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This essay is a Jungian reading of J. M. Coetzee’s novel Disgrace. The aim with the
essay is to explore to what extent C. G. Jung’s theory on the process of individuation is
applicable on the protagonist in the novel, David Lurie. The study is done through an
in-depth reading of the novel with a Psychoanalytic approach. Archetypal pafterns as
the shadqw and the anima figure are explored, primarily, in the dreams and the
fantasies of the protagonist. The essay starts by giving a brief introduction to C. G. Jung
and his theory on psychological maturity and then it dwells on the analyzing of the
Jungian features; the shadow and the anima, in the novel. The conclusion of the essay
shows that the Jungian theory on the process of individuation is applicable on the

protagonist David Lurie.
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Introduction

J. M. Coetzee's novel Disgrace is a very strong and multilayered story about a fifty-two year
old man, David Lurie, in South Africa. David Lurie lives a quiet life in Cape Town, where he
teaches Romantic poetry at a Technical University. Lurie is twice divorced and “he has, to his
mind, solved the problem of sex rather well” (1). This solution consists of a scheduled
encounter once a week with a prostitute, Soraya. When Soraya, later on, disappears from his
life, his sex drive gets him into problems. Those problems, later, compel him to find a refuge
where he can try to figure out what to do next. He moves to his daughter’s smallholding and-
that’s where the mayor part of the novel is situated.

David Lurie does not regard himself as a passionate person. He is well
organized, responsible and he thinks of himself as happy to some extent. He thinks that he
knows himself/his temperament well and that “His temperament is not going to change”, he
considers himself to be too old for changes, “His temperament is fixed, set” (2).

Coetzee’s novel can be read in many ways, Michael G. McDunnah argues in his
text that “We are asked to look beyond what the monster may call himself, and we are not
asked to condemn” (16). The repulsive actions of David Lurie could be read “as a dark fable
of ethical failure” (McDunnah 16) but | choose, in this essay, “to look beyond”.

My aim, with this essay, is to find out to what extent C G Jung’s theory on the
individuation process is applicable on J. M. Coetzee’s novel, Disgrace. | argue, and will give
evidence, that archetypal patterns concerning the individuation process are easily found in
the novel. | claim that David Lurie’s temperament is not at all set, or fixed, as the narrator’s
voice claims in the beginning of the novel. | am going to use a Psychoanalytic approach, to
find evidence that the story also can be interpreted as David Lurie’s journey, from a fixed

temperament towards psychological maturity as it is defined in Jung’s Individuation process.



Carl Gustav Jung was a Swiss psychologist and former co-worker with Sigmund
Freud. Jung is considered to be one the founders of analytical psychology and he spent his
whole life analyzing the meanings of dreams. Psychological concepts such as the archetypes
and the collective unconscious were proposed, originally, by Jung. The archetypes are
elements or symbols produced by the human mind “whose presence cannot be explained by
anything in the individual’s own life and which seem to be aboriginal, innate, and inherited
shapes of the hurhan mind” (Jung 57). The archetypes reveal themselves through dreams or
‘ff:antasies of a person and they carry massages from the unconscious to the conscious self.
The theory that | will use in this essay is Jung’s theory dealing with a person’s process of
psychological maturity, the process of individuation. According to Jung, one can divide life
into two parts, the first half is the natural phase, and the latter part is, what he called the
cultural phase. The cultural phasé occurs in the middle age and it deals very much with the
finding of inner meaning in life. The transition between the phases often creates problems
or crises of different kinds for the person. It demands great effort for the person to try to
find ihternal meaning instead of external meaning as in earlier years.

The individuation process is an ongoing process of psychological maturity in
which people go through some clear stages. Jung claimed that this psychic phenomenon
occurs within a person as a kind of collaboration between the ego and the self and it
manifests itself through dreams and fantasies. By observing and interpreting dreams and

fantasies a person can find an arrangement or pattern. Jung called this pattern “the process

of individuation” (159).



