
5 

Mais do que um simples anexo 

 

 

Neste capítulo, que é, de certa forma, um anexo, reúnem-se passagens 

retiradas de documentos coletados na International Anthony Burgess Foundation, 

fotografias de lugares que fizeram parte da vida de Anthony Burgess e fotografias 

de locais mencionados no romance Inside Mr. Enderby, entre outros. Tais 

materiais foram importantes para minha compreensão da figura que estudo, 

complexificando sua identidade na medida em que aumentavam seu espaço 

biográfico. Assim, a seleção dos documentos que compõem esta seção pautou-se 

na relação que eles têm com o corpus da tese e com os temas nela abordados. Não 

os utilizei no corpo principal da tese, pois o foco era a comparação entre o 

romance e a autobiografia. Entretanto, creio ser relevante apresentá-los para 

demonstrar as possibilidades de entrecruzamentos e superposições que eles 

oferecem ao pesquisador. Por essa razão, tais materiais são apresentados em uma 

espécie de anexo que, devido à sua relevância, é situado ainda no corpo da tese. 

Dessa forma, embora seja assim denominado por falta de outro nome, trata-se de 

algo para além de um simples anexo.  

Inicio com as fotografias de locais da cidade de Manchester os quais 

Burgess frequentou. A figura abaixo apresenta a única residência que ainda não 

havia sido demolida dentre aquelas em que o romancista viveu com sua família 

durante sua infância. Infelizmente, a construção foi demolida alguns meses depois 

de minha visita. 

 

Figura 2 – Edificação em que Anthony Burgess viveu, situada em Manchester, Inglaterra. 

DBD
PUC-Rio - Certificação Digital Nº 1112751/CA



138 
 

Tratava-se de uma casa geminada localizada em Princess Road, no bairro de 

Moss Side. Perto dela, havia uma tabacaria, que pertencia à madrasta do escritor e 

era gerida por seu pai. De acordo com a autobiografia, neste local Burgess teve 

suas primeiras experiências sexuais com uma criada. Ou seja, foi neste lugar que o 

sentimento de culpa religiosa começou a se manifestar. 

Parte dessa culpa era expiada a partir de suas confissões e posteriores 

penitências. Uma das igrejas mais importantes citadas em sua autobiografia é a 

Igreja do Santo Nome (Holy Name Church), que pode ser vista nas seguintes 

fotografias: 

 

 

Figura 3 – Igreja do Santo Nome, situada em Manchester, Inglaterra. 

 

 

Figura 4 – Igreja do Santo Nome, situada em Manchester, Inglaterra. 

 

Este templo tem um papel central na questão da apostasia. Em conversa com 

o professor Andrew Biswell, obtive a informação de que Burgess teria chegado à 
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conclusão de que havia apostatado ao andar pela rua principal do bairro, quando 

se encontrava diante da igreja mencionada. 

Do outro lado da rua, em frente à igreja, encontra-se o prédio dos alunos da 

Universidade de Manchester. Ao lado deste prédio, está a Faculdade de Artes, 

onde o romancista estudou. Abaixo, são apresentadas fotografias da Faculdade, 

assim como uma placa em homenagem à memória do romancista, situada perto da 

entrada. 

   

Figura 5 – Faculdade de artes da Universidade de Manchester, Inglaterra. 
Figura 6 – Placa comemorando Anthony Burgess, situada à entrada da Faculdade de 
artes da Universidade de Manchester, Inglaterra. 

 

 

Figura 7 – Prédio da Faculdade de artes da Universidade de Manchester, Inglaterra. Ao 
fundo, topo da torre da Igreja do Santo Nome. 
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A terceira fotografia teve maior destaque porque ela demonstra algo que 

considero de extrema importância. A posição em que a imagem foi capturada 

corresponde à de uma pessoa que acabou de sair da Faculdade de Artes e anda 

pelo pátio em direção à rua principal do bairro. Nota-se que, ainda de dentro do 

referido pátio, pode-se ver o topo da Igreja do Santo Nome, que está localizada do 

outro lado da rua. O planejamento urbano do local pode ser entendido como um 

signo que aponta para a dicotomia entre o conhecimento secular, representado 

pela universidade, e o conhecimento religioso, representado pela igreja, dualidade 

esta presente na identidade expressa pelo autor. 

Caminhando pela rua por mais alguns minutos, chega-se a uma entrada que 

dá acesso ao Xaverian College, local onde Burgess cursou o ensino médio e onde 

começou a questionar sua fé. 

 

Figura 8 – Entrada do Xaverian College, em Manchester, Inglaterra. 
Figura 9 – Prédio de recepção do Xaverian College, em Manchester, Inglaterra. 

