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ABSTRACT

The purpose of this dissertation is threefold: to suggest that archetypal symbols are
present in much fantasy and science fiction literature; to isolate and explore these
symbols, demonstrating how they contribute to the attractions of these genres; and to
‘place’ and assess fantasy and science fiction within the broader context of the literary

mainstream.

Various problems are confronted: difficulties inherent in defining the genres; conflicting
and confusing perceptions regarding the nature, purpose and value of these modes, both
from within and without the fields; and the manner in which each méy interpenetrate the
other. Also discussed is the close connection of these genres with the language of

mythic symbolism.

The study is, thereafter, confined to an analysis of various archetypal symbols, as
identified by Carl Gustav Jung. The discussion argues for a reassessment of archetypal
criticism, emphasising that such images are essentially symbols of transformational and
metaphoric power. Several key themes and mofifs are isolated and explicated, revealing
how they expand and lend significance to narrative material by virtue of conscious and
subliminal resonances, and showing why they call up sensations of wonder and

revelation.

The symbols analysed are those which, in the Jungian mode, point the way towards the

achievement of personal (ontogenic) and racial (phylogenic) individuation. Some of
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these archetypal images are, for instance, the shadow, the threshold, the forest, the
mandala, the desert or Wastéland, the labyrinth, the beast and the green man. The focus
is on their ubiquitous appearances and ramifications in the work of writers as diverse as,
for example, Ursula Le Guin, Alfred Bester, Brian Aldiss and J. G. Ballard, and how
such images can become vehicles for the passage towards redemption and revelation..
The genealogy and importance of each symbol is analysed, revealing how the writer’s
vision can transform these ancient images and impart to them idiosyncratic meaning and

beauty as well as general contemporary relevance.

Finally, in synthesis, this study will show how and why fantasy and science fiction
literature may, in certain instances, rise above the merely popular, escapist and

artistically mundane to achieve beauty and gravity equal to much mainstream literature.

1il



University of Pretoria etd — Rubenstein, A 1998

W

SAMEVATTING

Die doel van hierdie skripsie is drieledig: om te kenne te gee dat argitipiese simbole
teenwoordig is in talle verbeeldings- en wetenskapsverhaalliteratuur; om hierdie simbole af
te sonder en na te {fors, aantonende hoe hulle bydra tot die bekoring van hierdie genres en
om verbeeldings- en wetenskapsverhale binne die breér verband van die literére hoofstroom

te plaas en te evalueer.

Verskeie probleme word aangespreek: struikelblokke eie aan die verklaring van die
twee genres; botsende en verwarrende waamemings rakende die aard, doel en waarde
van verbeeldings- en wetenskapsverhale, sowel binne as buite hierdie terreine. Die noue

verband van hierdie twee genres met die taal van fabelsimbolisme word ook

aangespreek.

Die studie word daarna gewy aan die nadere ontleding van verskeie argitipiese simbole
soos deur Carl Gustav Jung uitgesonder. Die bespreking dui op ‘n herwaardasie van
argitipiese kritiek, met die klem daarop dat sodanige beelde wesenlik simbole is van
omskeppende en metaforiese krag.  Verskeie sleuteltemas en grondidees word
uitgesonder en verduidelik, wat aan die lig bring hoe hulle ontwikkel en betekenis gee
aan verhalende gegewens deur middel van bewuste en verhewe weerklanke, en wat

aantoon hoekom hulle ‘n gevoel van wonder en openbaring te voorskyn bring.

Om Jung se voorbeeld te volg, is die simbole wat ontleed word, daardie wat dui op die
pad na bereiking van persoonlike (ontogeniese) en ras (filogeniese) individuasie.

Sommige van hierdie argitipiese simbole is die skadu, die drumpel, die woud, die
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mandala, die dorsland, die doolhof en die ‘groen man’. Die klem is op hul
alomteenwoordige verskynings en vertakkings in die werke van skrywers soos,
byvoorbeeld, Ursula Le Guin, Alfred Bester, Brian Aldiss en J. G. Ballard, en tot watter
mate sulke simbole dui op bevryding en openbaring. Die genealogie en belangrikheid
van elke simbool is ontleed wat aan die lig bring hoe die outeur se opvatting daardie
antieke beelde kan vervorm en idiosinkratiese betekenis en skoonheid, asook algemene

asmede eietydse toepaslikheid daaraan kan verleen.

Sintese wys ten slotte in hierdie studie hoe en waarom verbeeldings- en
wetenskapsverhaalliteratuur in bepaalde gevalle bo die blote gewilde ontvlugtings en
kunstig alledaagse uitstyg om skoonheid en ems gelykstaande aan die meeste

hoofstroomliteratuur te bereik.



University of Pretoria etd — Rubenstein, A 1998

ONE: INTRODUCTION

There is no total view of the world as an intelligible whole, and
it is our fictions that we shore against our ruins.
William Righter

The study which follows was suggested by a lifetime fascination with science fiction and,
to a lesser extent, with fantasy writing. From this grew a desire to understand the par-
ticular and enduring pleasures of these two genres. Since readers with conservative
academic backgrounds are not usually captivated by this sort of writing, my own enthusi-
asm became something of a puzzle. What constituted the vivid flavours of certain books,
so that they did not pall with familiarity and time? Why was it possible to go back to some

stories over and over, and be continually moved by them?

It seemed to me that one of the most potent sources of this attraction was the manner in
which certain writers dealt with themes that were all too familiar in mainstream or canoni-
cal literature. In much of the science fiction and fantasy that I encountered, these ancient
themes sprang forth with new vitality and fresh relevance. It began to seem that the sort
of writing that was of enduring interest was largely centred on certain key images, con-
cepts and symbols. Furthermore, it became apparent that these images were those that
had been accessible to mankind since the beginnings of history. Because of this, the
writing - which displayed, in many cases, literary skills equal to those acclaimed by the
academic fraternity - attained a unique attraction, inspiring what has been called, within
the science fiction fraternity, a ‘sense of wonder’. This study will focus, therefore, on
isolating these images and symbols, on analysing and explicating their specific potency,

and on demonstrating that they bring a unique flavour to certain fictional works. In the
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process, 1 hope to demonstrate also that the two genres, science fiction (which will from
now on be referred to simply as sf) and fantasy, do not always deserve the denigration
often meted out by sophisticated or academic readers, that they are constantly evolving
and maturing literary forms and, furthermore, that they are capable, in certain cases, of

taking their place alongside canonical or mainstream literature.

Perhaps what deflects a certain amount of approval away from the fantasy and sf genres is
the fact that the critic who approaches these forms of literature with a view to serious
assessment must needs confront a set of problems which does not arise in the considera-
tion of most other literature. An initial difficulty is that of anatomising with any degree of
precision what constitutes the particular nature of fantasy and sf, and this leads - a further
complication - to the vexed question of how to define each genre. These dilemmas are
compounded, moreover, by the fact that many theorists bring to the field an entire range
of idiosyncratic and sometimes abstruse terminology. In addition, since sf and fantasy
have been regarded for so long as commercial, sensational and popular, there has always
been a marked resistance, from the academic fraternity, towards serious consideration of
these genres.' Despite the fact that sf has been ubiquitous since the second half of the
Victorian era, and notwithstanding the fact that some of its early practitioners were writers
such as Mary Shelley, H. G. Wells and Jules Verne, none of the difficulties here mentioned
has yet been wholly dissipated. Finally, yet another barrier has been created by the fact
that there exists, within the sf and fantasy fields themselves, a noticeable hostility to
critical attempts to relate these genres to the larger mainstream. This chapter will attempt

to place these issues in perspective. It will then move on to a discussion of the scope of

! As Northrop Frye points out, academicians frequently regard such entertaining writing as ‘delightful, and
therefore detestable’ ((1976:25).
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this study, to an explanation of the critical method used, and to a justification of the

particular form of analysis which has been chosen.

Unlike mainstream writing such as the realistic novel, the sf and fantasy genres display an
interesting anomaly. This is the manner in which both readers and writers of sf and fantasy
have long been closely linked in a remarkable relationship that is - at least to those readers
and critics who remain beyond the parameters of these two genres - a phenomenon which
arouses much puzzlement, admiration and commentary. Almost no other fictional genres
elicit the same amount of enthusiasm or disapprobation. Sf and fantasy readers form a
sub-culture that is vociferously involved in its chosen reading habits, producing ‘fanzines’,
forming clubs and attending conferences that create an environment in which readers and

writers interact closely in a unique symbiosis.”

Despite the long and ardent history of sf fandom, there was, until the 1970s, very little
rigorous critical attention given to the field of sf. What did exist was supplied by the
writers themselves - generally in forewords and introductions to the books of other sf
writers - and by their fans. Such ‘criticism’ could not be said to be truly concerned with
judgements about the texts, but only to quantify the reader’s emotional response to them?
For this was a small and cosy world, infinitely comforting and somewhat incestuous. To

be subjected to the glare of the outside world was not a sensation with which writers or

% Even here in South Africa there is an active fan club called SFSA which meets regularly, publishes its own
fanzine (called Probe) which contains articles, reviews and fiction, runs an annual short story competition
and holds yearly conferences and conventions.

* As an example of the sort of ‘chummy’ enthusisam with which one sf writer will introduce another, here is
an extract from the introduction to a collection of Connie Willis stories, Impossible Things (1994), written
by Gardner Dozois. ...Connie has a mind like a stecl trap - except that in Connie’s case it would be some
rarer and more subtle device, something with mirrors and lasers perhaps, that would somehow give the mice
such a good laugh that they’d never even notice that their throats were being cut. Connie’s work is like that,
too. Deceptive and deadly, and ruthlessly effective’ (x1).
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readers of science fiction were familiar.

The sources of this unparalleled relationship between the writers and their fans are com-
plex and related to the special nature of the two genres. This study, by isolating and
investigating one particular aspect of sf and fantasy writing, will attempt to go some way

towards explaining the peculiar and potent fascinations of these art forms.

Once ignored by the academic fraternity, critical interest in and assessment of these fields
have now burgeoned, sometimes to be met with a high degree of hostility within the
genres themselves. Many writers (and indeed readers) of sf and fantasy seem to feel that
their love for the genre gives them the unique right to tread the hallowed ground of what
has sometimes been packaged in the portmanteau term ‘speculative fiction’. They suggest
that the academic who has the temerity to enter this sacred precinct is damned. Even
Kingsley Amis - who was one of the first academics to approach sf from a scholarly point
of view - professes to understand the basis for this hostility.* He quotes sf writer E. C.
Tubb as saying, in 1961, that ‘the result of bringing high-brow values into what was an
essentially popular form or field would be to ruin it’ (Amis, 1981:8). Apart from profess-
ing to understand just what Tubb meant, Amis also claims to sympathise to a certain
extent with the anonymous (but much-quoted) fan who maintained that the truly sensible
thing to do would be to ‘kick SF out of the classroom and back to the gutter where it

belongs’ (Amis, 1981:21).

Some highly-intelligent and successful writers, such as Joanna Russ and Arthur C. Clarke,

* Kingsley Amis gave a series of lectures on sf at Princeton University as early as 1959.
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were - as late as the 1970s - still complaining bitterly that their writing was treated in a
discriminatory manner. They were quick to point out that they were published and mar-
keted in ways that set them apart from ‘mainstream’ literature. They were indignant that,
in bookstores and in libraries, their books were, and indeed still are, generally relegated to
special shelves and special sections - rather as though these works present some sinister

danger to the general population.

A small minority of writers of sf have managed, however, to escape such categorisation.

Kurt Vonnegut, author of Player Piano (1952), Cat’s Cradle (1963), and Slaughterhouse

Five (1969) has, for example, always strenuously rejected any attempts to label his writing
sf. This resistance seems to have paid dividends, since he is usually referred to as a social
satirist or a post modernist (McHale, 1987:16), rather than as an sf writer. The works of

J. G. Ballard - on the strength of his wartime novel Empire of the Sun (1985),” - now

regularly turn up on shelves that do not normally carry genre sf. Similarly, the works of

Ursula K. Le Guin, since her mammoth work Always Coming Home (1988) was approv-

ingly reviewed by several highly regarded journals not exclusively devoted to sf® and

fantasy literature, are now not always confined to the sf ghetto.

But these writers are exceptions, and their success in crossing the barriers of rigidly
defined marketing limits is due, in equal part, to luck and to their own abilities to tran-

scend genre material. Other equally serious and gifted writers (for instance, Gene Wolfe

° Empire of the Sun was recommended for the Booker Prize in 1984, the year of its appearance.
® Time (14 October, 1985:79), for instance, reviewed Always Coming Home and called the book - despite
certain reservations - ‘inspired’ and ‘enchanting’.
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and John Crowley) have not been as fortunate. Sometimes writers themselves seem
confused about how they \%iould wish to be received by the general reading public. Wﬁt-
ers such as Joanna Russ appear to reject the sf label. Yet, paradoxically, Russ also lays
clamorous claim to being ‘diﬁ"ereﬁt’ or ‘special’. Russ, a highly-regarded writer of sf and
an academic herself’ is on record as saying that contemporary criticism is inadaquate to

the task of assessing sf. She maintains controversially:

Not only do academic critics find themselves imprisoned by habitual (and
unreflecting) condescension in dealing with this particular genre; quite of-
ten their critical tools, however finely honed, are simply not applicable to
the body of work that - despite its superficial resemblance to realistic or
naturalistic twentieth-century fiction - is fundamentally a drastically dif-
ferent form of literary art.