Analysis

The first approa;:h of the unconscious

In the opening of the novel, we understand that David Lurie, thinks that he has his sex life
under control. The plot is told through a subjective perspective within David Lurie and later
he lets us know that he considers himself a happy man. To the reader it becomes very clear
though, that this is not the whole truth. David Lurie is bored with his job, he has never been
a great teacher and the students tend to remain indifferent to him. He does not want to
admit this though, and I consider the narrative voice as his ego and the feelings that he does
not speak out openly as his oppressed feelings that he has to come to terms wi’;h to develop
his true Self, or as Michael G. McDunnah expresses it; “The narration observes only what
Lurie notices, omits what he himself ignores or misses” (McDonald 18). About his solution to
the “sex problem” he has some reflections; “It surprises him that ninety minutes a week of a
woman’s company are enough to make him happy, who used to think he needed a wife, a
home, armarriage"[sic!] (Coetzee 5). These words assume that David Lurie is content with
the sexual part of a relationship with a woman, as the one he is having with the prostitute
Soraya, but all that is being questioned by the effect it has on him when he meets her in
town. “Everything changes” (Coetzee 6), the meetings take another turn and he ends up
calling her at home. She asks him never to do that again, and “He puts down the telephone.
A shadow of envy passes over him for the husband he has never seen” (10). After this event
David Lurie finds himself lost, he spends more and more time at the library studying Byron
and he describes the week “as featureless as a desert. There are days when he does not

know what>to do with himself” (11).



The process of individuation; “the conscious coming-to-terms with one’s own
inner center (psychic nucleus) or self — generally begins with a wounding of the personality
and the suffering that accompanies it” (Jung 169). David Lurie finds himself in a
meaningless, boring void, according to Jung this is what happens when a middle aged person
is in the initial stage of the individuation process. When the ego faces those difficulties it
usually starts to project wills and desires onto something external. The person in crisis starts
seeking for the impossible but, according to Jung, there is only one way to go. Nothing will
help, except for the facing of the unconscious through dreams and fantasies.

When Lurie’s idea of solving the problem of sex does not work anymore and his
unconscious reminds him of his own personal lie through the feeling of jealousy he finds
himself desperate for sex. He finds his student, Melanie Isaac, and he uses her for
projections of different kinds. Lurie uses Melanie and finds excuses for himself for doing so.
But eventually he can hear his own inner voice questioning his actions: “A child! He thinks:
No more than a child! What am | doing? Yet his heart lurches with desire” (Coetzee 20). At
this stage Lurie is beginning to hear and, to some small extent, deal with his unconscious,
which sometimes “first offers a series of painful realizations of what is wrong with oneself
and one’s conscious attitudes. Then one must begin the process by swallowing all sorts of
bitter truths” (Jung 171). One bitter truth that the unconscious reveals is the fact that
Melanie is only a child. Those ideas are written in italics in the novel, which gives us a clue
that this is something special and might be the Self talking to the ego.

Right after the Self has talked to Lurie he finds himself interpreting
Wordsworth’s, The Prelude, in class. He is talking about the majestic mountain, Mount Blanc,
which turned out to be a disappointment. The mountain is an archetypal symbol of the Self.

Lurie cites Wordsworth, “the peak was unveiled, and we grieved to see it” (21). The peak can




be interpreted as the bitter truth about himself, which he grieves to see. But he loses himself
in the interpretation, and again, in italics, a voice is questioning what he is talking about,
what he knows about love. Then, Melissa looks up and meets his eyes and the narrator’s
voice says that, “she sees all” (21), Lurie drops his guard, gives up and ends his lecture by
talking about the hope for revelatory, Worthworthian moments, “But moments like that will
not come unless the eye is half turned toward the great archetypes of the imagination we
carry within us” (23). According to Jung there are two archetypes that first and foremost
help us to discover our own true self, namely the shadow and the anima. In the quotation

above Lurie really is telling his audience that it demands some effort from a subject in order

to discover the true Self.