 

 

Figura 10 – Prédio do Xaverian College, em Manchester, Inglaterra. 
Figura 11 – Corvo empoleirado em árvore situada à entrada do Xaverian College, em 
Manchester, Inglaterra. 

 

A primeira imagem apresenta a entrada do Xaverian College, que leva à 

recepção, mostrada na segunda imagem. A área do colégio é enorme, estendendo-

se por mais de um quarteirão. A terceira fotografia mostra outro prédio da 

DBD
PUC-Rio - Certificação Digital Nº 1112751/CA



141 
 

instituição. A quarta imagem foi selecionada por conta de um episódio curioso. 

Decidi fotografar o corvo que está na árvore, pois ele estava muito inquieto, 

grasnando bastante. Depois de capturá-lo, posei para uma fotografia em frente à 

entrada do colégio, enquanto minha esposa, que me acompanhava, se preparava 

para capturar a imagem. Naquele momento, o corvo alçou um voo rasante sobre 

minha cabeça, causando-me um grande susto. Não pude deixar de pensar nisso 

como um signo, uma espécie de aviso para que eu não desenterrasse o aspecto 

religioso do passado de Burgess. 

A visita a estes três lugares foi reveladora no sentido geográfico. 

Considerando a proximidade das instituições mencionadas, passei a levantar 

hipóteses sobre algumas das possíveis causas das dúvidas de Burgess em relação à 

sua religião. Parte de sua educação intelectual e religiosa aconteceu na mesma 

instituição: o Xaverian College. Foi lá que o romancista começou a questionar sua 

fé, por conta da contradição entre os conhecimentos secular e religioso. O fato do 

prédio da universidade em que ele estudou ser tão próximo à Igreja do Santo 

Nome sublinha a dicotomia desses dois mundos, acentuando a caráter 

contraditório da relação que Burgess mantinha com o catolicismo. Talvez o 

próprio planejamento urbano do bairro tenha contribuído para a intensificação de 

seus questionamentos. No entanto, tais hipóteses não poderiam ser comprovadas, 

ainda que façam sentido. 

O que pode ser comprovado está em documentos. Muitos daqueles a que 

tive acesso encontram-se reunidos na International Anthony Burgess Foundation, 

que dista uma breve caminhada da Universidade de Manchester e da Igreja do 

Santo Nome. Além de ter encontrado documentos relevantes, pude ver objetos 

pessoais do romancista.  

A seguir, apresento uma fotografia de modelos em gesso das mãos do 

escritor. 

 

Figura 12 – Modelos das mãos de Anthony Burgess, parte da coleção da International 
Anthony Burgess Foundation, em Manchester, Inglaterra. 
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De acordo com Anna Edwards
1
, estes modelos foram comissionados ao 

artista Michael Wade na ocasião da morte do escritor por Liana Burgess, segunda 

esposa e viúva do romancista. Juntamente com os modelos das mãos, foi pedido 

um modelo do rosto de Burgess. Liana teria aceito as mãos, mas recusado o rosto, 

afirmando que o último não representava seu falecido marido. As duas obras 

pertencem hoje à fundação. 

As mãos que serviram como modelo para o gesso manusearam tanto 

máquinas de escrever quanto instrumentos musicais. Abaixo, pode-se ver o 

hapsichord em que Burgess compunha suas peças musicais e uma de suas 

máquinas de escrever, usadas para criar vários de seus textos. A fundação exibe 

uma série de máquinas que o romancista usou em sua longa carreira de escritor. 

 

 

Figura 13 – Hapsichord que pertenceu a Anthony Burgess, parte da coleção da 
International Anthony Burgess Foundation, em Manchester, Inglaterra. 
Figura 14 – Máquina de escrever que pertenceu a Anthony Burgess, parte da coleção da 
International Anthony Burgess Foundation, em Manchester, Inglaterra. 

 

Parte da biblioteca pessoal do autor é mantida na fundação. Outros livros 

que lhe pertenceram podem ser encontrados no Anthony Burgess Centre, da 

Universidade de Angers e no Harry Ransom Center, da Universidade de Austin, 

no Texas. A parte a que pude ter acesso continha muitos livros de poesia, não 

somente na língua inglesa, assim como alguns livros religiosos, principalmente 

sobre Jesus Cristo. Talvez Burgess os tenha usado para pesquisa antes de escrever 

o romance O homem de Nazaré e o roteiro para o filme Jesus de Nazaré, dirigido 

por Franco Zeffirelli. 

