic fictionalising
gives way to a more rational and analytical temmpenat as she divests herself of
storytelling in an attempt to come to an understamadf truth, faith and the
transfigurational qualities of her new found Caihdlelief.

This Romantic notion of transfiguration is a recqugrmotif throughout. Miss
Brodie’s Romantic imagination and the resultingtlaetc self-elevation of her everyday
life is the profane to Sandy / Helena’'s sacredn$fauration of the Commonplacelgan
Brodige p.35). Both attempt to elevate their everydagtexice, whether through art or

religion, and in this we see Spark engaging diyegith Romanticism.

Spark’s study of Mary Shelleghild Of Light is now correctly regarded as an important work

of criticism, and a book that elucidates Spark’siawiting. It reveals her profound understanding of
the Romantic concerns of the time, and the powanrfluence that Shelley arferankensteirin
particular have exerted on her own writing. The nioportant aspect athild Of Lightis Spark’s
identification of the dangers when reason and emdiecome detached, and when unchecked
Romantic tendencies lead to solipsi€phild Of Lightalso reveals that, whilehe Prime of Miss Jean
Brodieis part of an identifiably Scottish literary trédn, the influence oFrankensteirand

Romanticism are of equal and previously overloakeabrtance.

Spark’s use of modernist literary techniques taapsalate the themes of
predestination and Romantic self-assertion carehé as a rejection of the Romantic in
favour of a modern or postmodern worldview. Howeteis overlooks Spark’s
methodology of presenting oppositions and leaviregdubsequent tensions unresolved.
doing so she enacts the ‘perfect balance of iméigaand rational facultiesGhild Of
Light, p.138) that she outlines @hild Of Light and inThe Prime of Miss Jean Brodshe
illustrates the potential risks that occur whess tiriecarious equilibrium is destabilised.

Her investigation of authority grows out of the dars of the Romantic sensibility,

and is informed by her belief that God is the udtimmauthority. For Spark, the fundamental

issue scrutinised imhe Prime of Miss Jean Brod® encapsulated in Miss Brodie, who
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lacks the vision to recognise God as the ultimatbaity, and who mistakenly sees
religion, and Catholicism in particular, as oppasial to the self. F. R. Hart sums this up,
stating that for Spark,

[w]hen divine messages are neglected, the effectass of reality, or that inverse

side of sacramentalism, the anarchic floweringhdividuality. To Spark,

normalising Catholicism means a spiritual disciplthat assures the reality of the
self and of the external worfd.
As a Catholic believer, Spark sees the emphasikegelf as misdirected, that solipsism
and the internal machinations of the modern ege lla@ir roots in the Romantic
conception of the individual which denies the calityr of God in favour of the centrality
of the self. The egotistic elements of Romanticard Calvinism that Hart identifies are
interrogated through her use of the author-Godagyaland the paradox of fascism has its
echo in the collective individuality of her girls.

While Spark outlines the dangers that result frbenunrestrained Romantic
sensibility, throughouthe Prime of Miss Jean Brodilee powerful draw of Romanticism
is evident in the numerous allusions to Romantickeof art and literature. On the
evidence ofThe Prime of Miss Jean BrodiBomanticism fascinates Spark, and arguably
seems to inspire her, yet she rejects the egocespiects that clash with her Catholic
beliefs. However, aspects of Romanticism can be g@eughout her fiction. This,
combined with the complicated and multi-facetedtiehship with Romanticism and the
Romantic imagination depicted The Prime of Miss Jean Brodieequires further study,
and her treatment of Romanticism throughout heewakuvre will be the focus of my
Doctoral studies.

Spark’s debt to John Henry Newman as both a theoiaand a writer also requires
more thorough investigation. Spark has statedibatonversion to Catholicism was the

single most important factor in her becoming adictwriter, and Newman was central to

% Hart (1978), p.300.
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this. I will contend that her theological educatand her literary criticism are not disparate
concerns, but rather two closely interrelated ditwhcoverlapping paths. This is evidenced
in Loitering With Intentwhere Fleur states that ‘Newman is a nineteeatitucy
Romantic Such an inter-relation is also identified by Seplrickett, who states that
‘Anyone who has read both literary criticism anddlogy in the [late Romantic / early
Victorian] period soon comes to realise how de¢iptytwo are intertwined’ This
overlooked area of convergence will also be a e¢facus of my PhD.

Spark’s writing inThe Prime of Miss Jean Brodi¢ays out the conflict that occurs
when Romantic ideologies come into contact witigrels belief in a postmodern context.
The outcomes are equivocal, and for this reasoraddrfurther in-depth study. However,
this is undertaken in the knowledge that the attempecode Spark’s writing is likely to
leave ‘us, like Job, with a renewed sense of mysteor as Miss Brodie points out,
‘[n]othing infuriates people more than their owgkaof spiritual insight’ Jean Brodie

pp.106-107).

* Muriel Spark Loitering With Inten{London: Triad/Granada, 1982), p.70.
® Prickett (1976), p.7.
® O’Connor (1970), p.184.
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