The shadow
The shadow is a part of, or qualities of, the ego that a person wants to hide from himself and
others. The shadow is hidden in the unconscious but does reveal itself in dreams and/or
fantasies, and if so, it usually appears “as a person of the same sex as that of the dreamer”
(Jung 175). According to Anthony Storr there is no way of becoming conscious of the
shadow “without considerable moral effort” (91). Recognizing and admitting one’s own dark
aspects is indispensable to gain self-knowledge. The dark characteristics of the shadow have
an emotional and primitive nature which can make the person “incapable of moral
judgment” (Storr 91). The shadows can be manifested as uncontrolled emotions which are
often projected on other people and this leads to isolation of the subject from his/her
environment and therefore creates illusory relations, instead of real ones.

At this stage David Lurie has invited Melanie to stay with him. He knows that it is

wrong, but he cannot deny his “eros” and he also manages to find excuses for his behavior




and her éttitudes. One night Melanie does not come home and he does not see her in class
for a while. One day she appears in class though, together with her boyfriend. Lurie has told
the class to read Byron’s “Lara” and he tries to make them interpret the poem and the
expression “erring spirit”. He wants to know what kind of creature Lucifer is and the
question is addressed to Melanie’s boyfriend, who answers “He ‘does what he feels like. He
doesn’t care if it’s good or bad. He just does it.” (33) The double meaning of this statement
cannot be missed, the tension in the room is high and Lurie confirms the answer by
explaining; “Good or bad, he just does it. He doesn’t act on principle but on impulse”
(Coetzee 3-3). It is difficult not to interpret these lines as Lurie’s own explanation on his
behavior. He is actually beginning to see Byron as a manifest of his own shadow. He then
continues:
Never mind. Note th;af we are not asked to condemn this being with the mad heart,
this being with whom there is something constitutionally wrong. On the contrary, we
are invited to understand and sympathize. But there is a limit to sympathy. For though
he lives among us, he is not one of us. He is exactly what he calls himself: a thing, that
is, a monster. Finally, Byron will suggest, it will not be possible to love him, not in the
deeper, more human sense of the word. He will be condemned to solitude. (Coetzee
33-34)
In the passage above we can see great similarities between Lurie’s interpretation of Byron
and the Jungian theory about the projections of the shadow. The dark impulse that drives
Lucifer, the monster, is not to be condemned, but understood, just as the projections and
the shadow in the Jungian theory. According to Lurie, Lucifer will be condemned to solitude
unless he is understood, just as the subject of the’being, who does not deal with his/her own

projections and shadow. After class Lurie asks to have a word with Melanie. She seems




exhausted and Lurie’s “heart goes out to her” (34). He stops himself from embracing her and
acts as a teacher and lectures her on her attendance and effort in class. Melanie is shocked
by his behavior and in italics we are given her belie\}ed to be thoughts: “You have cut me off
from everyone, she seems to want to say. You have made me bear your secret. | am no
longer just a student. How can you speak to me like this?”(34). | read these thoughts, again,
as bitter truths spoken by Lurie’s unconscious self to his conscious ego. It is an unveiled
projection of the shadow.

Melanie does not show up anymore and Lurie finds her withdrawal card in his office right
before he gets a telephone call from Melanie’s fafher, who is asking Lurie for help with
Melanie. Melanie’s father pleads for help and says fhat Melanie has such respect for
Professor Lurie that he is sure that he can help them talk some sense into Melanie. Again the
narrator’s voice is in italics, questioning; “Respect? You are out of date, Mr. Isaacs. Your
daughter lost respect for me weeks ago, and with good reason. /| am the worm in the apple,
/ How can | help you when | am the very source of your woe?” (37). The voice speaking the
truth of his inner voice or inner judge is again his unconscious self, talking to his ego.