 

                                                             
1
 O texto de Edwards foi publicado no site oficial da fundação. É possível acessá-lo no seguinte 

link: http://www.anthonyburgess.org/collections/anthony-burgesss-death-mask. 
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Figura 15 – Biblioteca pessoal de Anthony Burgess, parte da coleção da International 
Anthony Burgess Foundation, em Manchester, Inglaterra. 

 

Um dos objetos pessoais mais interessantes é uma edição especial do 

primeiro volume de sua autobiografia, quando foi lançada nos Estados Unidos. 

Esta edição teve poucos exemplares, que foram autografados pelo autor e 

distribuídos a seus amigos. Há duas diferenças em relação à edição que chegou ao 

público: uma ilustração, que apresenta Burgess em destaque e várias pessoas que 

fizeram parte de sua vida ao fundo; e um prefácio especial para o público 

americano. 

 

 

Figura 16 – Ilustração em edição especial de Little Wilson & Big God. 
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Na ilustração, pode-se ver a cidade de Manchester com as chaminés de suas 

fábricas ao fundo, além de figuras como o pai de Burgess ao piano, 

provavelmente o professor (padre) que o fez duvidar de sua fé pela primeira vez, 

sua primeira esposa Lynne, provavelmente o major Meldrum, com quem teve 

problemas quando serviu ao exército em Gibraltar e talvez sua madrasta, de 

avental. Nota-se a ausência de sua mãe, falta primordial para a formação de sua 

identidade. 

O texto do prefácio especial para a edição estadunidense é revelador em 

alguns aspectos. Burgess explica algumas diferenças culturais entre os Estados 

Unidos e a Grã-Bretanha, para que os leitores possam melhor compreender os 

eventos narrados e o tom usado. Um dos parágrafos que mais me chamaram a 

atenção é transcrito abaixo: 

 

There are other elements in this story which could not be exactly reproduced in an 

American counterpart. The hero, or anti-hero, is provincial and has difficulty in 

forcing an entrance into the centre of British power and culture. His way of 

speaking English is against him – a merely comic circumstance to Americans who 

enjoyed My Fair Lady – and his religion is an even greater handicap. He is a 

Catholic of old Anglo-Saxon stock refreshed by blood from Ireland, and this makes 

him suspect in a country with an established Protestant Church and a monarchical 

system which not merely sustains it, but according to the terms of the British 

Constitution, actually controls it. There is thus a certain sense of exclusion, a 

religious and regional bitterness which will taste strange to Americans. 

(BURGESS, 1987) 

 

O trecho acima confirma o tom de exclusão usado pelo autor para a 

construção de sua autoimagem em sua autobiografia. Depois de ler tal prefácio, a 

impressão de ressentimento por parte de Burgess em relação a muitas de suas 

experiências, tom que eu havia percebido quando li Little Wilson & Big Gog, se 

tornou mais intensa. O “pequeno Wilson” do título se tornou ainda menor. 

Um documento interessantíssimo é a certidão de óbito de Alexander George 

Mitchell. De acordo com Burgess, este teria sido um amigo de infância que teria 

morrido de maneira trágica, sendo empalado em uma lança de uma grade, ao cair 

do telhado de uma casa (BURGESS, 2002a, p. 64). Essa suposta morte foi usada 

em um de seus romances, The Worm and the Ring. Simon Johnson, pesquisador 

que atualmente escreve uma biografia sobre a mãe de Burgess, encontrou a 

certidão de óbito de Mitchell, disponibilizando-a na internet. O documento deixa 

claro o costume de Burgess em inventar eventos, pois mostra que a criança teria, 
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na verdade, morrido de meningite. Burgess manteve o endereço correto de seu 

amigo em seu relato, mas teve de trazer tragicidade ao evento, inventando uma 

morte por empalamento. 

 

 

Figura 17 – Certidão de óbito de Alexander George Mitchell, supostamente amigo de 
infância de Anthony Burgess. General Register Office for England and Wales (Crown 
Copyright). 

 

Outros documentos interessantes encontrados foram dois roteiros para 

cinema em que os dois primeiros livros do quarteto Enderby haviam sido 

adaptados. Um deles chama-se “Enderby”, seguindo o nome do romance quando 

foi relançado em uma edição que continha os dois primeiros tomos. O outro, 

chama-se “A Blast from the Smallest Room”. 

 

 

Figura 18 – Capa de texto em que Inside Mr. Enderby e Enderby Outside foram 
adaptados para roteiro cinematográfico, parte da coleção da International Anthony 
Burgess Foundation, em Manchester, Inglaterra. 
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Figura 19 – Capa de outro texto em que Inside Mr. Enderby e Enderby Outside foram 
adaptados para roteiro cinematográfico, parte da coleção da International Anthony 
Burgess Foundation, em Manchester, Inglaterra. 