(Russ, 1976:9)

Samuel R. Delany (1989:10), semiotician and acclaimed sf writer,® claims, somewhat
extravagantly, that science fiction, by its very nature, cannot be literature, and that he
himself does not wish, nor has he ever wished, for it to be literature. For Delany, sf has its
own ‘philosophical worth and an esthetic beauty’, a beauty which is valorised by reading

in a special kind of way.

In this, he would seem to agree with Joanna Russ that the critic of sf must needs be

equipped in some particular way that is mysteriously unavailable to critics of canonical

7 Joanna Russ is a 1972 Nebula Award winner (for “When it Changed’[1983]), a 1983 Hugo Award winner
(for the novella Souls [1985]), and a university professor of English who has produced a certain amount of
interesting sf criticism.

5 Delany won a 1966 Nebula Award for his novel Babel - 17 (1987), as well as a 1967 Nebula Award for his
short story ‘Aye, and Gomorrah’ (1980). His novelette “Time Considered as a Helix of Precious Stones’
(1981) was awarded both the Hugo and Nebula awards in 1969. In addition, he has produced an impres-
sively rigorous body of literary theory. No less a literary theorist than Umberto Eco has said of Delany that
he is ‘a fascinating writer in general who has invented a new style’ (Matrix, Issue No. 120:8).
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literature. Russ (1976:9), however, goes even further, maintaining that in order to criti-
cise sf the critic has to understand modern science. Since the scientific component in most
works of sf is slight - not least in her own works - this last statement is particularly inapt.
In addition, of thelcounfdess readers who are passionate about sf, it is only a very small
percentage who are actually initiates in the mysteries of science. It seems that an enthusi-
asm and reverence for the romance and the possibilities of science are of far greater value
than scientific knowledge as such. To Russ’s (1976:11) comment that ‘unless a critic can

bring to The Time Machine not only a knowledge of the science that stands behind it, but

the passionate belief that such knowledge is real...the critic had better stay away from
science fiction’, one can respond only with astonishment. Since the ‘science’ behind The

Time Machine is not only negligible but also spurious, her statement is quite meaningless.’

As theorist Damien Broderick remarks, ‘science’ in sf plays, for the most part, the role of
an ‘enabling device’ and, as such, is certainly not to be taken too seriously. As he points
out (1995:27), ‘it is undeniable that the majority of sf’s enabling devices...are mock-
scientific at best’. The ‘science’ - such as faster-than-light travel, teleportation aids, time
travel, extra-sensory perception, telekinesis (to name but a few of the tropes of sf) - is
simply the means to set plot in motion and, often, to provide a background against which
intellectual or ethical enquiry becomes valid. John Griffiths (1980:8) calls such settings

‘hypothetical paradigms’, while Cory and Alexei Panshin (1976:9) - those prolific, intelli-

® H. G. Wells’s Time Machine is never clearly described, neither is the principle upon which it operates.
The reader is told that it has parts of nickel, ivory, of rock crystal and quartz, that it has a saddle, a starting
lever, a stopping lever and a clock (The Time Machine, 1957:17). But what the novella is truly remarkable
for is the writer’s horrifying and millennial vision of humanity’s eventual decay and extinction, as well as
for the nightmarish conception of the Earth’s long slide into entropy beneath the feeble light of its dying sun.
This vision has since become one of the more familiar tropes of sf and will, in fact, be dealt with at greater
length in chapter five of this study.
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gent and prophetic commentators on sf and fantasy literature'’ - state more bluntly that

‘science fiction has never done better than pretend to be about science.’

Joanna Russ is not alone-amongst sf writers in her condemnation of the literary critic. J.
G. Ballard has referred uncharitably to certain academics who show interest in the field as
the ‘Lumpen Intelligentsia’ (in Griffiths, 1980:2). Kingsley Amis, apparently in a state of
some confusion on the subject of the value of criticism, maintains on the one hand
(Spectrum, 1964), that sf “is not ordinary fiction and cannot be judged as if it were...’, and

warns on the other hand - in the foreword to his early appraisal of sf, New Maps of Hell

(1969:10) - against ‘too much...reluctance to invoke ordinary critical standards’.

John Griffiths, in his lively study of sf, Three Tomorrows: American, British and Soviet

Science Fiction (1980), displays a somewhat more balanced view. Although he does not

rashly discount the value of measured criticism, he draws attention to the sudden profu-
sion of academic interest as undesirable in that it often brings the ‘arcane’ and ‘totally
incomprehensible jargon’ of the universities to a field hitherto unsullied by the gaze of the
literary critic. He quotes a passage of criticism from Foundation II that is stunning in its

opacity.

Even so, being formed in the cracked mould of the capitalist ethos, M. Le
Clezio has found a style for the mystery he seeks to corrode away. He is
well experienced in the existential canon, with perhaps Camus and Bar-
busse as heroes, Genet and Robbe-Grillet as influences, and the Gallic

penchant for masochistic rationalism being a compulsively used tool. Yet,

'" The Panshins, writing in 1976, predicted - with remarkable prescience - a creative explosion in the sf
field in the 1980s. The flowering of feminist and cyberpunk sf would seem to prove them right. Further-
more, they predicted that afier 1980, fantasy and sf would become more closely entertwined, and that the
audience for each would have grown enormously. In all of these predictions they have been proven correct.
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given the existentialist’s screaming inconclusiveness, the denial of abso-
lutes, the mefaphysical/menstmal quality of such thought worlds, the val-
ues which drop out and crystallize at the end of the book are known to us
all: Freedom, Love, Privacy, Peace and Dogs, in whatever order.

(in Griffiths, 1980:9)

Leaving aside, for the moment, the fact that much literary criticism in general could be
regarded as arcane jargon, written in such highly specialised language that even academics
often find it impenetrable, it would be doing sf a grave disservice to suggest that it is
unassimilable except by those who have some special gift, or to imply that it is ‘owned’ by
the writers and fans who lay claim to it. Certain critics seem to feel that it is a private
domain, unavailable to those who do not have the correct password. Recently, Damien
Broderick (1995) has suggested that readers of sf need to serve a sort of apprenticeship,
so that they become educated in, and familiar with, the tropes of the genre, rather as
though they were initiates into some esoteric priesthood. But this would seem to be true
of almost any art form. Poetry, opera, abstract art, drama in blank verse, dance, all these
demand of their audiences a certain learned responsiveness and sophistication, a certain
familiarity with the ‘grammar’ of the genre. In this, then, sfis not unique. The suspicion
thus lingers that many writers of sf are not happy to be subjected to the harsh glare of

external assessment.

In mitigation of this hesitancy to accept academic standards, however, it does appear that
there might well be a certain legitimate cause for unease within the fields of sf and fantasy
writing. In my opinion, there is at least some reason to distrust the sudden surge of
interest by the academic world, since a certain amount of it would seem to come from the

mercenary and arid region of self-interest. With academic research proliferating, academic
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opportunists are constantly searching for fertile fields in which they might reap the benefits
of research. Most traditional literary areas have been endlessly ploughed and sifted, and
researchers must seek areas that have been less thoroughly worked. When a critic who is
not familiar with the entire context or development of the genre, nor familiar with its
particular forms and charms, selects a random sampling of texts and then comments upon
them without true empathy, the result can only be a dismaying and empty exercise.

Thomas J. Roberts, in his study of popular genres, An Aesthetics of Junk Fiction, has

called attention to the critical difficulties which may arise from this situation:

Academic scholars who assign themselves the task of discovering the ap-
peal of some genre or subgenre they do not read themselves - the histori-
cal romance, sword and sorcery, the caper novel - and who solemnly read
and annotate some six or twenty of the novels are handicapped by the ig-
norance of the occasional reader, though they cannot afford to allow their
readers or themselves to recognise this. The misunderstandings they fos-
ter do more mischief, for their descriptions are supported with massive
citations and are smugly embedded in method.

(Roberts, 1990:81)

Nevertheless, the situation is not entirely a negative one. Latterly, critical attitudes have
undergone a change, becoming more open and less rigid. There are now more egalitarian
attitudes towards what has hitherto been regarded as entertainment or popular literature.
As academic interest has, in the past two decades, shifted to those fields of popular
literature which have been less thoroughly explored, studies such as W. Wright’s Sixguns

and Society: A Structural Study of the Western (1975), John G. Cawelti’s Adventure

Mystery and Romance: Formula Stories and Popular Culture (1976) and Umberto Eco’s

The Bond Affair (1977) have signalled a newer, more serious response to genres that

appeal unashamedly to commercial markets. Sf and fantasy literature have not eluded this
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expanding academic gaze.

For some writers and readers of sf, who still vigorously resist this movement towards the
mainstream, it is a source of dismay that the not always dispassionate eye of the literary
critic is turning in their direction. Others, happily, are more comfortable with such
changes and are ready to throw themselves whole-heartedly into the hurly-burly of the
literary mainstream, resigned to braving the possible chilliness of the academic response."'
It is not only Kurt Vonnegut who is refreshingly open to academic considerations. Le
Guin, for example, argued vigorously in 1975 - in a speech entitled ‘The Stone Ax and the
Muskoxen® - that sf must be judged, and judged as rigorously as any other branch of

literature (Le Guin, 1989h:208).

Despite the fears of so many writers and readers of sf, however, there are considerable
benefits to be derived from this new-found interest in less traditional genres. Of un-
doubted importance is the fact that academics who formerly were less than eager to admit
that they themselves were readers of sf or fantasy literature - Damien Broderick (1995:14)
has neatly summarised this self-consciousness as ‘the embarrassment of the complicit’ -
are no longer reluctant to announce publicly their enthusiasm for the field. They now feel
free to add the weight of their experience to the field of criticism. Such scholarly scrutiny
brings to sf and fantasy the combined benefits of a profound interest in these genres, as

well as an ability to analyse and assess in an informed and balanced manner.

1 One cannot help but speculate whether the unease about the value of academic criticism which is dis-
played so vociferously by, for instance, Russ, is not. in part, a defensive and protective reaction. She - unlike
Ursula Le Guin - has not achieved a more generalised literary acceptance. And it would be interesting to
evaluate J. G. Ballard’s current response to critical appraisal in the light of the recent general interest and
approbation that he is receiving. It is conceivable that, in the wake of such changing responses to his worlk,
his own attitude to the academic fraternity may have altered.
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For criticism, at its best, is inétructive, not destructive. When it is offered with integrity, in
the spirit of disinterested inquiry, and with the informed ability to ‘place’ writing against
the larger tradition of literary and cultural development, criticism brings a new under-
standing to sf and fantasy literature. By steadfastly facing the ordeal of general critical
assessment and by learning to regard such attention as enriching - something that other lit-
erary genres have learned to do - sf will undoubtedly come to new maturity. Writers of sf
are slowly learning to ‘face the music’, as it were, in order to achieve legitimacy and
esteem and in order to become fully-fledged and official members of the larger literary
stream. Sf, like all other kinds of literature, must simply learn to take its chances. It must

be prepared to accept the good and discard the bad.

Happily, this process of maturation seems now to be well under way. As previously
pointed out, not only are sf and fantasy engaging the serious and rigorous attention of
academics who are, themselves, writers of sf and fantasy, but these genres have begun to
intrigue serious critics of canonical literature. The fact that theorists such as Christine
Brooke-Rose, Rosemary Jackson, Karl Kroeber and Northrop Frye - to mention a few
only - have been moved to discuss the special problems of sf and fantasy is, in itself,
meaningful, for the motives of such critics are entirely unimpeachable. In addition, sf and
fantasy devices have begun to infiltrate mainstream fiction. Thus, novelists who would
hesitate to call themselves writers of sf (Doris Lessing, Margaret Atwood, William Gold-
ing and thn Fowles, for example)'? have begun to adopt science fictional modes and

techniques. Far from being impoverished by such attention, sf and fantasy are already

12 Books by these esteemed contemporary writers that are strongly science fictional or which contain science
fictional tropes are, for example, Doris Lessing’s Canopus in Argos: Archives (1979 - 1983) series, Marga-
ret Atwood’s The Handmaid’s Tale (judged Best Sf Novel of the Year in 1986), William Golding’s Lord of
the Flies (1954) and The Inheritors (1955), and John Fowles’s A Maggot (1986).
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finding themselves considerably enriched in terms of more accomplished writing styles and

more complex characterisation - aspects which this study will demonstrate.

Frye, in The Secular Scripture: A Study of the Structure of Romance (1976), has sug-

gested a logical reason for the interpenetration of sf and fantasy with canonical writing.
He has formulated the theory that an artistic development, before it reaches a peak of
expressiveness and subtlety, is heralded by the initial appearance of what he calls a
‘pimitive’ phase. Thus, °...the primitive is a quality in literature which emerges recur-
rently as an aspect of the popular, and as indicating also that certain conventions have
been exhausted’ (Frye, 1976:29). Frye describes this movement towards the primitive (or
popular) as ‘the wandering of desire’ (1976:30). Rather than dismissing such writing as
valueless, he feels that it creates a groundsoil, like some rank and richly odorous compost,
which will later give birth to, and nourish, more exquisite growths - that is to say, the

‘great literature” which will spring from it.

Great literature is what the eye can see: it is the genuine infinite as op-
posed to the phony infinite, the endless adventures and endless sexual
stimulation of the wandering of desire. But I have a notion that if the
wandering of desire did not exist, great literature would not exist either.
(Frye, 1976:30)

Frye finds that this necessary initial or ‘primitive’ phase appears as a popular genre, at a
time when more highly-developed art forms have reached a peak and begun to slide
toward obsolescence. The popular genre then begins to indicate movement in a fresh
direction, eventually becoming the source of a new fecundity for writers in the main-

stream.
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James Gunn, sf writer, teacher and critic, had - two years earlier - already predicted much

the same thing in relation to the field of sf writing:

An increasing number of [sf] writers will be difficult or impossible to
categorize. | The goal will be the goal of the mainstream: each writer with
his individual vision, his individual voice. Meanwhile, mainstream vigor,
where it exists, seems to derive from its contacts with popular culture...