At this stage Lurie has not yet accepted his faults out loud. He is aware of the
fact that people around him consider his deeds morally unjust, but as for himself, he still
finds his excuse in “eros”. He then retreats and finds his refuge at his daughter’s
smallholding and everything is quite alright until they are attaéked by some men who turn
everything upside down. Lucy, his daughter, isolates herself and regresses and Lurie has to
help her with everything. These events really force him to get in touch with his own
emotional life, which is very difficult for him. To see his own daughter’s suffering from the -

rape, forces him to see things from another perspective.



This is not what he came here for — to be stuck in the back of beyond, warding

off demons, nursing his daughter, attending to a dying enterprise. If he came

for anything, it was to gather himself, gather his forces. Here he is losing

himself day by day. {Coetzee 121)
At this time Lurie is having nightmares, he “wallows in a bed of blood” (121) and he is
haunted by a man who looks like he is wearing a hawk mask. Lurie even has difficulties in
separating the dreams from reality. Those are undoubtedly messages from his unconscious,
the bed representing his own sex life and the haunting man with the mask his own masked
shadow wanting to catch up with him.

The very next paragraph in the novel, after the description of the nightmares,
deals with the fact that Lurie hasn’t been working with his Byron project for a while. it
becomes very evident that Byron really becomes the symbol of his personified shadow
through the following lines:

There is still the Byron project. // Can he not by now invent a Byron who is

true to Byron, and a Teresa too? // He has, if the truth be told, been putting it

off for months: the moment when he must face the blank page, strike the first |

note, see what he is worth. (121)
The facing of the blank page is, on a deeper level of the novel, of course Lurie’s first step
towards the gaining of self-knowledge through recognizing his own, dark, true self. Equally
important is the mention of Teresa in the above quote, 'although I will explain this
thoroughly in the section on the Anima. In the next passage Lurie continues to reflect on his
Byron work;

Snatches are already imprinted on his mind of the lovers in duet, the vocal

lines, soprano and tenor, coiling wordlessly around and past each other like
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serpents. Melody without climax; the whisper of the reptile scales on marble

staircases; and, throbbing in the background, the baritone of the humiliated

husband. Will this be where the dark trio are at last brought to life: not in

Cape Town but in old Kaffraria? (121-122)
Lurie is thinking of the dark trio being, Byron, Teresa and the husband. The two lovers,
Teresa and Byron are here described as serpents, which is very interesting as the serpent is a
very symbolic animal, representing both evil and being a clear symbol of transcendence.
Symbols of transcendence are, according to Jung, symbols transmitted from the unconscious
to the conscious mind in order to “point to man’s need for liberation from any state of being
that is too immature, too fixed or final” (Jung 146). Lurie really is about to face his
unconscious self, represented through his shadow Byron and shown to him through his
fantasies about his work. “The whisper of the reptile scales” (122) symbolizing his

unconscious’ strive towards maturation.

The anima figure

The anima is, according to C G Jung’s theories, “the woman within” a male person (Jung
190). The anima figure brings important messages from the unconscious to the Self. She is a
“female personification” of the male’s unconscious and represents the feminine sides of his
psyche, such as for instance emotions, moods, capacity for personal love and love for nature.
The anima is also manifested through erotic fantasies and sex drive and does so either in a
positive or in a negative way. Even the features of the anima can be manifested through
projections, as the shadow. It is, accordingly, the influence of the anima that drives a man
towards a certain type of women. Anima projections can cause a man great difficulties if

they are not dealt with and taken seriously. Moreover there is a relative pattern in the
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relation between a very masculine man and the amount of accumulated repressed feminine
traits and demands in his unconscious.

When we are first introduced to Lurie, he thinks that he has “solved the
problem of sex rather well” (1). We are told so already in the first sentence of the novel,
which indicates that it is a very important statement. Lurie’s solution, to pay Soraya, fails and
he finds himself chasing another “object” to exercise his “sex problem” on, which leads to
his down fall. Lurie used to be a womanizer, just like Byron. Previously he had never had any.
difficulties in finding a woman, but as he grew older his magnetism failed him and he had to
make great efforts if he wanted a woman, or even pay her.