 

Infelizmente, os roteiros não se transformaram em filmes. Ainda assim, foi 

bem interessante ler alguns trechos e notar que outras estratégias foram utilizadas 

para contar a estória, visto que a mídia era diferente. Certos aspectos ganharam 

destaque, ao passo que outros foram minimizados. 

Nesse sentido, outro achado importante foi uma dramatização da estória de 

Enderby para um programa de rádio. Como apontado no terceiro capítulo, o 

romance foi adaptado para o rádio por Jim Poyser e dirigido por Polly Thomas. A 

estação de rádio BBC Radio 4 de Manchester a exibiu nos dias 4 de março de 

2001 e 11 de março de 2001. Um dos aspectos mais interessantes da dramatização 

é que, em certos momentos, a presença das personagens pode ser sentida de 

maneira mais concreta. O episódio em que Enderby é acordado por sua madrasta 

por esta sentir pavor dos trovões que ouvia, por exemplo, ganhou uma intensidade 

notável. 

Na fundação, encontrei também várias edições de Inside Mr. Enderby e 

Enderby (edição que reúne os dois primeiros volumes do que viria a se tornar um 

quarteto de romances posteriormente). Algumas das capas apresentavam o assento 

sanitário ou o banheiro, lugar onde Enderby escreve a maioria de seus poemas na 

narrativa. Tais capas acentuam o caráter purgativo da escrita do protagonista e, 

indiretamente, de seu criador. 
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Figura 20 – Capa de edição de Inside Mr. Enderby, parte da coleção da International 
Anthony Burgess Foundation, em Manchester, Inglaterra. 
Figura 21 – Capa de edição de Inside Mr. Enderby, parte da coleção da International 
Anthony Burgess Foundation, em Manchester, Inglaterra. 

 

     

Figura 22 – Capa de edição de Enderby, parte da coleção da International Anthony 
Burgess Foundation, em Manchester, Inglaterra. 
Figura 23 – Capa de edição de The Complete Enderby, parte da coleção da International 

Anthony Burgess Foundation, em Manchester, Inglaterra. 
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Parte de Inside Mr. Enderby é passada na cidade inglesa de Hove, onde 

Anthony Burgess viveu quando escreveu o romance. De acordo com a narrativa, 

Enderby visitava regularmente um pub chamado The Neptune. É neste bar que o 

protagonista vê o que acredita ser um fantasma de sua madrasta. Tive a 

oportunidade de visitar o local. Ele é bem diferente do que Burgess descreve no 

romance. Talvez porque tenha sofrido mudanças com o tempo ou talvez porque 

Burgess simplesmente o descreveu de outra forma para os propósitos expressivos 

do romance. 

     

 

Figura 24 – Placa do pub The Neptune, situado em Brighton, Inglaterra. 
 

   

Figura 25 – Entrada do pub The Neptune, situado em Brighton, Inglaterra. 
Figura 26 – Interior do pub The Neptune, situado em Brighton, Inglaterra. 

 

Para finalizar, apresento uma entrevista que realizei via rede mundial de 

computadores com o diretor da International Anthony Burgess Foundation e 

biógrafo de Anthony Burgess, o professor Andrew Biswell. Essa entrevista foi 

reveladora em diversos aspectos e pode ajudar o leitor desta tese a entender alguns 
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aspectos da pesquisa. Minhas perguntas encontram-se em negrito. As respostas de 

Biswell vêm na sequência em formatação padrão. 

 

First of all, I would like to thank you, Professor Biswell, for using some 

of your time to answer these questions. I would like to start by discussing the 

impressive work you have done writing the notes for the 50
th

 anniversary 

edition of A Clockwork Orange. They bring some new light to the novel, 

giving the reader a deeper understanding of the many things it involves, 

including autobiographical material. Could you explain the process for 

compiling the notes and the reception they have had? 

 

The annotations to A Clockwork Orange grew naturally out of my editorial 

work for the restored edition in 2012. The process of establishing the new text 

involved re-typing every sentence of the novel, and checking each word against 

the 1961 typescript and the first edition. I also had access to Anthony Burgess’s 

correspondence with his original London publisher, in which he revised certain 

details of the text in response to queries from the copy-editor. As I worked 

through the novel, I found there were many things I did not understand. For 

example, when Alex speaks of ‘the old Sammy act’ in Part One, he is talking 

about bribing the old women in the pub. But what does ‘Sammy’ mean? In fact ‘to 

Sam’ or ‘to stand Sam’ is an obsolete slang expression, meaning ‘to buy 

somebody a drink’. It is military slang, and Burgess probably learned it when he 

was in the Army in the 1940s. Apart from exotic words, there are many examples 

of embedded quotations, especially from the poetry of Gerard Manley Hopkins, 

Shakespeare’s plays and the King James Bible. Nobody had noticed these 

allusions or commented on them before. As I worked through the text very 

slowly, word by word, it became clear to me that I had been reading the novel for 

25 years without fully understanding it. The aim of the notes is to pass on some of 

these discoveries. 