(Gunn, 1974:211)

The following chapters will, amongst other concerns, attempt to develop the above
concept in order to demonstrate more precisely the extent of the current evolution of the
sf and fantasy genres. I would hesitate to say that a sense of responsibility is entering the
field. The best sf has always been written in reaction to social and cultural phenomena."
In general, sf has usually had serious intent, despite its superficially playful appearance.
However, it does seem recently that a different sense of responsibility is apparent. In a
genre where the close relationship between reader and writer is so prevalent, market-
orientated demands have often played a large part in the way in which practitioners shape
their texts, responding directly to the demands of their readers, often to detrimental
effect.”® But, during the past two or three decades, the ‘fabulous’ and exotic qualities of
sf and fantasy have, in the hands of certain writers, taken on a richness of intent and an

expressiveness of style that enhance the discerning reader’s delight. Inventive and fantas-

13 To pick a few examples purely at random: Suzy McKee Charnas’s Walk to the End of the World (1974)
takes the hostility of the male sex towards women to a horrifying conclusion, while Arthur C. Clarke’s
1970s novel Rendezvous With Rama (1991) and Stanislaw Lem’s Solaris (1973) both attempt to hypothesise
genuinely alien intelligences, and then try to grapple with the problem of how humankind might communi-
cate with them. Judith Moffat’s Pennterra (1987) dramatises the concept that mankind must take responsi-
bility for maintaining the ecosystems which sustain all types of life. One of sf’s newest manifestations,
‘cyberpunk” sf, deals with the impact that computer technology will have on the human race in the near
future.

1" Evidence of this intellectual and artistic barrenness is all too visible on the shelves of bookstores, groan-
ing under the weight of indifferently written and formula-laden sf and fantasy. Anne McCaffery and David
Eddings - both extremely popular authors - are just two writers who produce this sort of jejune sf and fan-

tasy.
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tic qualities are heightened by a more highly-evolved use of language itself, a point that

will be explored at greater length.

At this point it would be apposite to attempt some loose description of the two genres
which will be under consideration in this study. Fantasy of the type which will be explored
here proves somewhat easier to define than does sf - a point which should make itself clear
during the discussion which follows. Confining sf to any single, all-encompassing descrip-
tion is no easy task, since the genre notoriously resists attempts at typification and catego-
nsation. It is a much-quoted truism that readers can recognise immediately what is and
what is not sf, even though they may be unable to describe its nature. Griffiths (1980:12)
asserts that any attempt to define the genre is doomed to failure - despite the ease with

which it can be recognised. John Clute and Peter Nicholls, editors of The Encyclopedia of

Science Fiction (1993:314) comment that ‘There is really no good reason to expect that a

workable definition of sf will ever be established. None has been, so far.’

Yet these difficulties, though admitted, have not deterred almost every writer or theorist
of sf from attempting his or her own description of the genre, each in turn adding to the

® with definitions

confusion. The attempts range from the primitive’’ to the arcane,’
tending to become lengthier and more imprecise as they become more subtle. Brian

Aldiss, noted sf writer, critic, anthologist and historiographer, in his Hugo Award-winning

Trillion Year Spree: The History of Science Fiction, adds his definition to the roster, end-

' For instance, Donald Wollheim, in 1935, clumsily defined sf as °...that branch of fantasy which, while
not true of present-day knowledge, is rendered plausible by the...recognition of...it being possible at some
future date or at some uncertain period in the past’ (in Nicholls, 1979:160).

'® In 1972 Darko Suvin described sf as a ‘literary genre whose necessary and sufficient conditions are the
presence and interaction of estrangement and cognition, and whose main formal device is an imaginative
framework alternative to the author’s empirical environment’ (Suvin, 1979:7-8).
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ing with a description that is somewhat grandiose and which consciously begs the ques-
tion, since it is a definition that could - by extension - apply to many different kinds of

literature:

Science fiction is the search for a definition of mankind and his status in
the universe which will stand in our advanced but confused state of know-
ledge (science), and is characteristically cast in the Gothic or post-Gothic
mode.

(Aldiss, 1986:26)

He goes on to say: ‘It is often impossible to separate science fiction from science fantasy,

or either from fantasy, since both modes are part of fantasy in a general sense’ (1986:27).

Despite these many contradictions, and the difficulty of reaching a definitive conclusion
about what is and what is not sf or fantasy, the distinction between the two genres seems
to be generally accepted. Fantasy is that which is palpably unreal and which the reader
cannot rationally accept. The worlds which fantasy writers create usually contain a high
complement of wizards, witches or dragons, and the presence of the occult and the super-
natural pervades most works of fantasy. Sf, on the other hand, creates fantastic worlds
which - given the acceptance of some basic hypothetical concept from which all else
logically flows - can be accommodated with a minimum of intellectual discomfort by the
rational reader. Sf, while it may be regarded as a type of fantastic discourse, is, therefore,
more rooted in reality than is fantasy per se. The Encyclopedia of Science Fiction
(1993:408), commenting on the overlap between the two genres, points out that °...all sf is

fantasy, but not all fantasy is sf.’
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If the above very generalised comments seem to evade the problem of definition, perhaps
it is Samuel R. Delany wh;) can bring this thorny question to the most balanced conclu-
sion. Why, he asks, should sf be the only literary genre that critics struggle to contain in
some limiting and reductive definition? As he points out, ‘If SF were definable, then it

would be the only genre that was!’ (1994:192).

In an effort to escape from the contradictions implicit in defining genres and sub-genres
that are notorious for their protean ability to mutate endlessly, Brian Attebery ingeniously
proposes adopting ‘fuzzy set theory’ to the concepts of science fiction, science fantasy and

their many offspring.

Genres may be approached as ‘fuzzy sets’, meaning that they are defined
not by boundaries but by a center.... fuzzy set theory proposes that a cate-
gory such as ‘bird” consists of central, prototypical examples like “robin’,
surrounded at greater or lesser distance by more problematic instances
such as “ostrich’, ‘chicken’, ‘penguin’ and even ‘bat’.

(Attebery, 1992:12)

The analogy is obvious and is certainly helpful in delineating the difficulties and ramifica-
tions of the genres. The purest forms of fantasy (Attebery proposes that J. R. R. Tolkien’s

The Lord of the Rings fits this category) can be seen as the central point of the fuzzy set

system - much as the sun is the centre of the solar system. Works which bear relation to
the fantastic in lesser or greater degrees may be regarded as orbiting this centrifugal point
at nearer or further distances, dependent on the degree of the fantastic which forms their

substance - just as the closest or more distant planets remain part of the solar system no
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matter how closely or how distantly they may roam."’

While the fuzzy set concept is apt, it nevertheless leaves us with the need to unravel the

specific qualities that constitute sf or fantasy. Patrick Parrinder, in Science Fiction: Its

Criticism and Teaching (1980:19), suggests yet another way out of this difficulty. He

points to the fact that younger sf writers themselves no longer seem to feel the need to
define what they write, but are content to leave such matters to the ‘academic theorists’.
The perspective of much criticism has shifted moreover, revealing not so much the desire
to define sf as the impulse to recognise it ‘as a particular #ype of discourse...” (my italics).
Brian Stapleford has also suggested that ‘the label “Science Fiction” does not simply tell a
would-be reader something about what a book contains. It also tells him something about

how it should be read’ (in Griffiths, 1980:5).

Here, then, is a clue as to how one might approach a subject that positively bristles with
difficulties. Ignoring for the moment the question of precisely what it is that constitutes
the nature of science fiction, a more productive approach may be to ask what it is that a
reader of ‘this. particular kind of fantasy expects. What needs does the genre feed that

remain unsatisfied by other and more traditional forms of fiction?

As pointed out earlier, an interest in the nature and purposes of fantasy has become central
to much contemporary literary criticism. Rosemary Jackson’s authoritative Fantasy: The

Literature of Subversion (1988) has, for instance, become extremely influential, and sever-

'7 Speaking purely from a writer’s point of view, Roger Zelazny comments, in his essay ‘Fantasy and Sci-
ence Fiction: A Writer’s View’, that he regards genre distinctions as “different arcas of a continuum - the
same ingredients but different proportions’ (1987:56).
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al other respected academics have produced important works on the subject. Each critic,
unfortunately, brings his or her own terminology to the field, so that - for exarriple - what
Frye designates the ‘fabulous’, Jackson calls the ‘marvellous’, while Karl Kroeber (1988)

labels the same lite_rary manifestations ‘Romantic fantasy’.

Central to Jackson’s approach to fantasy is her reading of it in Marxist and psychoanalytic
terms, since she agrees with Freud that fantasy seeks to expel desire, to express, to dis-
cover what is hidden by culture and personality. She reads it, in other words, as part of
the desire to exorcise the irrational. As such, she argues with Freud, fantasy is the product

of neurosis.

However, Kroeber, in his stimulating study, Romantic Fantasy and Science Fiction (1988),

finds that Jackson has missed the true subversiveness of fantasy, because she has over-
looked the fact that fantasy ‘... provides important revelations about the strongest tenden-
cies of modern society to exclude and exorcise whatever is neither natural nor amenable to

rational explanation’ (Kroeber, 1988:87).

Kroeber is critical of Jackson’s strongly Marxist and Freudian bias. He maintains that
Freud’s theéry of the ‘uncanny’ is yet another manifestation of the deterministic and
mechanistic stance of our strongly rational and technological society, which explains away
and dismisses anything that appears to be strange or ‘impossible’. He feels, in fact, that
fantasy expresses a desire, not to expel or exclude the irrational, but to embrace the
mysterious. For Kroeber, fantasy is not a neurotic but a healthy response to the totalitar-
ian yoke of rationality and technology that has restrained imaginative life during much of

the twentieth century. It is his view that Romantic fantasy seeks ‘...to restore balance to a
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world distorted by its total conquest by humankind...’(1988:7). He feels that this realiza-
tion is necessary in order té understand fully this particular literary mode. Furthermore, it
1s his opinion that, until we can accept a psychological approach other than the Freudian,
we will be unable to fully appreciate the fantastic discourse. As will become apparent
later, this study will seek to approach fantasy from a point of view which is decidedly un-

Freudian.

While the distinction between Jackson’s approach and that of Kroeber (or Attebery
[1992:21-23], who also takes Jackson to task on the narrowness of her point of view)
might seem to be mere hair-splitting, it is seminal, for the first approach sees the emissions
of the fantastic as the product of neurosis, while the second sees it as a healthy response to
the imperfections of society or culture. Thus, Jackson’s approach can be seen, in the final
analysis, as reductive, for in her view fantasy is limited to what she regards as ‘subversive’,
while types of fantasy that do not conform to this ‘subversive’ category she simply dis-
cards or judges deficient. In her view, those kinds of fantasy which do not fall into the
subversive category are seen to ‘...reinforce a blind faith in “eternal” moral values, really

those of an outworn liberal humanism’ (Jackson, 1988:155).

Kroeber, in éontrast, regards fantasy as something that arises spontaneously and defen-
sively as a reaction to ‘enlightenment’ or rational thought. Indeed, he argues, sf and
fantasy come from the same source - that is to say, in reaction to the ‘obliterating of
otherness’ (1988:7) by our modern age. Paradoxically, although it grows out of an
antagonism to rationality, fantasy is also destroyed by the great emphasis placed by our
predominantly mechanistic society on the need to explicate or rationalise. Since Kroeber

points to the oxymoronic nature of fantasy (as indeed do most theoreticians) - which he
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calls ‘an impossible possibility” - this paradox seems fitting.

Here, perhaps, is part of the answer to the question of what it is that fantasy provides, and
why there is so extraordinary a contemporary flowering of fantasy on bookshelves. Even
though the greater part is emptily formulaic, as well as indifferently written, its sheer
abundance indicates that it feeds an enormous hunger. Rather than being simply an
indication of the failure of religion or of the mystical, it seems likely that this appetite for

fantasy is also, in part, a reaction to the failure of the rational.

Damon Knight (1956), sf writer and one of the earliest and most intelligent critics of the
genre, coined the much-quoted phrase ‘a sense of wonder’ in his effort to describe some-
thing of the emotional and intellectual reactions that the best science fiction is able to
evoke. Although Darko Suvin (1979) dismissed the phrase more than two decades later
as a ‘superannuated slogan’, the words nevertheless express with some degree of precision
what it is for which the reader of sf and fantasy hungers. For, while all successful art
evokes the sense of being in the presence of the wondrous, sf and fantasy suggest a
particulaf kind of vision, a more distinctive sense of wonder than that provided by the
artfully constructed realities of genres such as, for example, the realistic novel or the
thriller. Readers of sf and fantasy seek wonder in somewhat novel ways, for they wish to
be aroused by a sense of what is epic in the history and nature of mankind. This particular
kind of reader is intrigued by speculation about the future capabilities and possibilities of
humanity’s existence -in space and time, intrigued even by speculation as to the very
meaning of what constitutes ‘humanity’. Indeed, rather than being engaged in a process of
exorcism (as Jackson would have it), the reader of sf and fantasy is involved in a won-

drous act of acknowledgement.
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The questions that sf readers ask are often grandiose in scope, and the responses aroused
by their reading are expected to provide a unique and powerful sense of revelation. Thus,
st at its best presents, in a dramatised form, those eternal metaphysical or existential
questions that have consistently tormented the consciousness of humanity. Furthermore,
as science and society progress or metamorphise, such writers also raise new questions
and speculate about the future of differing aspects of human life. For example, Alfred

Bester’s The Demolished Man (1953) is, on one level, an exciting detective story. But on

another level it asks questions about how a certain sort of society might be likely to
function. The action is set against the background of an ‘esper’ society, a world in which
certain individuals have the talent to read minds. Bester attempts to define ways in which
citizens would need to be protected from this intrusive power. He ponders what the legal
and ethical ramifications might be. He debates how this power might be controlled and
policed, how it would affect both the possessor of the gift and the ‘normal’ man. He asks,
in other words, questions about how humanity’s social, political and cultural relationships
would be changed by the alteration of one aspect of what we accept as normality.'