What is it then that drives Lurie to pay women and to use Melanie in the way he
does? He answers the question himself when he is talking about the fallen angel in Byron’s
poem. “He doesn’t act on principle but on impulse, and the source of his impulse is dark to
him” (33). J. M. Furniss defines the actions of our protagonist, already after only 35 pages, “a
casebook study of what Jung calls anima possession” (67). The dark source, which Lurie calls
a mad heart, is in fact his own anima projection. Lurie is, of course, on a deeper level, talking
about himself and his own actions. The fact that he isn’t able to keep a mature relationship,
and that he is drawn to women below him in power are evident features of negative anima
influences. Lurie is talking about, and interpreting, Byron and he is aware that “the thing”,
the anima, must be understood and sympathized with. The anima can be either positive or
negative, but its aim is always to help a man to gain maturity and integrate his unconscious
into his real life. Jung gives us a very tangible description of how the anima can function as
guide to the inner world;

This positive function occurs when a man takes seriously the feelings, moods,

expectations and fantasies sent by his anima and when he fixes them in some
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form — for example, in writing // When he works at this patiently and slowly,

other more deeply unconscious material wells up from the depths and

connects with the earlier material. / If this is practiced with devotion over a

long period, the process of individuation gradually becomves the singlve reality

and can unfold in its true form. (Jung 195-'196)
As mentioned earlier, Lurie had had difficulties with his Byron work,'but suddenly, after the
period with nightmares he decided to go on with his work, but with another approach. He
decided to “invent a Byron who is true to Byron, and a Teresa too” (121). This doesn’t help
him much though. He is still stuck and can’t get more far th.an to the opening lines of the
opera. Similarly he seems to be stuck in his real life. He is not able to get through to Lucy and
he cannot understand her actions. Lucy claims that he is incapable of understanding, which
seems to irritate him a lot. He keeps thinking about it and he compares rapists with Byron
and discovers that also what Byron did, must have been rape in the eyes of some people,
even though his deeds didn’t have anything to do with violence. He is now able to see what
actually happened to Lucy. He is able to imagine himself, “if he concentrates, if he loses
himself” (160) as being the rapists, but the question h>é‘ is finally asking himself is “does he
have it in him to be the woman?” (160) The question is important in two aspects. On one
level it examines weather he is able to be empathic, which he has not been proving earlier in
the novel neither towards animals nor people. On another level, the question is dealing With
his ability to deal with his anima projections. Lurie is suffering from severe anima related
problems. He has been oppressing his anima features and has therefore not been in contact
with his emotional life and his more “soft” sides. According to Jung the anima figure often
“turns up behind the shadow” which is exactly what now is happening to Lurie (186). He has

actually, at last, discovered that what his Byron was doing to Teresa and to other women,
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was nothing less than rape. Lurie is now actually listening to what Lucy; says and he is about
to leave the farm. Similarly Byron is about to set off for Greece. Byron is alone on the stage
and “he has begun to understand that life is precious” (162). Lurie is now letting his fantasies
free and through them he lets his unconscious material free. He has taken his first step
forward on his Byron work which, on a deeper level means that he has taken the first step
forward towards psychological maturity. Lurie is not yet sure about the music, but he is sure
about Byron’s words: “Sunt lacrimae rerum, et mentem mortalia tangent” (162). This
allusion to Virgil can be interpreted in many ways, but it sure is recognition of the human
suffering that every man must admit and endure. It also alludes to the passage in Dante’s
Divine Comedy where Dante meets Virgil, another womanizer, who is about to show him the
punishments in Dante’s Purgatorio. The allusion on Dante and Virgil is very important since
their journey in the Purgatorio gives us a clue of the significance of the fact that Lurie is
leaving the farm.

Accordingly the traumatic events that Lurie has been through with his daughter
have now helped him to turn the negative pattern of anima projections around. As
mentioned eaflier a very masculine man who is not in contact with the female side of his
personality is in greater danger of suffering from negative anima projections. Lucy together
wifh Bev Shaw has now helped Lurie to approach his oppressed anima features. He is
actually poning himself the question if he has it in him to be the woman (160).