My colleagues at the International Anthony Burgess Foundation kindly 

contributed one or two additional notes, and advised me not to define standard 

English words which could be looked up in a large dictionary. 

A number of my notes were either shortened or cut by me because they 

referred to biographical details whose relevance to the novel was doubtful. The 
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new German translation (2013) contains supplementary notes by the translator. I 

am delighted that he has decided to do this. And the Brazilian edition is illustrated 

(in black and white and orange), which adds another dimension to the book. 

The reception of the new edition has been pleasing. It has attracted a fair 

number of reviews, nearly all of them favourable, and there was international 

coverage on television and radio (in the United States, France and Russia and on 

the BBC World Service). This level of media interest is unusual for a reprint of a 

literary novel. 

Some of the new research is not visible in the printed book, but it found a 

place in the electronic version for i-Pad, released (in Europe only) by Random 

House Digital. Among the features of the digital edition are: a complete facsimile 

of the original 1961 typescript; audio recordings of Burgess talking about 

violence, music and youth culture; editorial and publicity documents from the 

publisher’s archive; six hours of video interviews with critics and novelists; and a 

gallery of book covers from around the world. 

 

There is some interest in A Clockwork Orange here in Brazil, which I 

think would have upset Burgess, for obvious reasons. However, I know there 

are researchers around the world dealing with his work, mainly in Europe, 

but in the USA as well. As the Director of the International Anthony Burgess 

Foundation, do you see some growing interest in the work of the Mancunian 

around the world? What kinds of research are being developed? 

 

The interest in Burgess’s work has grown hugely since 2010. First of all, the 

unfashionable novels are being reprinted. A number of ‘obscure’ works, such as 

Tremor of Intent and Napoleon Symphony have come back into circulation. So we 

are now seeing other aspects of Burgess. I am aware of new translations into 

Russian, Serbian, Korean and Chinese. On the stage, there are regular productions 

of Cyrano de Bergerac and Oedipus the King (both translated by Burgess) and the 

musical version of A Clockwork Orange, which has recently toured in France, 

Canada, Australia and Japan. Beyond this, there have been performances of 

Burgess’s chamber music and orchestral music. His Shakespeare ballet was 

produced for the first time in France in 2010, and the BBC Philharmonic 
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Orchestra performed ‘A Manchester Overture’ in October 2013. Compositions by 

Elgar and Brahms were on the same programme. 

In terms of academic research, postgraduate students are examining 

Burgess’s poetry, his affinities with James Joyce, the role of music in his novels, 

and his work as a translator. But there is a great deal of work still to be done. I 

would like to encourage projects on Burgess’s work for stage, film and television; 

his historical fiction; and his place within the canon of science-fiction writers. 

There is enough unpublished material to satisfy any number of potential doctoral 

dissertations. 

 

The title of your biography on Burgess, The Real Life of Anthony 

Burgess, may point to a final version of the English novelist. However, I 

remember from one of our interactions that you based the title on Nabokov’s 

The Real Life of Sebastian Knight, a biography of a fictional character, which 

may point to the opposite idea. Could you explain what your intention was 

when choosing such a title? 

 

The title of my biography changed several times while I was writing it, as 

the focus changed. At one stage I wanted to call it ‘Inside Mr Burgess’, but the 

publisher raised objections, for reasons I have forgotten. The Real Life of Anthony 

Burgess is as good a title as any. Nabokov’s The Real Life of Sebastian Knight is a 

brilliant novel about the impossibility of biography. The dead writer, Sebastian, is 

a kind of Houdini-figure who keeps disappearing from sight and is ultimately 

never found. All of his novels are about missing persons, and one begins to doubt 

whether Sebastian himself ever existed. Nabokov’s point is that human character 

is fundamentally unknowable: you can never discover ‘the real life’, especially if 

you are dealing with a professional writer, whose business is the telling of lies. 

But nobody noticed the reference to Nabokov, and the title of my book was 

interpreted literally, as a kind of boast. I had intended an opposite meaning. 