Similarly, Ursula Le Guin’s Left Hand of Darkness (1981), which first appeared in 1969,

is, on the narrative level, about politics on an alien world of the far future. It also contains
an account of a prison escape and a long and arduous journey that pits the protagonists
against a hos-tile physical world. But, against the details of this adventure, what the book
investigates are the implications of a world in which sexual orientation does not constitute

the basis for a concept of personal identity - as it does in our own world.

'® Certain critics even go so far as to insist upon the necessity of the ‘didactic’ element in sf, as Russ main-
tains in her essay “Towards an Aesthetic of Science Fiction® (Science Fiction Studies, Vol. 2, 1975:112-119).
Even Stanislaw Lem, the Polish sf novelist and intimidatingly intellectual theorist, contends that sf is essen-
tially a form of argument and that knowledge is its prime concern (Science Fiction Studies, Vol. 1, 1974:26).
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While fantasy is not as speculative in nature as sf; it, too, provides the reader with those
sensations of awe and mystery that are allied to Knight’s sense of wonder. In part, this
sense of wonder is aroused by another process that is unique to sf and fantasy. This is the
ability of the writing to force upon the reader what Suvin (1979:4) designated the experi-
ence of ‘cognitive estrangement’. Again, this is a process that is not entirely unknown to
other kinds of writing, for all art has the ability to make us experience the world afresh and
in new ways. However, realistic or mimetic literature provides the sense of wonder
through a process of recognition, through a perceived sensation that one is being shown a
true reflection of what really 7s. The mimetic novelist creates a sense of wonder by
drawing together the disparate or fragmented aspects of experience and imposing some

kind of order on them that forces a sense of coherence and recognition.

Suvin’s ‘cognitive estrangement’ is a concept that is obviously closely akin to what the
Russian formalists called ostranenie’® and what Bertold Brecht called Verfremdungsef-
fek.® For Suvin (1979:7), however, estrangement has ‘grown into the formal framework
of the genre’ [italics in text], and is the source of the special frisson which the reader gets
from the sf and fantasy genres. Here it is estrangement rather than recognition which
becomes the very base upon which such writing rests. There is a kind of shock that comes
from the alieﬁ and the unfamiliar, a certain sensation of novelty or newness that is called
into being for the reader. Suvin (1979:64) calls this novelty of background the ‘novum’,

and for him the existence of the novum is axiomatic in the science fictional genre.”’ He

19 The term ostranenie, translated as ‘defamiliarisation’, was the invention of Viktor Shklovsky, who identi-
fied it as a common literary device (in Seldon, 1989:10).

% Translated as ‘alienation effect” (in Seldon, 1989:12).

2! Suvin suggests that the ‘novum’ is produced by neither fantasy nor science-fantasy, but only by sf. How-
ever, this seems to me an unnecessary quibble, since much fantasy produces a background world or frame of
reference that is as essentially estranging as any to be found in sf.
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maintains that ‘a novum of cognitive innovation is a totalizing phenomenon or relationship

deviating from the author’s and implied reader’s norm of reality.’

Thus, the novum or novelty becomes the context in which the writing is placed. It is
inextricably bound up with the ‘idea’ or ‘concept’ within which the writing is framed, and
part of the special joy of sf is the recognition and acceptance of the idea. It is, in fact, the
entire means by which the story is understood, rather than an occasional literary device.
Sometimes the frisson involves, as well, the greeting by the reader of the familiar or the
recognisable within the matrix of the unfamiliar. For sf and fantasy asks of its readers that
they call into question the very fabric of everyday life: these genres force the reader to
look with a different sort of vision, forcing also a questioning of a great many common
assumptions. Attebery illustrates this very neatly in his discussion of J. R. R. Tolkien’s
concept of the ‘recovery’ of the everyday or the commonplace when he says that ‘in order
to recover our sense of something like a tree, it is only necessary to envision something

like a dragon curled around its trunk’ (Attebery, 1992:16).

Science fiction, obviously, shares with fantasy this miraculous process of recovery, al-
though in the case of sf the dragon might well be replaced by a space ship or perhaps a
picnicking alien. Whatever the casé, the estrangement is a potent source of the sense of

revelation.

However, sf and fantasy are, in this, not quite as unique as Suvin would have it since, it

could be argued, a certain sense of estrangement occurs in other kinds of writing - histori-

*2 As, indeed, happens in Roadside Picnic (1978), an intriguing and moving novel by Russian writers
Arkady and Boris Strugatsky.
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cal novels, for example, or indeed in any writing in which the plot moves against an exotic
background that is removed from the reader’s own time and place; removed, that is, from
the contemporary and quotidian reality.” Delany has, in various critical writings, ex-
panded upon Suvin’s undeniably important body of theory by drawing attention to certain
linguistic elements which define more closely, for him, the special characteristics of sf and

fantasy.

For Delany, the concept of estrangement is simply not adaquate to explain the specific and
unique qualities of the genre. As early as 1977, when he began to produce his first writ-
ings in the field of literary criticism, he propounded the theory that sf interposes, in recog-
nisable or familiar syntagmatic chains of reference and relationship, signifiers from a
‘wholly unexpected paradigm’ (1977:255). Because these disruptions of the syntagmatic
chain create both linguistic and cognitive novelties that are specific to sf, the result is that
the reader’s attention is focussed in a completely different way. Part of the novelty is
contained in the many innovatory and neologistic uses to which words are put, as well as
to what Delany calls “fictive’ words that writers create. Since such words often have no
reference outside of the science fictional text, they cannot bring to the reader anything but
new and unique associations and resonances, what Delany has called ‘subjunctivity’. On
the other ha;nd, sf may harness familiar words to unfamiliar meanings, or even cannibalise
words, corrupting them, subverting them and forcing them to serve in new ways. The

reader must then, perforce, receive the text in ways that are alien to canonical liter-

= might even be possible to claim that works such as James Joyce’s Ulvsses (1960) or D. M. Thomas’s
The White Hotel (1981), both of which utilise a wide range of linguistic and narrative devices, also rely for
effect on the degree of estrangement which they create in the mind of the reader.
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ature.

Such linguistic and conceptual disruptions and distortions enhance for the reader the
‘wondrous’ qualities which make the genre so attractive. But there are other factors that
come into play. The ability of sf and fantasy to provoke a profound sense of revelation
suggests that these genres share some of the same factors that are at work in the struc-
tures and images of myth - a link that many critics have noted.”” Kroeber’s (1988:7)
suggestion that an entirely different psychological approach might lead to a fuller critical
response to fantasy becomes interesting in the light of such correspondences. This study
proposes that an analytic approach within the parameters of the Jungian concept of the
collective unconscious and the powerful symbolism contained within the archetypal image
will be fruitful in revealing much of the power and significance of certain sf and fantasy
writing. Such an analysis will, I feel, help to reveal the particular pleasures of these two
genres and will also, in the process, illuminate in large measure the powerful sense of

wonder evoked by the symbolic components of such archetypal or mythic images.

The interest in symbolic meaning has been a constant stimulus in literary and philosophic

discourse since the 1700s and 1800s. The movement received a fresh impetus, however,

** Early if simplistic examples of fictive words are Philip K. Dick’s ‘kipple’ (A Scanner Darkly:1977), or
Alfred Bester’s ‘jaunte’ (Tiger, Tiger!:1991) and ‘esper’ (The Demolished Man:1953), all entirely synthetic
and also entirely expressive. More recently, cyberpunk writers such as William Gibson and Bruce Sterling
have engendered a flowering of brilliantly evocative words and concepts. Sometimes these are so apt that
they spill over into the usage of other writers, eventually becoming what has been called a ‘mega-text’ - or,
as Samual R. Delany would have it, a fextus - that is uniquely science fictional. Sometimes, indeed, the ne-
ologisms are so appropriate that they infiltrate common usage, for example, terms such as ‘cyberspace’ and
‘virtual reality’.

* Critics who have drawn analogies between the structures of myth and sf are almost too numerous o
mention. Within the sf field, those that spring most immediately to mind are Ben Bova, Stanislaw Lem.
Alexei and Cory Panshin, and Darko Suvin. Some general academic theorists who have commented on sf
in relation to myth are Tzvetan Todorov, Northrop Frye, Christine Brooke-Rose, Robert Scholes and Brian
McHale.
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as the field of anthropology bpened up to scholarly and analytic enquiry in the nineteenth
century. By the second half of the 1800s there was a sudden surge of interest in myth,
magic and ritual, and various interpretations of symbolic behaviour were propounded.
Many of these pioneering works are now of historic interest only, considered valuable for
the manner in which they expanded methodology and knowledge in the fields of anthro-
pology, ethnology and philosophy, and for the important influences they exerted on those
who came after them. One such was J. J. Bachofen, primarily an ardent student of antig-
uity, who can be regarded as an important precurser of C. G. Jung. He brought a some-
what romantic and spiritual outlook to his archeological and anthropological conclusions,
and his work is now considered dated and unscholarly. However, his interest in symbol-
ism is part of an important literary genealogical line, and has proven to be a stimulating
influence to writers, poets and scholars of all types. Anthropologist Raymond Firth

paraphrases Bachofen’s concept of the importance of the symbol:

He argued that human speech is too poor to convey all the thoughts
aroused by such basic problems as the alternation of life and death and the
sublimity of hope. Only the symbol and the related myth can meet this
higher need. The symbol awakens intimations; speech can only explain.
The symbol plucks all the strings of the human spirit at once: speech is
compelled to take up a single thought at a time. Into the most secret depths
.of the soul the symbol strikes its roots.... The symbol aims inward; lan-
guage aims outward. Only the symbol can combine the most disparate
elements into a unitary expression....

(Firth, 1973:105)

Bachofen’s insistence on the ‘disparate’ qualities of the symbolic image is central to an
understanding of the power and significance of the symbol. A symbol can be said to be an

image that stands in the place of something else and which indicates that other thing. But,
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as Jung (1960:45) quite correctly points out, the symbol cannot be interpreted semioti-
cally, for it is not a sign merely. The symbol is far more complex, for within the apparent
starkness and simplicity of its outlines is contained a multiplicity of meanings. The sym-
bolic image is a condensation or synthesis of an entirely more elaborate and complex
combination of meanings, both intellectual and emotional. As such it can have multiple -
even inexhaustible - interpretations. It can be said, paradoxically, that it expresses in the
simplicity of its form something which defies expression. Firth (1973:75) defines a symbol
as *...a sign [that] has a complex series of associations, often of emotional kind, and

difficult (some would say, impossible) to describe in terms other than partial representa-

tion.’

Jung, by inclination something of a mystic (a propensity for which he has often been
castigated and which earned him Freud’s antagonism), brought a certain emotional inten-
sity to his own work, not least to his ideas on the symbolic aspects of creative thought.
Even more than the work of Bachofen, his theories have taken root and fertilised much
literary discourse. Although not an anthropologist by training, it is through his study of
mythology, primitive culture and the recurring imagery of dreams, that Jung postulates his
theory of a collective unconscious. He finds that certain images are universal in that they
recur endlesslsf, and that such images are not always culturally specific, but appear in
diverse cultures and societies at all levels of human development. Jung calls these thought
patterns archefypes, and finds them to be part of a vast, impersonal reservoir available to
all humanity. Furthermore, according to Jung, these archetypes are an essential compo-
nent of the psychic health or wholeness of both individuals and of the larger groupings to
which they belong. The archetype has cryptic significances that function on the level of

allegory and metaphor, for it carries symbolic meaning and appears also to be intimately
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connected to the processes of myth. Jung speaks of archetypes as being endowed with the
numinous. That is to say,.they are charged with special relevance and power, for they
mean not only what their surface meaning suggests but other things as well. Many of
these images are inﬁricately bound up with those myths that are central to cultural identity
and thus have significances that are profoundly meaningful and potent, even if they are

unrecognised by the conscious mind.

Jung feels that these archetypes are inherent in the biology of the human race, that they are
encoded into our genetic heritage and that they are, therefore, - as Anthony Stevens has
pointed out - ‘biological entities’ (1982:23). They are imprinted on the human conscious-
ness, and that is why they are universally present in cultures that differ so radically from
each other. They are a result of the process of natural selection, just as much as the fact
that the human race possesses other biological characteristics in response to the impera-

tives of evolution. They are what mark us as essentially human.”