At this stage, all the three womanizers leave on a jdurney, Byron sets off for
Greece, Dante is off for the Purgatorio and David Lurie is about to leave Lucy’s farm. The
step they are taking is a step towards maturation. The recognizing of human and personal
suffering and the actual facing of one’s own faults and oppressed sides of personality, the

anima, is now vital for their psychological maturity.
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The Journey

Lurie’s next step is to go and look for Mr. Isaacs. He seems to be doing this, at least on a
conscious level, without really knowing why. It is a difficult task for him and he asks God for
help as he is wondering what he is doing there. He says to Mr. Isaacs that he was only driving
through and that he would like to say what is on his heart. (165) However Lurie never speaks
his heart. Mr. Isaacs seem to be waiting for him to open up but he doesn’t, at last Isaacs asks
him what he had on his heart, but Lurie denies it and says that he only wanted to see how
Melanie was doing. Lurie can’t take the pressure and is about to leave when Isaacs asks him
to come for dinner. This is a very symbolic action as Mr. Isaac even asks him to come and
“break bread” with them, despite the fact that it might not be welcomed by the women in
the house. When Lurie turns up later he has brought a bottle of wine. Holding it out he says;
"I brought an offering” (168). This symbolic action does not have any succesus though. During
the dinner Lurie tries to be the good guest, he talks about his life the last few months and as
he unrolls the story he realizes that “he is tired of shadows, of complications” {170) he
realizes that “Country life in all its idiot simplicity” is something he really wishes for. During
his small talk he has a vision of himself on an operating table. A man is cutting him up and
pulling his guts out frowning “What is all this stuff? / What is this? /He pokes at the heart.
What is this?” (171). The scene is an image of himself letting go, letting all out and he sees it
all without feeling any pain. The man finds his heart, of which Lurie had been talking, and
questions what it is. Lurie is, stripped bare, no shadows, nothing, finally capable of facing his
actions and feeling guilt. He apologizes and asks for Isaacs’ pardon, from the bottom of his
heart. Lurie explained to Isaacs that he “lack the lyrical” and that’s the reason why he did

wrong. Mr. Isaacs responds, as an old wise man;
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If you had the lyrical, we would not be where we are today. But | say to

myself, we are all sorry when we are found out. Then we are very sorry. The

questién is, what lesson have we learned? The question is, what are we going

to do now that we are sorry? / The question is, what does God want from

you, besides being very sorry? Have you any ideas, Mr. Lurie? (172)
Lurie responds that he thinks he is “too old to Iéarn lessons”, that one can only be punished,
but he will wait and see. He then talks about the way he is taking his punishment, to be living
in a state of disgrace without term, and he asks Isaacs whether he thinks that it will be
enough for God? Under the influence of Mr Isaacs Lurie continues his confession, and like
Cato in Dante’s purgatory, Isaacs seem to be able to peel off every veil of Lurie’s defense and
he actually ends up kneeling, with his forehead on the ground, in front of the women in the
family, in a symbol of total humility. After Lurie had left the Isaacs, he receives a phone call
from Mr lIsaacs, who is calling him to wish “strength for the future” (173). Isaacs also wants
to know if Lurie is hoping for them to intervene with the university, which never had crossed
Lurie’s mind. He says that he has “finished with the university”. Isaacs then ends the chapter
with his words: “Because the path you are on is one that God has ordained for you. It is not
for us to interfere” (174). This indicates the path towards maturation, and the God Isaacs is
talking about is a symbol of the totality of the psyche, since Laurie actually had confessed
earlier that he did not believe in God, but in his own terms. Isaacs, like Virgil with Dante,
works as a guide for Lurie. He helps him to find the tools for his and the visit in Isaacs home
functions as a catharsis. According to Jung the “confession” of one’s sins is the first step
towards maturation and “the ‘effect of such a confession on simple souls is very great, and its

curative results are often astonishing” (1966 59). The description of Lurie’s fantasy while at
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Isaacs’ house, where he is letting all out and finally his heart is found and he is actually able
to ask for pardon, is a clear picture of catharsis.