Burgess lived so much through his fictions that his sense of reality was 

rather distorted by the end. The persona in his autobiography is a fictional 

character, as he himself acknowledged in letters from the period of its 

composition. He describes his former self as a disagreeable stranger, whose 

motivations are hidden from the older man who is writing about his life. They 
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share nothing except a name, and even this is subject to change (as Jack Wilson 

becomes the professional writer ‘Anthony Burgess’). 

 

By reading your book, the impression I had is that you conceive of 

Burgess as a person who was multi-faceted and also that we may find 

different Burgesses depending on where we look, be it in his fiction, his 

music, his academic work or his autobiographical writings. It even inspired 

me to look for one such Burgess hidden in his fiction. Would you consider 

that this was one of the points of your biography? If so, would you talk about 

the facets you have found? 

 

This is a very large subject. How much time do we have? Somebody once 

said that it would have bored Burgess to hold the same opinions on two 

consecutive days. My impression is of a highly intelligent man who never stopped 

absorbing new information but had a deep suspicion of systems. He had a restless 

intelligence which was always causing him to re-arrange his mental furniture in 

response to new stimuli and new ideas. 

In his Shakespeare novel, Nothing Like the Sun, he writes about actors as 

people who remake themselves every time they perform. And I think this is a 

useful way to think about Burgess the man. Now, all these self-reinventions can 

be exhausting, and periodically he would collapse in a state of extreme mental 

fatigue. One way to approach Burgess is to think about the narrative properties of 

his novels. Each one is different in formal terms. He was not a writer like Graham 

Greene, whose approach to narrative became fixed in about 1938 and showed 

only slight progressions after that date. Burgess was a great formal innovator, who 

remained alert to the possibilities of fiction. Reading Parade’s End by Ford 

Madox Ford for the first time in the 1970s made Burgess want to imitate Ford’s 

structural acrobatics in Earthly Powers. Among twentieth-century writers, he was 

unusually responsive to what he read (partly because he was so immersed in 

commenting on other people’s novels as a critic), and genuinely excited by the 

craft of narrative. He took seriously Ezra Pound’s injunction to ‘Make it NEW.’ 

Curiously enough, Ford (like Burgess) was a failed poet who did not come 

to the writing of novels until he was middle-aged. His memoirs resemble 

Burgess’s ‘Confessions’ in their unreliability and semi-fictionality. But he is a 
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writer of great sophistication and maturity. Nobody under the age of 30 should be 

encouraged to read him, I think. They won’t see the point of what he has to say. 

 

One of the things that drew my attention in your biography was the use 

of different sources, such as photographs and drafts made by the novelist, 

apart from Burgess’s own autobiography, of course. Given the number of 

different sources you used, what were the biggest difficulties during the 

process of researching for and writing The Real Life of Anthony Burgess? 

How useful were the archives you had access to? 

 

The archives were in a very raw state when I began my research. Liana 

Burgess had not yet sold her papers to the Texans, and her collection was stored in 

various houses all over Europe, so in practical terms it was not accessible. The 

editorial archives were very disorganized, and one of the major publishers was in 

the process of being sold, which created difficulties and delays. On the other hand, 

the BBC Written Archive Centre has preserved an excellent collection of early 

television and radio scripts. In some cases they microfilmed every draft script, 

including those which were rejected. In the 1950s and 1960s, most radio 

interviews were pre-recorded and the tape was transcribed in full by a typist. The 

producer would edit by writing on the typescript, which was then microfilmed. 

Although most of these early sound recordings are lost, the typescripts have 

survived, and they include long passages which were never broadcast. There is 

still no public catalogue of this material, but I found it to be an excellent resource. 

My other piece of good fortune was that David Thompson was making his 

two-part BBC film, The Burgess Variations, when I was beginning to work on the 

biography. He generously gave me VHS copies of a number of Burgess’s films 

and interviews for television. This explains why I was able to draw on so much 

broadcast material in the biography. 

I also sent letters to local newspapers in all of the towns where Burgess had 

lived. I got a very good response from people who had known him from the 1940s 

onwards. The alumni office at Manchester University forwarded my letters to 

people who had studied alongside him before the Second World War. Many of the 

publishers who worked with Burgess were listed in the London phone book. So I 
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wrote to them or rang them up and arranged to meet them. In total I interviewed 

or corresponded with around 300 witnesses who knew him personally. 

Other people have contacted me with their memories since the book was 

published in 2005, and a good deal of new information has subsequently become 

available in the various archives. Most recently, I met and interviewed a man aged 

99 who knew Burgess extremely well just after the Second World War. I now 

have more than enough material to justify a second edition of the biography. I 

would like to publish this in February 2017, to coincide with the centenary of 

Burgess’s birth. 