Freud, on the other hand, sees these images as the product of neuroses. For him, they are
generated from within the neurotic and infantile personality and are the product of repres-
sions and fears from which the healthy personality should strive to be freed. It was
disagreement with Freud’s view that these recurring images are symptomatic of sexual

‘complexes’ that led, in large part, to the final schism between Jung and Freud. For Jung,

* In the wake of recent research into the immensely complicated genetic patterns that are encoded in human
DNA - and which are still little understood - it is possible that eventual evidence may come to light to sub-
stantiate Jung’s hypothesis. Furthermore, current theories about the moment in time when the human race
diverged from other primates have placed the evolutionary step much later than was originally believed pos-
sible (between 5 and 7 million years ago, a mere eycblink in evolutionary terms), thus suggesting that the
human race is not so far away , chronologically speaking, from its remote ancestors as initially believed (Dr
L. R. Berger, palaco-anthropologist, University of the Witwatersrand: pers. comm.). Such theoretical devel-
opments suggest that the human brain might well retain mysterious patterns that link the race to its origins.
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in direct opposition, regards such images as life-generating and life-sustaining. Contrary
to Freud, he feels that they are valuable, that they are the source of secret feserves of
psychic health. They are, for Jung, spontaneous and ‘autochthonous’; that is to say, they
are native to, and a pre-condition of, the human condition. Jung (1968:78) feels strongly
that these primordial or archetypal patterns become visible in the products of ‘creative
fantasy’. Thus, mankind’s symbol and mythology-making propensity is a reponse to the
existence in the human consciousness of these archetypes, and ‘provide[s] satisfaction for
a fundamental human need - the need to perceive meaning, the need to comprehend
(Stevens, 1982:30) [Italics in text]. As Jung himself points out (in criticism of Freud’s
viewpoint), if all human behaviour can be explained exclusively in terms of neurotic
sexuality, then ‘...you can explain a work of art or a religious experience in exactly the

same terms as an hysterical symptom’ (1960:57).

Jung’s theory of a genetically encoded collective unconscious has not been uncritically
received. More recently, philosopher Susanne K. Langer has pointed to what she calls the
transformational mode of human perception. Like Jung, she finds a genetic component in
the processes of human thought, though for somewhat different reasons. She feels that
certain organisational modes of cognition are inherent in the human make-up. ‘The
symbol-making function is one of man’s primary activities, like eating, looking, or moving
about. It is the fundamental process of his mind...> (Langer, 1969:41). Thus, to remain
sane, to have a semblance of control, humankind must make sense of what it perceives.
To this end, it organises, systematises and interprets the flow of information to which it is
constantly subjected. Mythic concepts are then, in part, a result of this need to achieve a
semblance of meaning and order. In short, to allay the terrors of existence we ‘need a

sense of cosmic order, and our myths are one of its major sources’ (Lowry, 1982:11).
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Anthropologists and psycholbgists have suggested other reasons for the existence of those
concepts which permeate so much of human thought and which constitute ‘sharéd’ experi-
ence. A process of cultural diffusion may account, in part, for the spread of concepts and
symbols from one civilization to another, or from one continent to another - a form of
‘cultural drift’, as it were. And psychologists have pointed out that wherever and when-
ever human life evolves, the same natural processes, the same emotions, affect all men and

women regardless of the cultural context.

Put simply, many of our most powerful symbols arise out of nearly uni-
versal human experiences.... We are all born small and helpless into a
world of giants. Since most of us are born into a family, our earliest ex-
perience includes a mother-goddess and a father-god. We all know hun-
ger, thirst, heat, cold, darkness, sleep. We observe that falling feels pecu-
liar and that landing hurts.... We see that babies come from bellies, dogs
have a large number of sharp teeth, the sun goes away and comes back.

(Fromm, 1951:18 - 19)

Whatever causes the prevalence of such images - and it seems most probable that an entire
constellation of factors may be responsible for their existence - it cannot be denied that
they exist. and that they have enormous power to move the human imagination. Jung has
been a seminal figure in the isolation and explication of many of those images that are
most potent and therefore most frequently encountered. In more literary terms, these
symbolic images or archetypes have been described by Frye (1990:102) as ‘associative
clusters” or ‘complex variables’.  They have what he calls ‘cumulative power’, which
derives from all the associations with which they are imbricated. Thus, such images, while
they may appear in themselves to be simple, have polysemous meaning. They help to
connect one thing to another, they create resonances and have a strongly allusive charac-

ter. Frye is careful to disassociate himself from any taint of Jungianism, warning of the
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“danger of determinism’ (1990:109). He claims that the Jungian collective unconscious is
‘an unnecessary hypothesis in literary criticism’ ( 1990:112). He maintains, father, that
these ubiquitous images arise simply from the tendency of the human imagination to
conventionalise fantasy into stock ‘formulaic units’ (1976:36-37). As such, what he might
recognise as an archetype is simply any image or symbol which recurs often enough in art
to be instantly recognisable (1990:365). He does accept, however, that such images are

closely associated with the metaphorical and allegorical structures to be found in myth.

Myths themselves function strongly on this symbolic level. Indeed, it may be said that
their very nature is metaphorical. Peter Munz (1973:55) goes so far as to state that
‘myths are no more than extreme cases of metaphor’ and that they arise out of the fact
that language itself is often an inadaquate means of expression. As such, the use of
symbols is not simply an unneccessary artistic conceit, but a necessity ‘...forced upon man
by the inability to describe a feeling-state literally. And, moreover, ... the substitution is

not in fact a substitution but an elaboration’ (Munz, 1973:76).

Like many literary symbols and images, myths appear on the surface to mean one thing but
may simultaneously be expressing something else altogether. Thus Theseus, wandering
lost through the labyrinth of Crete, hearing the distant bellows and roars of the fearsome
Minotaur, may speak to us symbolically of the labyrinthine coils of the human mind in
which we too can become lost and where we too might need to seek and overcome some
monstrous and painful truth. The parallels between the functions of myth, then, and the
function of literary symbolisation such as allegory or metaphor are very clear, since each

welds complex and manifold meanings into simple but powerful images.
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Because the work of some writers of sf and fantasy uses motifs and images which function
on cryptic and symbolic le.veis of meaning, their writing bears a distinct relationship to
myth. Rather than using realistic or mimetic techniques, such writing comments on
culture and society in diffused rather than pointed, inferred rather than direct ways,
through the use of symbol and metaphor rather than by obvious didactic lessons. Thus,

novels such as Le Guin’s Threshold (1982) or John Crowley’s Engine Summer (1980)

imply, rather than demonstrate, a profound dissatisfaction with society, as does Crowley’s
Beasts (1987) or most of the novels and short stories of J. G. Ballard. The concept of the
Jungian archetype, which has an intuitive logic, will be the context within which the

potency and significance of such images are unravelled in this study.

But there is another facet of sf and fantasy literature that is closely related to the effects
and functions of myth. Myth, says Mircea Eliade (1974:3), ‘narrates a sacred history.” It
‘supplies models for human behaviour and ... gives meaning to life. Myth offers para-
digms for all significant human acts’ (Eliade, 1974:6). Myth, therefore, has something of
the religious or the revelatory about it. Because myth is ‘sacred’, because it comes from a
time that is unmapped in terms of human history, because it deals with events and beings
that are suprahuman or supranatural, the response evoked by this sacred narration is one
of awe. And it is here that one may find another parallel between myth and science fiction,
for Damon Knight’s sense of wonder is an expression of something akin to this same awed
response. The wonder here is evoked, however, by the fantastic realities of sf and fantasy
literature and by the contemplation of what is epic in the range of humanity’s possibilities
and ingenuity. Sfand fantasy - like myth, which lies in the lost hinterland of the past - also
take place in unknown and mysterious areas of time and place and introduce the reader to

fabulous creations, both living and mechanical.
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It is a banality to point out that Western man, who has so eagerly embraced the mechanis-
tic, the rationalistic and thé scientific, has not done so without paying a price. At this
particular point in time, as the twentieth century draws to a close, the human race might
well be balanced at a crucial moment in its history, a moment of great potential danger.
Not only is the existence of humanity itself imperilled by its own monstrous playthings but
- and this is surely not coincidental - the health of the entire planet is at risk from the

wonderful and terrible inventiveness of the human species.

Dudley Young, in his erudite, passionate and persuasive enquiry into the origins of the
psychic malaise of the Western world, expresses the belief that humanity has, in accepting
unquestioningly the dreams of science, lost the knowledge of how to respond to those
dreams. Mankind has, correspondingly, lost that essential and immediate connection with
the roots of experience, with those primal forms of knowledge which may well grant true

human status.

The voice of authority in our culture is unquestionably the voice of sci-
ence, and yet that voice is still unable (and often unwilling) to master
those parts of speech...without which no utterance can be fully human, no
author authoritative.

(Young, 1991:xv)

Young argues powerfully - although speculatively - that these crucial ‘parts of speech’ are
to be found in those potent myths of origin with which modernity has lost touch. Western
culture’s ‘loss of innocence’ can, he feels, be regained only by returning to those areas of
experience which teach man to ‘heal the divisions in his soul’ (1991:xvii). Only by finding
again within the self that capacity for joyous, even ecstatic connection with the world, only

by tracing human emotion back to the very roots of experience, will humankind be able to
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cast off its profound sense of alienation and disquiet.

Young points out that ‘if the young are not given proper images to dream upon, they will
dream the improper, and civilization will suffer’ (1991:xi). This study will, in part, argue
that sf and fantasy, like those myths which once enriched culture and to which mankind
looked for meaning and protection, are able, in certain circumstances, to open up windows
into a space where those lost dreams - the dreams which arouse awe, wonder and amaze-
ment and which are the founts of human experience - become once more accessible.
Prudence might make one hesitate to go so far as Joseph Campbell, that ardently enthusi-

astic student of comparative mythology, who asserts with sweeping confidence:

It would not be too much to say that myth is the secret opening through
which the inexhaustible energies of the cosmos pour into human cultural
manifestation. Religions, philosophies, arts, the social forms of primitive
and historic man, prime discoveries in science and technology, the very
dreams that blister sleep, boil up from the basic, magic ring of myth.
(Campbell, 1975:13)

Nevertheless, it is undeniable that the images and components of myth have power to
move the receptive psyche, that they reappear through the ages in the works of artists of
all types, and that they resonate deeply within the mind of the reader or viewer. The
contention of this study is that sf and fantasy writing which contains the elements dis-
cussed above may, when intuition and craftsmanship are combined with delicacy and skill,
attain a unique and revelatory potency which is somewhat akin to the power of mythic and
archetypal significance. Without belabouring the point too heavily, I would like to suggest
that sf may have the capacity to teach its readers something of the how of dreaming. In

the discussion of the chosen texts, it is hoped, it will also become clear that sf and fantasy
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are moving in new directions and that both are achieving considerable relevance and

richness in the process.

Like myth, sf and fantasy often have a metaphoric range. In such cases, the textual reality
hides another reality, ‘... the other world that is awaiting ... below the surface of the text’
(Armitt,1991:41). What may seem to be mere escapism is often enriched by deeper and
hidden significances. It is, therefore, appropriate to discuss the symbolic and allegorical
functions of many of those archetypal images mentioned earlier, as well as to discuss sow
these images achieve their effectiveness. In part, this effectiveness derives from what Frye
- adding weight to Young’s argument - calls ‘special knowledge, something of what in
religion is called revelation’ (1976:6).” It would appear then, that Kroeber’s comment
that fantasy seeks to embrace rather than reject the unknowable, might have a great deal

of validity.®

So close, in fact, is the similarity between the functions and the effects of myth and certain
kinds of sf and fantasy, that some writers have consciously tried to rewrite classical themes
in futuristic settings. Samuel R. Delany and Roger Zelazny are notable for their attempts

to manipulate Greek myth. Examples are works such as Delany’s early novelette The

Einstein Intersection (1992) and Zelazny’s This Immortal (1975) and The Dream Master
(1976), each of which dates back to the 1960s. Not all of these are unalloyed successes,
and it is of interest to analyse - in the light of the Jungian archetype - the extent to which

each writer does or does not achieve what he has set out to do.

" Dudley Young does, indeed, acknowledge Northrop Frye as his ‘first and most influential teacher’
(1976:xxxvii).
% Kroeber’s viewpoint is explained on pp. 19 - 20 of this study.
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The power inherent in these mythic or archetypal symbols is at its most potent when the
images appear to rise almost unconsciously from the subterranean areas of the writer’s
mind, from what Jung calls the ‘dark side of the psyche’. .They must be allowed to ‘speak
for themselves’, as it were, in order to take on added potency and beauty. The reader
should feel that such images have arisen almost accidentally, for they must give the im-
pression that they spring - like Athena, who leapt from the forehead of Zeus - fully formed
from the mind of the creator. This ability to create the illusion of spontaneity is one that
tests the artistry, skill and integrity of the creative craftsman in any field. Poet Robert
Graves has encapsulated the fragility of the creative ‘dream’, and the difficulty of recog-

nising the moment of capture:

Poet, never chase the dream.
Laugh yourself and turn away.
Mask your hunger, let it seem
Small wonder is he come or stay;
But when he nestles in your hand at last,
Close up your fingers tight and hold him fast.
(Graves, “A Pinch of Salt’, 1978:32)

Not all writers meet this test with success, for such images are fragile and need to be
handled with a gossamer touch. When they are manipulated with too-conscious a deliber-
ateness they lose their innate grace and their ability to inspire wonder. For it is axiomatic
to say that no writer can actually create myth, which can rise only spontaneously and over
a period of time. The individual writer can, however, initiate a response that makes the
reader feel something similar to what he or she might experience in the presence of the
genuinely mythic. Thus, for example, a writer such as Robert Holdstock - who is inter-

ested not only in the existence of these mythic images but also in the mental or psycho-
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logical processes that might create them - is sometimes guilty of too heavy-handed an
approach. His writing shows, however, steady development in the handling of his chosen

theme as he moves from the rather clumsy early novels such as Where Time Winds Blow

(1981) and Earthwind (1987) to the more refined terrors of his Mythago novels and his

more recent Lavondyss: Journey to an Unknown Region (1990) and The Hollowing

(1994). Despite the fact that Delany’s The Einstein Intersection (1992) has been ac-

claimed by some critics within the sf field for his rewriting of the Orpheus myth,” his
treatment would appear to be finally unsuccessful - a fact which will be discussed in

Chapter Six of this study.