Lurie gets back to Cape Town and his whole life, together with his apartment is
turned upside down. Once more he picks up the Byron project and once more he feels that it
doesn’t really evolve. The way he had first conceived it doesn’t “engage the core of him”
(181). He had first thought of Lord Byron in the center with Teresa more or less trapped
around him, but he now feels that this is a misconception and that it doesn’t “come from the
heart” (181). The Byron and the Teresa he firstly had on his mind, who had to hide their
desires in the closet, do not match with the music he now is hearing, shadowed, in his ears.
He invents another Teresa, older and more peasant-like and he wonders if she can engage
his heart. In his new version Teresa is standing by the window in her father’s house, calling
for her beloved Byron who is lost, like Dante, in the shades. The lost Byron being the old
Lurie, the Lurie before he got in touch with his ego and came to terms with his darker sides.
Teresa calls again for Byron and this time Byron answers with chh a faltering voice that
“Teresa has to sing his words for him /1 am here, she sings, supporting him, saving him from
going down. | am your source. Do you remember how together we visited the spring of
Aqua'? Together, you and I” (183). Teresa is here Lurie’s anima talking to him, asking him to
take her in. Lurie contemplates that this is how it must be, the one giving voice to the other,
“for want of better”. Lurie finds himself overwhelmed with creativity as his unconscious
material washes over him. The music, which he has had difficulties in finding, “unfolds and
blessedly reveals itself. As the action begins to unwind, furthermore, it calls of its own
accord modulations and transitions that he feels in his blood even when he has not the
musical resources to realize them” (183). Lurie describes how he is giving voice to Teresa and

how Byron quietly responds her “from the land of the shades” (184).
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Lurie had found an old little banjo in the attic which is now helping him to find
the right music for his play. The music is not at all as he héd imagined it to be. The banjo is
becoming one with Teresa’s voice and Lurie marvels at the lesson the banjo is giving him. His
unconscious is talking to him through the creation of the opera and he is surprised when
realizing that he is becoming the music of it, that is, his own true self is talking, not Byron -
the shadow, nor Teresa — his anima projection, but his own true self. “So this is art, he
thinks, and this is how it does its work! How strange! How fascinating!” (185) Lurie is almost
obsessed with his work, he doesn’t eat nor drink, he just stays in his disastrous épartment
and works. “Out of the poets | learned to /bve, chants Byron / but life, | found / is another
story. /O why do you speak like that? sings Teresa” and then she continues, crying “Come to
me, Mio Byron |/ come to me, love me! And Byron, exiled from life, pale as a ghost, echoes
her derisively: Leave me, leave me, leave me be!” (185) Teresa, the anima figure, is calling
for Byron, Lurie’s personified shadow, but he is far away. As Lurie has affronted his dark
sides, his shadow, and reached humility in his meeting with Isaacs, his shadow is fading
away. Byron answers that he learned to love from the poets but he has found out that life is
another story. The reinvented Teresa still wants to be loved and continues calling for him
day after day, until one day another voice is heard, Allegra, Byron’s daughter. The
abandoned daughter is asking her father why he has forgotten her. Byron, who has had
enough of life, is sitting in the shadows on “death’s other shore” and answers without being
heard, “My poor little baby!” (186).