 

Another thing that I found illuminating in your biography of Burgess 

was the use of his personal library to show he fashioned some of the passages 

in his autobiography on fictional works he had read. However, his own 

fictional works were not commonly mentioned as sources for constructing 

your image of the novelist. Did you use any of them to get to any conclusions 

you present in your book? If so, in what ways did you do it? 

 

I was cautious about reading the life directly through the fiction, because I 

believe that the relationship between the two is more complicated than that. On 

one occasion, I speculated that Burgess’s account of sexual adventures in 

Leningrad, presented in You’ve Had Your Time (1990) may have originated in his 

novel about Russia, Honey for the Bears (1963). The problem is that he did not 

mention any erotic encounters in his letters or notebooks from 1961, and I was 

very doubtful as to whether they had actually happened. Oddly enough, most of 

his close friends from that period believed that he was celibate, and only capable 

of what D.H. Lawrence calls ‘sex in the head’. Most of his energy seems to have 

gone into either writing or drinking. And Burgess himself admitted in an 

interview that he had been ‘a great masturbator’ during the period of his first 

marriage. I concluded that his claims to have bedded all those women were 

largely imaginary. But there is a strong case for saying that he plundered the sex 

scenes from his own novels when he came to write his autobiography. Why he felt 

compelled to do this is another question. 
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Roger Lewis’s biography painted Burgess as a liar, which seems to be 

rather unfair to the novelist. However, I believe his book could be read as a 

sort of parody trying to mimic Burgess’s general style when writing fiction, 

especially the comic traces and the tendency to complain about things. In 

some instances, I tend to understand Lewis’s book as a biography of 

Burgess’s fictional character (and, according to some critics, his alter-ego) 

Francis Xavier Enderby. How do you interpret Lewis’s biography? Do you 

see any possible connections between the image of Burgess described by 

Lewis and that of Enderby? 

 

I agree with Jonathan Meades, who said in a review that (1) Roger Lewis 

hates Anthony Burgess; and (2) the writer Roger Lewis most closely resembles is 

Anthony Burgess. There is a bizarre fusion between the biographer and his 

subject, which works itself out in a kind of hysterical aggression. Having read all 

of his books, it is clear to me that Roger Lewis’s life as a writer, which Burgess 

encouraged when Lewis was very young, has been full of disappointments and 

humiliations. But his Burgess book is not a biography. It is a Freudian case-

history which describes an inferiority complex. 

Lewis missed an opportunity by not discussing Burgess’s film-script about 

Freud and Schreber, which he wrote for Burt Lancaster in the 1970s. But Lewis 

decided, for some reason, not to engage with any of the unpublished work. He 

says that it is probably no good, and turns this into an excuse for not bothering to 

read it. 

Actually, the effect of the Lewis book was to make Burgess’s admirers and 

supporters stand up to voice their disagreement with his assertions. I mean people 

like Blake Morrison, A.S. Byatt, Michael Ratcliffe, George Walden, Erica Jong, 

John Walsh, Lucy Ellmann and Philip Hensher. And what is Roger Lewis’s voice 

among so many dissenting opinions? 

 

The last question stems from my interests in Burgess’s autobiographical 

writings. My present research is based on a comparison between Anthony 

Burgess and Francis Xavier Enderby. In “Introduction to the ‘Brides of 

Enderby’”, published in the book Anthony Burgess, Autobiographer, you 

argue that if Enderby is to be seen as an alter-ego of Burgess’s, the former is 
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certainly the latter’s worst aspect. In your own words, Enderby is a 

“demonic, monastic, spermatic worst-self, a brutal auto-caricature, an 

anarchic anti-Anthony” (BISWELL in WOODROFFE, 2006, p. 206). Do you 

think Enderby could be seen as a sort of alternative subjectivity of Burgess’s? 

And, in what ways would you consider Enderby as this darker side of the 

novelist? 

 

Enderby always reminds me of Robert Frost’s poem, ‘The Road Not 

Taken’. I think Burgess wrote the first three Enderby novels out of a conscious 

awareness that he might easily have turned into Enderby if his life had taken a 

slightly different course. And there is a strong sense of him channeling his 

misogynistic feelings (and other kinds of violence and extreme prejudice) into 

those novels, where they can be allowed to run riot within the safety of a fictional 

frame. The Clockwork Testament makes no attempt to hide from the reality of 

racism, but the racist sentiments are primarily Enderby’s rather than those of the 

author who stands behind him. It’s a distancing technique that Burgess learned 

from his study of the maniac Humbert Humbert in Nabokov’s Lolita. But his 

exploration of these thoughts and feelings inevitably leads readers into dark and 

unattractive territory – not at all what we might expect from a series of comic 

novels. Is there perhaps a point after which we find it difficult to go on laughing? 