Because of the close relationship between mythic symbolism and the imagery present in
much sf and fantasy literature, this study will demonstrate that an approach through the
concept of the Jungian archetype can illuminate the particular enchantments of each genre.
The revelatory nature of sf and fantasy and the sense of wonder that each evokes, testifies
to the logic of this method. Although ‘archetypal criticism’, as it became known, flour-
ished in the late 1950s and early 1960s, it had fallen into disfavour by the 1970s. Like all
critical tools, this form of analysis needs to be applied with discretion. The critic needs a
sure instinct for the precise value of the archetypal component within any given work of
art, and should not ascribe to the-archetype greater inherent weight or value than is
implicit in the writing. In other words, a sense of proportion is necessary. The critic who

hunts relentlessly for images and symbols in inappropriate places is guilty of doing vio-
lence to, and distorting the fabric of, the text under scrutiny. Possibly because archetypal

criticism was endorsed by the illustrious name of T. S. Eliot - who publicly announced his

* Nicholls calls the book a “tour de force’ (1993:316). It won the Nebula award in 1967.
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indebtedness to Sir James Frazer’s The Golden Bough (1996) and to Jessie Weston’s
From Ritual to Romance (1980)* - certain critics went on a kind of archetypal witch hunt,
irresponsibly dragging symbols and archetypes into view and ascribing to them dispropor-
tionately bloated importance and meaning. In the wake of this intellectual frenzy, arche-
typal criticism became a little disreputable, giving way eventually to newer theoretical

disciplines such as structuralism and semiotics.

However, far from being an entirely outmoded and irrelevant approach, this study will
attempt to demonstrate that archetypal criticism can be of value in the study of much sf
and fantasy writing. In order, though, to avoid the pitfalls outlined above, the material
selected for analysis has been carefully restricted. Within the field of sf it is possible to
find a great many books that treat of similar themes. Nonetheless, not all of sf is amenable
to archetypal criticism and, even in books where the archetypal component is present, it is
not always of major importance to the structure and coherence of the writing. Disap-
pointing also, in a great deal of fantasy literature, much of what the writer glibly perceives
as archetypal is displayed in the form of perfunctory images and symbolism, with little
understanding of the inherent power of the archetype or the ways in which narrative and
significance may, through its presence, converge. Such writing can never be a source of
wonder or revelation, can never impart to the reader any sense of the weight of relevance
and experience which underpin the archetype. Writing of this type also has been dis-

carded.®’ Furthermore, in all cases the selection has been based on writing that has been

* Notes appended to the vastly influential “The Waste Land’ (1965:68-74). The poem first appeared in
1922.

*' Thus, the immensely popular, but inherently superficial writing of novelists such as Anne McCaffrey,
David Eddings, David Gemmell and even, on occasion, Michael Moorcock - all of whom use miythic sym-
bolism at times - has been ignored.
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Jjudged to have genuine literary merit and which reveals not only accomplished writing
skills, but also a profound concern with questions of a metaphysical or personal nature.
As Richard F. Hardin points out: ‘Work of otherwise limited imagination can assume great
significance for the archetypal critic’ (1989:43). Thus, the presence of archetypal and

symbolic images alone has not been sufficient to ensure inclusion in this study.

Although Frye (1976) carefully separates myth and romance into two distinct modes, this
study will demonstrate that these two areas may overlap uniquely in the fields of sf and
fantasy and that the result is one that may, at its best, achieve new relevance and meaning.
Frye categorises myth as that body of literature which has ‘special authority’ (1976:27),
while romance or the fabulous has its roots in popular literary traditions such as folk and
fairy tales. The images and symbols utilised by sf and fantasy - both forms of romance in
Frye’s estimation (1976:4) - are found in a good deal of art and literature generally. The
contention of this study is that they are reinterpreted in unique ways by sf and fantasy so
that they not only retain their ancient relevance but become renewed. Furthermore, the
manner in which the mythic and the romantic merge in these two genres often achieves a

unique and felicitous hybridisation.

Because sf and fantasy are rather like myth, they are both somewhat oxymoronic by
nature, for both work through the relating of ‘true lies’ or ‘impossible truths’. For exam-
ple, in Le Guin’s Threshold (1982) and Crowley’s Little, Big (1981), the protagonists
reach some form of self-realisation and maturity by a process that is distinctly impossible
in the world as we know it (Suvin’s ‘empirical world’ [1979:8]), demonstrating the
paradoxical nature of the genre very clearly, for the reader reaches a truth by means of

what appears to be palpably untrue.
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Finally this study will attempt to illuminate the various ways in which sf and fantasy
literature have begun to evolve and converge with mainstream literature. Kroeber argues
(1988:9) that the directions in which sf and fantasy move are completely antithetical.
They are, he feels, both responding to the hegemony of the technological. However,
fantasy, in his view, turns inward, exploring what he calls the ‘oxymoronic’, the paradoxi-
cal aspects of human existence. Sf, on the other hand, turns outward, exploring the
‘extrapolative’ - what Suvin would call the ‘cognitive’. As a result, Kroeber finds, the
language each uses is different: fantasy is more experimental; more given to hyberbole, to
exaggeration, to linguistic subtlety. Sf is cooler, more reportorial in style. Since it is
extrapolative, it must give the appearance of reality, of verisimilitude (1988:29). This
makes it essentially conservative in its usage of technique and language. He feels that sf

‘is not well suited for articulating dialogic consciousness’ (1988:22).

In agreement, although using very different terminology, Frye talks of the concepts of
verticality and horizontality in literature (1976:49-50). Realism, the reportorial mode, is
‘horizontal’ - giving the appearance of logicality, of linearity, of rational cause and effect.
By contrast, the fantastic mode adopts a more ‘vertical’ structure, in which logicality,
characterisation and so forth are often tenuous. Indeed, says Frye, the ‘romantic tendency

is antirepresentational’ (1976:36).

Seen in the light of the last two decades, however, neither of these viewpoints is, in my
opinion, altogether justified. The so-called New Wave writers of the 1970s - Brian Aldiss,
J.G. Ballard, Michael Moorcock, Roger Zelazny and Thomas Disch, for example - have
forced a stylistic evolution of the genre. By turning inward, by probing the interior

landscape of the mind, by journeying into what Ballard has called ‘inner space’, these
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writers have abandoned much of the original ‘horizontality’ of sf in favour of more com-
plex modes of expression. The writing of Ballard or Delany, for example, is highly so-
phisticated and subtle, and engages the reader on many levels. Although it does not always
do so, fantasy overlaps quite frequently with sf. An analysis of works such as Tanith

Lee’s Sabella (1987), Roger Eldridge’s The Fishers of Darksea (1984) or Ballard’s The

Drought (1978) will demonstrate sow it overlaps, for each uses language adventurously -
even fantastically. By contrast, Le Guin’s very successfill forays into pure fantasy
(Threshold [1982], the Earthsea tetralogy [1979, 1990]) are told in extremely lucid and

matter-of-fact terms, despite the fantastic content.

To be fair, neither Frye nor Kroeber are completely rigid in their categorisation. Each
does comment briefly on the fact that the various modes can overlap and interpenetrate,
though neither of them actually demonstrates how and when this happens. This overlap-
ping is common rather than rare, however and the recent development of sf and fantasy is
due, in part, to the fact that each seems to be becoming more flexible, to be appropriating
techniques that have traditionally not been part of their structures. Aspects of realism are
now more frequently woven into the fabric of the fantastic or the fabulous, creating an
ambiguity that has previously been the traditional property of the realistic novel. The
chapters which follow explore not only characterisation, motivation and use of language to
reveal the truth of this statement, but will also demonstrate yet another convergence of the

fantastic and the realistic.

Frye, in his 1976 anatomisation of the structures of the mythic and the fantastic (in his
terminology, the ‘fabulous’), employs a biblical analogy to explain one of the basic struc-

tures of romance literature. Referring to the expulsion from the Garden of Eden as a ‘fall’
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from grace, he points out that central to myth and to fantasy is the romantic concept of a
fall from the “idyllic’ and paradisic world into the ‘night world’ of the ‘demonic’. Inherent
in romantic fantasy, however, is the fact that the descent into the demonic is not eternal: it
is finally reversed by the expiatory or redeeming actions of the hero or heroine, who then
subsequently returns to the idyllic world to live happily ever after - a correspondence with
the biblical theme of resurrection. The Christian myth, says Frye, is ‘the archetype of the

completed romance’ (1976:163).

But, in scrutinising the fantasy and sf that concern this study, a subtle evolution becomes
visible in these two forms of fantastic literature, for many of these works reveal an inter-
penetration of the romantic and the realistic modes. Here, it becomes apparent, is an
interesting inversion. The fall does indeed occur. But it is a fall from the nightmare of the
real (rather than the idyllic), into the nightmare of the demonic, followed by a return - not
to the idyllic or utopian world of romance - but to the fragile and questionable comforts of
the real world. Thus, despite the fantastic or fabulous matrix within which the action

occurs, there is present, in many cases, a simultaneous and paradoxical sensation of

realism.

In response, then, to Frye’s statement that fantasy is vertical, with little plausibility or
subtlety as far as development of character or motivation is concerned, this study will
show héw recent works of fantasy succeed in creating a richness and complexity of
texture that is usually associated with realistic or mimetic fiction. In such works, the
ascent out of the nightmare is often ambiguous, involving the protagonist in the uncom-
fortable and ironic act of embracing the painful. The uneasy process by which Eldridge’s

No-Mirth (The Fishers of Darksea [1984]) begins to acknowledge his destiny, the lurid
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sexual and psychic nightmare in which Lee’s Sabella (1980) flounders, the mundane world
to which the protagonists of Le Guin’s Threshold return, attest to a new subtlety in the

flavour of sf and fantasy.

Since the analyses of the above-mentioned works will be through the concept of the
Jungian archetype, these texts will be approached by isolating and discussing those images
and motifs that represent powerful emotional and ethical concepts. I shall also comment
on the way each writer uses language to communicate with the reader and - finally - I

hope to succeed in conveying something of the unique fascination of these extraordinary

genres

In the chapters which follow, the Chapter Two, ‘The Symbolism of Personal Redemption’,
explores the manner in which writers confront the eschatalogical and random aspects of
the human condition and the means by which their flawed characters wrest pattern and
purpose from the chaos which surrounds them. The books analysed in this section are the
creations of two very contrasting authors: one writer has created works of purest fantasy,
while the other has produced gritty and hard-edged sf. Yet the concerns of these works
prove to be much the same, for they all reveal the same passionate involvement in the
capacity of the individual to evolve towards maturity and personal redemption. Le Guin’s

A Wizard of Earthsea, The Farthest Shore and Threshold, surprisingly, mirror many of the

themes of Alfred Bester’s Tiger, Tiger! and The Demolished Man. Central to all of these

works is a concern with how the protagonists learn to face the dark side of their own

flawed natures and travel the arduous road towards wholeness or Jungian ‘individuation’.
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Chapter Three, ‘The Symbolism of Messianism’, is concerned with redemption on a much
larger scale; that is to say, not only with the movement of the protagonist forward into a
new life, but also the way in which the prophetic hero may transfigure the future of
society, or even Qf the entire world. The protagonists of these books become close
relatives of Campbell’s mythic hero, he who will ‘liberate the land” (1975:221). In each of
these books the central symbol is that of the apocalypse, and each protagonist must find a
way to lead his race towards a redemptive acceptance of either the future or the past.
Each writer does this, to a large extent, through the use of archetypal symbolisms which
take on powerful metaphoric connotations. Thus, Gene Wolfe’s tetralogy The Book of
the New Sun (1980-1983) will be discussed in some detail, since all four books are rich in
allusive imagery and symbolism: the sword, the rose, the labyrinth and the ouroboros are
just some of the archetypes which are central to the journey of Wolfe’s protagonist
towards his messianic destiny. Other books analysed in this section are Eldridge’s The

Fishers of Darksea (1984), Crowley’s Engine Summer, and Le Guin’s The Word for

World is Forest (1991).

Chapter Four, rather than being concerned with progression or evolution of the personal-
ity, deals with retrogression and devolution on both the personal and the racial level. This
chapter, ‘The Symbolism of Entropy and Decay’, probes those images of entropic decay
which obsess certain writers of sf. The discussion will centre on Brian Aldiss’s Hothouse

(1979), two novels by J. G. Ballard, The Drowned World (1976) and The Drought

(1978), and one of Ballard’s longer stories, ‘The Voices of Time’ (1981). In all these
works there is an over-riding conception of cosmic devolution, within which is enmeshed
mankind’s own decay. Archetypal images central to this Darwinian concept are those

drawn from the natural world. Thus, the rampant and gargantuan forest of Hothouse, the
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inundated or drought-stricken worlds created by Ballard, as well as his great cosmic
mandala in ‘The Voices of Time’ - all carry powerful symbolic and archetypal resonances

which will be carefully explored.