Teresa was representing Lurie’s negative anima projections. Accordingly, she is
still calling for her Byron to come and let her out. The old Byron does not exist though; he is
trapped and long gone. Allegra is here a personification of Lurie’s more positive anima

figure, the one that can actually help him finding love and true meaning in life.
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Lurie’s journey is not yet over though. He is still in Cape Town and he is still
wrestling with his true self, he is a lost soul who doesn’t know where to go. He goes to the
theater and sees Melanie. Here he has a revelatory moment wherevhe all of a sudden
remembers all his women from the past. This arises strong feelings; “Like a flower blooming
in his breast, his heart floods with thankfulness. Where do moments like this come from?
Hypnagogic, no doubt; but what does that explain? If he is being led, then what god is doing
the leading?” (192) Of course this alludes to the path of God that Isaacs was referring to
earlier. Again, he tries his old path, the one with prostitutes; “Why not, he thinks, on this
night of revelations? (194) The event doesn’t give him much and the chapter ends with his
words to the prostitute; “I’'m taking you back to where | found you.” (194)

Lurie returns to Lucy’s smallholding and has some arguments with her. There
are many things around Lucy that he has difficulties accepting, he feels almost
uncontrollable rage and Lucy asks him to leave. He thinks about Teresa, that she can save
him. The provoking Teresa, with her longings and her banjo. Then he goes to the clinic and
while talking to Bev Shaw, images come to him of the Inferno and the line “Vedi I'anime di
color cui vines lira” (209). Yet an additional example of revelatory material from his
unconscious giving him messages about negative sides from his personality. The above cited
is yet another allusion to Dante, but this time from the inferno referring to those who were
in the Inferno because of their uncontrolled rage or anger.

Lurie finds himself a room and a job at the clinic and he is working with his
opera. He has decided to bring Teresa and Byron back. Teresa is still calling for her Byron.
She wants him in every way. At last Teresa confronts the darkness, “she wants to be rescued
—from the pain, from the summer heat / from everything” (213). The opera now “consumes”

Lurie, but he does not get anywhere, he is stuck. “He has not got the musical resources, the
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resources of energy, to raise Byron in Italy off the monotonous track on which it has been
running since the start.” He is terribly sorry that he didn’t manage to give Teresa another life
and he wishes that she can find it in her heart “to forgive him” (214).

Lurie is not the same person anymore. He has gone through great changes. He
is now much more in contact with his female sides and he has been able to develop the
ability to be emphatic and to love even on a deeper level. The whole meaning with the Byron
project has therefore failed. The great womanizer and the oppressed female, Teresa, do not
exist anymore. He has given his own Teresa, his anima, a much greater space and it is not in
his power to change what once were.

The closing scene of the novel, the sacrificial scene with the dog, is the ultimate

confirmation of Lurie giving up his old Byronic self for the want of something better.
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Conclusion

To summarize, | would say that my claim, that David Lurie’s temperament is not set or fixed,
is correct. David Lurie goes through an extensive psychological change in the novel. My aim
with this thesis was to examine to what extent C. G. Jung’s theory on the individuation
process was applicable on the protagonist, David Lurie. The initial stage of the individuation
process occurs when a person finds himself or herself in a state of lack of inner meaning in
life which drives the person towards external desires, and later crisis. David Lurie, at the
beginning of the novel, describes his weeks “as featureless as a desert”. The consequence of
this void in his life is that he gets involved with his student in an immoral manner. But Lurie
does not want to admit that this is wrong, neither to himself, nor to people around him. The
archetypes are psychological concepts proposed originally by C G Jung and David Lurie is
referring to them in the beginning of the novel. He is talking about revelatory moments of
the self and | the importance of being aware of them. The shadow, the archetype
representing the negative.aspects of a person is well depicted in the novel through the
personification of Byron. The Byron in the story is at the beginning a very strong and
masculine man, but he gets more and more weak or soft, as the stofy develops. Also the
anima archetype is well depicted in the novel, personified through the character of Teresa.
Lurie’s anima projection drives Lurie towards women that are really not good for him and it
also makes him incapable of building good relationships. The facing of his archetypes and the
integrating of his unconscious threw his work with the Byron project helps Lurie to gain
psychological maturity. By the end of the novel, Lurie has been able to face his darker sides
and even to reach a state of regret and humility. He has even found out that life is beautiful
and he has found meaning in life through simple things, such as for example animals and

rural life.
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