If it’s a question of how Burgess regards Enderby, perhaps he is a character 

who presents opportunities for ethical examination. He is afflicted by powerful 

impulses -- such as revenge, lust, suicide and murder -- but he manages to 

overcome them and, through his art, to achieve a kind of qualified triumph. 

Somebody should write a philosophical paper on the Enderby trilogy, 

disregarding the fourth volume, which is a hastily-composed mess. I’d be very 

interested to read that. 

 

Once you told me you had been deeply affected by the Holy Name 

Church, where Burgess used to attend mass, when you realised that was the 

spot where the novelist lost his faith. I am interested in the question of affects 

and also in the loss of Burgess’s faith. Could you describe what you felt and 

what ideas crossed your mind when you had that experience? 
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Shortly after I arrived in Manchester, I was standing outside the university 

library, looking towards the neoclassical Arts building (where Burgess studied) 

and listening to the clock of the Holy Name Church (where he argued with the 

Jesuit priests) striking the hour. The conjunction of these elements struck me as in 

some way significant, but it is difficult to quantify the experience in academic 

terms. It felt as if the place was speaking. 

I do a great deal of walking around when I am researching, to establish the 

shape of streets and the physical distances between landmarks. I also take 

photographs, because visual triggers are useful when you are writing up your 

research. It’s important to get a sense of what an area is like, what kind of people 

live there, how it has changed over time, and so forth. Walking around certainly 

brought me closer to Moss Side, where Burgess grew up. By reputation it is a 

menacing place, but that wasn’t my experience at all. 

The book I’m writing at the moment is partly about the landscape of the 

north of England, contrasted with various other European and North American 

cities. Again, I have done a lot of walking around and thinking about place. Poets, 

in my experience, are more attentive to their environment than novelists, but this 

may be another way of saying that Burgess was not a very visual writer. 

As an example of why place matters, I was very surprised to discover that 

the Xaverian College in Manchester, where Burgess went to school, was 

dominated by vast playing fields, and that football and cricket were at the heart of 

the school curriculum. You could never have worked that out by reading his 

autobiography, which is completely silent on the subject of sport. This lack of 

interest in organized team games helps to explain why Burgess, a short-sighted, 

unathletic boy, felt himself to be so much of an outsider, even in his youth. 

 

One of the prerogatives of my research is that the fictional discourse 

can affect the reader more intensely than the autobiographical discourse. 

Following that idea, my attempt is to show that some of the topics Burgess 

deals with in his autobiography are more intensely developed in the Enderby 

Novels. Therefore, if one considers Enderby as Burgess’s alter-ego, one might 

argue that there could be more intimacy with Burgess through Enderby, as 

the reader might be more deeply affected by the fictional work. Do you know 

if this idea has been discussed before? What would you think of that? 
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Apart from the work of Philippe Lejeune, there is very little useful 

theoretical writing about biography or autobiography. These genres are, for some 

reason, always off the map when it comes to devising academic reading lists, and 

critical work about them is in its infancy. I used to teach a course at my university 

on the history of biography, but it was abolished, to my regret, along with all other 

specialist options. Why is the novel regarded as a higher form of expression than a 

life-story? I have no idea, and I am equally puzzled by the spectacle of novelists 

being asked to comment in the newspapers on global disasters. 

But I agree that, as a reader, I am often moved and affected by a novel in 

ways which possibly have no equivalent in my reading of non-fiction. This may 

be because real life lacks conflict and drama. Or it may be the simple pleasure of 

reading for a plot, or reading in the expectation of reaching some kind of 

resolution. Fiction of a certain kind gives us ‘fully-formed characters’, who are 

said to be appealing, and these are often absent from writing about actual 

experience. 

Umberto Eco has written usefully on these subjects, particularly in The Role 

of the Reader and (a book which appears in Burgess’s private library) Reflections 

on The Name of the Rose – recently reprinted in Eco’s book, On Literature. 

Burgess himself writes about the fascination of Sherlock Holmes – a man who 

cannot die because he never lived – in one of the essays in One Man’s Chorus. 

My thoughts on this subject are rather disorganized, as you can see, but I 

wish you well with your thesis, and I hope that we will have another opportunity 

to discuss your work before too long. It sounds like a completely original project, 

and a very worthwhile one. 

 

I certainly hope to contribute to expand studies on Burgess. Once more, 

thank you, Professor Biswell, for having used your precious time to answer 

these questions. I wish you and the International Anthony Burgess 

Foundation all the best. 

 

You’re welcome. 
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