Chapter Five, ‘“The Symbolism of the Beast’, in contrast to the preceding chapters, turns
outward, in a sense, for although the books discussed in this chapter are also concerned
with questions of spiritual growth (both for the individual and the larger grouping to
which that individual belongs), it probes such questions specifically through the use of
theriomorphic imagery. This section demonstrates some of the symbolic meanings with
which animal images are imbricated, and also shows how these may be used to give
resonance to character, and shape to the perception of reality. Lee’s Lycanthia (1990) and
Sabella (1987), as well as Crowley’s Beasts (1987) all make use of real animals that exert
a powerful hold on the human mind, while Le Guin’s Earthsea tetralogy and Clive
Barker’s Weaveworld (1988) use purely imaginative creatures that have long inhabited the
racial imagination. All these creatures have rich mythical connotations: they act as psy-
chopomps, leading the human protagonist into the realm of potentiality and potency. Each
will be discussed in some detail to illuminate how animal imagery has been used to amplify

the concerns of these writers.

Chapter Six, ‘The Eternal Mind’, unlike the other chapters, is concerned with the work of
one writer in particular. Robert Holdstock has made a courageous and surprisingly
successful attempt (given the difficulties inherent in the task of making the unconscious
visible) to penetrate the hidden recesses of the human psyche in order to give shape to
those very processes which might engender the archetypal image. Several of his books are

discussed, showing how he has progressed in this single-minded attempt to probe the
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rchetypal thought, and demonstrating how he has chosen to deal with these
imaginative emanations. His earlier works are passed over briefly, in order to

te on his more mature works. Thus the greater part of the chapter is given over

ondyss: Journey to an Unknown Region (1990), The Bone Forest (1992), The

(1994) and Mythago Wood (1995).

er Seven will offer, in conclusion, a synthesising view of the critical approach taken
in the preceding chapters, demonstrating that, rather than being moribund and irrelevant,
‘the archetypal method of criticism may enliven discussion of much fantasy and sf. It will
also review the manner in which both genres have evolved towards greater maturity in the
period from the 1950s to the 1990s, and will make the point that, rather than being shal-
',!:w..,‘.,;clichéd and nostalgic, the use of mythic or archetypal symbolism can, when used with
intuition and skill, add depth, resonance and extraordinary imaginative range. It will
‘demonstrate how sf and fantasy - without compromising an adrrﬁrable capacity to entertain
- may lead the reader to a contemplation of those existential dilemmas which have plagued
mankind since the birth of consciousness, and how each may offer some solutions for such
eternal questions. At the same time, sf and fantasy may also confront matters of contem-
porary rejgyanqe, proving that, rather than bgipg merely trivial and escapist, they may give

their i’eaders the courage to dream of facing the complexities of the human condition.
S e o ek 1 —
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TWO: THE SYMBOLISM OF PERSONAL REDEMPTION

What are the roots that clutch, what branches grow
Out of this. stony rubbish? Son of man,
Yoﬁ cannot say, or guess, for you know only
A heap of broken images, where the sun beats,
And the dead tree gives no shelter, the cricket no relief,
And the dry stone no sign of water.
T. 8. Eliot.

The iconic voice of this age’s pervading sense of emotional and psychic disinheritance is
perhaps that of T. S. Eliot, whose great poem, ‘The Waste Land’ (1965) expresses, in a
tangle of disparate images and personz, the hollowness and horror which lies at the core
of much contemporary experience. Like T. S. Eliot’s speaker in the section called ‘The
Fire Sermon’, we too °...can connect/Nothing with nothing” (Il 301 - 302), for it would
seem that, despite the high level of scientific advancement reached by the human race, all
forms of chaos proliferate. Endemic warfare, destruction of natural resources, loss of
religious faith, and erosion of family life and sexual mores are only a few of the afflictions
which oppress the twentieth century. Just as the physical universe expands indefinitely,
the knowability of things expands also, constantly slipping just out of humanity’s grasp.
Men and women have discovered that there is a corollary to their knowledge. Balancing

all that they have learned is an infinite amount that they have yet to learn.

It is not surprising, therefore, that as the century draws to a close, Western society experi-
ences a sense of millennial catastrophe, a deep feeling of epistemological uncertainty.

Possibly more than any other age, this one is marked by a failure of belief in the signifi-
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cance of things. As Christine Brooke-Rose points out, man’s mortality is driven home in
this century, for man has - for the first time in his brief history - developed the capability
not just for individual oblivion, but for the ‘death of the species’ (1981:7). To add to this
alarming possibility, mankind has also suddenly become an enormous geophysical force,
capable of altering the physical well-being of the planet on a vast scale merely through its

presence. C. G. Jung expressed the awareness of imminent apocalypse thus:

Our times have demonstrated what it means for the gates of the under-
world to be opened. Things whose enormity nobody could have imagined
in the idyllic harmlessness of the first decade of our century have hap-
pened and have turned our world upside down. Ever since, the world has
remained in a state of schizophrenia.

(Jung, 1978:83 - 84)

Where, in the past, faith kept mankind afloat on the seas of unreason and unreality, hu-
manity now finds itself sinking beneath the wreckage of its previous blind belief in the
consistency of what it formerly perceived as reality. And the failure of faith is not simply
religious. Faith, in the previous two centuries, was a two-fold matter, involving not only
belief in God, but belief in the reasonableness and rationality of the human race as well,
and faith in its ability to achieve control over its mental and physical resources. This

secular faith is, if not completely obliterated, now at least much diluted.

Humanity has put aside, to a large extent, its earlier invigorating and adolescent belief that
knowledge can lead to wholeness, to personal redemption. In short, men and women are

shaken, for they have discovered - as Brooke-Rose says - that ‘the “real” [has] come to
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seem unreal’ (1981:4).!

In this chaos of unreality and confusion it may appear that our century is epistemologically
unknowable. The individual is hard-pressed to know how to respond to the search for
meaning. Humanity runs riot, seeking salvation in diverse and eccentric ways. Cults
proliferate; Moonyism, Dianetics, Scientology, uncountable charismatic churches rise to
give hope to people who are baffled and for whom redemption seems harder than ever to
grasp in a complex society. Men and women dabble in ‘alternative’ routes to mental and
physical health: aromatherapy, astrology, acupuncture, massaging of ‘auras’, belief in the
curative powers of crystals. Astonishingly, in an age when the efficacy and power of
science has been proven over and over again, and at a time when mankind has become
capable of probing the outer reaches of the universe, First World civilization more and
more frequently appears to turn its back on the rational and seeks, instead, the enigmatic,

the unproven and the occult.’

Since it is in our cultural artefacts that we see the glimmerings of our most ardent hopes
and fears, it would seem obvious that our literature produces many writers who are

concerned with this sense of the eschatological. Rosemary Jackson, the influential author

! One might add, correspondingly, that the unreal has also begun to seem real. A recent craze
amongst affluent children is a tiny electronic toy which has to be “fed” and ‘put to sleep’ regularly. If
the child forgets, the toy ‘dies’. Somewhat alarmingly, in Japan, cemeteries are now being provided
so that grief-stricken owners of deceased Tamagotchi may inter their ‘dead’ toys (The Pretoria News,
20 January, 1998:1).

% C. G. Jung addressed himself to this problem during the 1950s, in an interesting book called Flying
Saucers: A Modern Myth of Things Seen in the Skies (1991). Jung hypothesises that the frequent re-
ports of Ufos may be caused by the human need to feel that the race is not alone, that some vast over-
riding intelligence exists which watches, protects and which may even judge. The sightings are
‘projections’, caused both by psychic disturbance and human need. He notes that these ‘signs in the
heavens’ are now as frequent as sightings of angels were in less sophisticated times.




University of Pretoria etd — Rubenstein, A 1998

of Fantasy: The Literature of Subversion, makes this point with a great deal of emphasis.

She feels, furthermore, t’hat-in order to be meaningful, fantasy literature should reflect this
evident chaos, should mirror the lack of overall pattern and coherence, should express the
pointless and tragic situation in which we find ourselves. ‘[Fantasy] reveals reason and
reality to be arbitrary, shifting constructs...” (1988:21).  For her, the most meaningful
fantasy would be, paradoxically, those forms which make meaninglessness visible and tan-
gible. In corroboration of her theory she points, as do many other theorists (Tzvetan

Todorov and Brooke-Rose, for example), to Henry James’s 1898 The Tumn of the Screw

(1960) and to Franz Kafka’s 1915 story ‘Metamorphosis’ (1961) as exemplars of this
epistemological uncertainty. For in both these works there is no reconciling of the mys-

teries, no final solution or conclusion is possible for the reader.

Within the field of sf, a novel such as Samuel R. Delany’s Dhalgren (1975) would similarly
fulfil these criteria and would, if classified in these terms, be relegated to the field of pure
fantasy rather than to the science fictional genre. In Dhalgren, a city disintegrated into
strange forms of chaos - both physical and cultural - burns endlessly under a nightmare sky
of roiling clouds and shadows. No explanation is offered for the aberrations and no

conclusion seems possible. As in “Metamorphosis’ and The Turn of the Screw, all remains

ambiguous, shadowy, baffling and occluded. M. John Harrison is another writer whose
works, often of a highly poetic nature, are marketed as sf and read by readers of sf.

However, in his Viriconium (1982) stories and in the novella A Storm of Wings (1987), he

has produced writing that is as ambiguous, as imaginatively teasing and as non-resolvable

as Dhalgren.
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Similarly, Gene Wolfe’s three novellas, The Fifth Head of Cerberus, ‘A Story’ by John V.

Marsch and V. R. T. (1983), so confound the nature of reality and identity that the

reader’s ambivalent responses can never be resolved satisfactorily. Indeed, in The Fifth
Head of Cerberus, ambiguity is the only constant. The reader never learns the protago-
nist’s true name: he is simply ‘Number 5°. Neither is it possible to determine Number 5°s
family name; we learn only that he has the same name as his father. Similarly, Dr Veil’s
Hypothesis is equally confusing and ambiguous. Dr Veil postulates that the aboriginals of
the planet Sainte Anne were shape-changers, so adept at mimicking men that they eventu-
ally destroyed the human colonists and supplanted them. They took the place of humans
so effectively, that they became - to all extents and purposes - humans themselves. The
paradox lies in the fact that, as such succesful copyists, they would have had to lose their
adaptive abilities completely, for men are not shape-changers. Have they, then, become
humans in the course of losing the one attribute that made them different? And how is it
possible to determine what constitutes ‘humanity’? This is indeed an ambiguous puzzle
and one which - like the identity of Number 5 - defies resolution. If Jackson’s thesis is
correct, such works would appear to fit into the category of the ‘pure fantastic’. How-
ever, the speculative and dialectic components that form the context of these stories would

seem to argue that they are undeniably sf.

Jackson’s reading of fantasy is largely Freudian and psychoanalytical in approach. Unlike
Jung, who took the view that fantasy was life-affirmative, healthy and necessary, Freud
regarded fantasy - indeed, all human behaviour - as the expression of infantile and re-
pressed sexual complexes and neuroses. Jung found himself instinctively at odds with

Freud’s unshakeable belief that sexuality was the fundament of all human experience.
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...Freud’s attitude towards the spirit seemed to me highly questionable.
Wherever, in a person or in a work of art, an expression of spirituality (in
the intellectual, not the supernatural sense) came to light, he suspected it,
and insinuated that it was repressed sexuality. - Anything that could not be
directly interpreted as sexuality he referred to as ‘psychosexuality.” I
pro'tested.thal this hypothesis, carried to its logical conclusion, would lead
to an annihilating judgement upon culture.

(Jung, 1993:172)

Since Jackson’s view is Freudian and therefore somewhat reductive, fantasy must, for her,
struggle to express or expel that which is denied or unsaid by culture, society and person-
ality. She points to fantasy which deviates from these forms with a certain degree of
denigration, stating that it evidences a ‘retreat from any profound confrontation with
existential dis-ease’ (1981:9). Furthermore, she contends, such writing belongs to the
field of the ‘marvellous’ rather than to the ‘pure fantastic’. It adheres to an ‘outworn
liberal humanism’, leaving ‘problems of social order untouched’ (155). The following
chapters will, however, dispute this contention and will show that sf and fantasy writing

can be as concerned with problematic aspects of existence as any other form of literature.

It seems unneccesary to quibble with Jackson’s label of the ‘marvellous’. Northrop Frye
(1990) calls such writing ‘romance’ and Karl Kroeber (1988) is happy with the term
‘Romantic fantasy’. What one might take issue with is, rather, her opinion that such
literature has outworn its uses and that response to it is simply nostalgia. With a slight
switch of emphasis it is possible to accept a less ‘pathological’ view of fantasy, to see it
not as seeking to expel or express the mystery and chaos of existence but, rather, as
seekirig to embrace it. Those writings that Jackson brands nostalgic and sentimental -

such as those of J. R. R. Tolkien and Ursula Le Guin - can then be seen as acknowledging,
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rather than as avoiding, problems of social dis-ease.

Kroeber, for instance, maintains that fantasy seeks to ‘recover otherness’, rather than to
cast out or exorcise the mystery. He feels that fantasy writing reacts against the expulsion
of the unsayable and the unknowable, seeking to embrace rather than to expel the unspo-

ken and the unseen.

The fantastic is exactly what one cannot identify with, something that is
not mankind as mankind knows itself. Romantic fantasy is a protest
against exactly the total humanization of life....

(Kroeber, 1988:3)

This suggests, then, that fantasy might be an essentially healthy ﬁnd integrating response to
the chaotic and irreconcilable aspects of existence. Seen in this light, fantasy implies that
men and women can move towards some final state of maturation and redemption and that
they are not necessarily doomed to wander blindly and endlessly within a blizzard of

uncertainty and unreality.

Kroeber suggests also that, since the approach to the fantastic by way of the Freudian
viewpoint seems finally unsatisfactory, it might be possible to adopt a different psycho-
logical approach. Here it would seem that a ‘Jungian’ approach to the processes of
fantasy might well be productive. Jung himself felt that a viewpoint that sees the fantastic
emanations of the psyche purely as neurotic and chaotic impulses would deny that those
impulses ‘contain matter charged with material of illumination and transfiguration® (Van

der Post, 1983:120).
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Furthermore, Jung conjectures that those fantastic motifs (which he called ‘archetypes’)
rise spontaneously in the psyche and appear to be the product of an inherited or collective
preconscious mind. Like myths, these archetypal motifs ‘are original revelations of the
preconscious psyche, involuntary statements about unconscious psychic happenings...’
(1991f:128). He argues that all human societies - even modern societies - without such
myths suffer a psychic death that is a ‘moral catastrophe’ (128). The contention of this
study will be, in part, that the fantasy and sf dealt with in the following chapters, is a

potent source of such mythic and archetypal enrichment.

Some artists have an intuitive grasp of these archetypal motifs. They are able to access
them, to reach deep within their own psyches and bring them out into the visible and
audible world of art, music and literature. They are able to order these otherwise chaotic
and random emissions of the ‘dark side of the psyche’ and to place them before us in an
essentially coherent form. They are able to balance, with the rigour of their artistic vision,
that ‘state of reduced intensity of consciousness’ (Jung, 1991f129), which occurs when
the conscious mind ceases to put a check on the unconscious. A unique type of dis-

course then results. It is precisely this sort of writing with which this study is concerned.

This chapter will deal with the works of two very different writers who both appear to
have the capacity to harness to their artistic vision those unconscious products of the ‘dark
hinterland of the psyche’ (Jung, 1991f:128). One of these, Ursula Le Guin, came to
prominence in the 1970s and has been acclaimed for both her fantasy and her sf writing.
Her renowned Earthsea tetralogy (published between the years 1968 and 1990) will be
discussed in some detail in this chapter, as will her novella, Threshold (1982). The other

writer, Alfred Bester, produced his best writing during the 1950s and is known primarily
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for two novels (The Demolished Man [1953] and (Tiger, Tiger! [1956]) and a few short

stories which date from this period® and which have become classic examples of genre sf.*
Le Guin’s style is serenely rational, never sensational, and always rather spare in texture,
while Bester’s writing is passionate, fast-paced and lurid, having its roots firmly in the
pulp origins of the genre. Interestingly, however, despite such fundamental diﬁ';arences of
approach, both writers display a concern with the potential of their flawed protagonists to
grow and achieve redemption. Each also uses a number of archetypal images which
become central to their works, and which illuminate their sense of profound disquiet with
a century in which ethics and morality appear to have become tainted by expedience, self-
indulgence and lack of coherence. Each writer seems deeply aware that, despite the fact
that contemporary life is marked by rapidly increasing sophistication in technological

understanding of all kinds, in certain respects men and women inhabit a spiritual void.

A writer who works through a discourse of strongly archetypal symbols and imagery - of
which she appears to have an instinctual grasp and which she uses with singular artistry -
Ursula Le Guin is acclaimed not only for her fantasy writing, but also for her sf. And, like
Jungian psychology, she seems to be most concerned with wholeness, with integration,
and with reconciling opposing elements of personality. Le Guin appears firmly to believe
in the possibility of finding pattern and completion, for such balance is central to her

Taoist leanings. She is concerned, in short, with the attainment of maturity, with integra-

2 “Fondly Fahrenheit’ (1958) is perhaps the most admired.

* Genre sf is writing in which the conventions, the tropes or the ‘protocols’ of sf are instantaneously
recognisable, leaving the reader in no doubt that what he or she is reading is, indeed, sf. Clute and
Nicholls state that genre sf is ‘conspicuous for its signals that it is honouring the compact between
writers and readers to respect the protocols embedded in the texts which make up the canon’
(1993:483).
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tion of personality, and with the possibility of human redemption.’

The imagery through which she chooses to express such ideas is highly symbolic; it is
_oﬁen archetypal inl its simplicity and strength, and capable of transformation onto many
levels of meaning. Le Guin’s images take on relevance over and above their literal mean-
“ings and contain metaphorical significances which are implicit in the text. In this she
- seems to be aware of, and capable of using in an artistic manner, many of those aspects of
personality that have been identified by Jung as archetypes; that is to say, those manifesta-
tions that are universally inherent in the human psyche. However, in studying these
images, the suggestion is not that they are the sole pivot about which the text revolves.
This would be to skew perceptions and produce a lopsided view of the work concerned.
The suggestion is, rather, that they are integral to the structure of the writing, that they
add depth, texture and meaning. It is these aspects of sf and fantasy writing that will be

the concern of this study.

An interesting case in point is Le Guin’s treatment of images in her Earthsea tetralogy. In
the first book, A Wizard of Earthsea (1979), the young apprentice wizard Ged, in his
youthful pride and arrogance, attempts to conjure up a spirit from the heroic past. But
from the shapeless darkness which he has summoned up springs ‘something like a clot of
black shadow’ which leaps, with hideous strength and agility, on Ged, wounding him

almost mortally.

® [t is interesting to note that Le Guin maintains - and she is a writer of the utmost integrity - that her
symbols and archetypes were produced before she had ever made the acquaintance of Jung and his
theories. She says, in effect, that she ‘found’ these images within herself. It appears that it was only
later, through her reading of Jung, that he gave her a critical vocabulary with which to apprehend and
discuss these images about which she has been so articulate (Susan Wood’s Introduction, in Language

of the Night, 1989¢:28).
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Thenceforth, the young wizard is shadowed by this monstrous thing. It dogs his heels and

he flees from it. His continuous flight cramps his life, prevents the full and proper use of
his wizardly arts. He is only half a wizard and only half a man. Eventually, in an act of
final desperation, he turns and begins to pursue the hideous clot of darkness, seeking it
across the oceans and islands of Earthsea. When finally he confronts it, it assumes differ-
ent shapes, first the figure of his father, then the figure of the young apprentice wizard
who had urged him to commit the prideful act of summoning the dead. Suddenly he
realises the nature of the thing. The shadow-thing is part of his own being, part of the evil
that lurks in all mankind, that shadows all acts and tempts the human soul to ignoble

feelings and actions.

The fearful and evil nature of the ‘clot of shadow’ is made abundantly clear through Le

Guin’s imagery, for it is black and misshapen and hideous.

In that light all form of man sloughed off the thing that came towards
Ged. It drew together and shrank and blackened, crawling on four short
taloned legs upon the sand. But still it came forward, lifting up to him a
blind unformed snout without lips or ears or eyes. As they came right to-
gether it became utterly black...and it heaved itself upright. In silence,
man and shadow met face to face and stopped.

(A Wizard of Earthsea, 1979:164)

Significantly, as Ged recognises the shadow-thing and names it, it names him too - and the
two speak, with one voice, the single word ‘Ged’. As Ged acknowledges its nature he
reaches, finally, adulthood. He makes himself whole, affirming the duality in his own soul,
uniting the two contradictory halves of his personality, admitting to himself that he has the

capacity to do evil - as do all men and women - and that his wizardly arts make him no
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exception to the rules that bind common humanity.

Le Guin is suggesting, through these strong images, that this dark side of the personality,
this duality, is present almost universally in mankind, and that it is prudent to recognise its
existence. She suggests that the integrated personality needs to admit the existence of
evil, and that in order to achieve redemption, humanity must integrate these two conflict-
ing aspects. Ged acknowledges the unacknowledgeable: ‘.. .look, it is done. It is over....

The wound is healed,” he said, ‘I am whole, I am free’ (165).

Thus, Ged’s flight from, and then pursuit of the shadow, is a dramatisation of the dialogue
between two aspects of his own personality. And Le Guin has, with considerable artistry

and intuition, integrated an important element of the Jungian credo into her vision:

The shadow is a moral problem that challenges the whole ego-personality,
for no one can become conscious of the shadow without considerable
moral effort. To become conscious of it involves recognising the dark as-
pects of the personality as present and real. This act is the essential con-
dition for any kind of self-knowledge.

(Jung, 1991d:8)

I would suggest, then, that Jackson is misled in saying that, in Earthsea, the ‘dark “other”
is magically defeated’ (154), for it is not so much a magical defeat as a reconciling of
opposites, a moral and psychological triumph. The magic is simply a metaphor for a
spiritual process, for the manner in which the personality may grapple with itself, triumph
over psychological adversity and ultimately achieve wholeness or, in Jungian terms, ‘self-
individuation’. Who, indeed, could deny that there is something magical in the process of
psychic healing, occurring as it does in places which cannot be seen, and in ways which

cannot be measured in terms of cold rationality?
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This theme, the duality and balance of all things, is constant in Le Guin’s work. In the

third section of the tetralogy, The Farthest Shore (1973), she succeeds in striking a chord

that resonates with the archetypal symbolism found in myth and fairy tale. She uses
images which bepome_ metaphoric projections of the psyche, or as Jung puts it
‘psychological manifestations of instinct’ (1991b:xiii). The presence in Le Guin’s work of
such oppositions, such poise and counterpoise bears a strong relationship to the concepts
of Taoism. Indeed, her interest in and use of Taoist images is well documented.® She is
concerned with the achievement of an instinctive unity with the natural world, and sees
many Western values as the product of an artificially induced process which has sundered

humanity from its instinctual nature. She has said:

Our curse is alienation, the separation of yang from yin [and the morali-
sation of yang as good, yin as bad)]. Instead of a search for balance and
integration, there is a struggle for dominance. Divisions are insisted upon,
mterdependence is denied. The dualism of value that destroys us, the du-
alism of superior/inferior, ruler/ruled, owner/owned, user/used, might give
way to what seems to me...a much healthier, sounder, more promising
modality of integration and integrity. [Italics denote Le Guin’s own revi-
sions to an earlier text. ]

(1989b:16)

In The Farthest Shore, Le Guin’s images are consequently drawn from the timeless,

enduring world of nature, where balance and integration are endlessly reviewed. In this
book, the now mature wizard Ged, who has come into his full power as Archmage, is ac-
companied by the adolescent Prince Arren as they set off on a quest to find out who or

what is draining the life-force from the world. The images which Le Guin uses are unfet-

® “This attitude toward action, creation, is evidently a basic one, the same root from which the interest
in the / Ching and Taoist philosophy evident in most of my books arises’ (Le Guin, ‘Dreams Must
Explain Themselves’, 1989d:39).
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tered in the sense that they are not linked to any particular epoch; they are universal and
mythic in their simplicity. She describes, for instance, the sterility and aridity of a world
from which the essence of life is draining in a simple, yet effective, manner. In the arche-
typal mode, she draws her inspiration from the natural world. Water, which is a source of
life and fecundity, is the central image and Le Guin’s metaphoric language here is subtly
sexual, hinting at the capacity of the earth to engender and sustain life, suggesting both the

uterine and the seminal fluids that signal the creation of life. In The Farthest Shore the

springs run dry, the fountains no longer play and ‘the lips of the springs of water draw

back’ (428), signalling sterility and loss.

In conjunction with these images of failing abundance, she uses images of dryness and
depletion. There are numerous images of darkness, of light ‘running out’. The domain of
the dead, into which Arren and Ged must go, is dry, sandy, grey. The mountains and
ravines which they must traverse are boulder-strewn and sharp. Le Guin’s ‘dark land’
seems to owe something to Homer’s Hades, where dwell the shadowy ‘helpless ghosts of
the dead” (The Odyssey:171 - 172). For Le Guin’s dead, too, are grey and colourless:
they are ‘healed of pain and life... Quiet were their faces, freed from anger and desire and
there was in their shadowed eyes no hope’ (456). Arren experiences terrible thirst in this

dry land, recalling T.S. Eliot’s symbolic ‘Waste Land’, in which there is

... no water but only rock
Rock and no water and the sandy road
The road winding above among the mountains
Which are mountains of rock without water
If there were water we would stop and drink
(1. 330 - 335)
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Le Guin uses another striking symbolic image of depletion in an incident that dramatises
loss, this time the loss of créativity. Ged and Arren encounter a tribe of raft-folk, dwellers
of the open sea, who celebrate the shortest night of the year with a marathon of dance and
song. But dun'nglthe night the chanter ‘runs dry’, as it were; he cannot remember the
words of his chants, the music falls silent and the folk are stricken with fear at this paraly-
sis of creativity. For the chanter cries ‘There are no more songs. It is ended’ (415). Le
Guin suggests that, should the primeval fear of death be taken from mankind, so also will
those vigorous impulses which lead to creativity. And so she shows how even the wells of
artistry will run dry when the balance between natural and integrating life forces is de-

stroyed.

Also in the archetypal mode is her use of the characters of Ged and Arren. Although her
protagonists impress as living and convincing personalities, they transcend the purely
human state to become symbolic entities as well. The two protagonists, together, form an
almost composite persor;ality, each symbolising certain aspects of the dichotomy which
concerns Le Guin. Constant themes in her works are the reconciling of conflicting oppo-
sitions: the contrasts between light and dark, half and whole, fragmentation and comple-

tion, cowardice and courage, chaos and order.

Jung, in his essay ‘The Phenomenology of the Spirit in Fairytales’, has drawn attention to
the various archetypes that exist in fairy tales. One of these is the image of the old man,

who appears when insight and understanding are needed and who

...is himself this purposeful reflection and concentration of moral and

physical forces that comes about spontaneously in the psychic space out
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side consciousness when conscious thought is not yet - or is no longer -
possible.

(1991e:87)

In The Farthest Shore_i_t is the image of Ged that would seem to fulfil this function.
Although not yet éld, he is mature, seasoned by experience and knowledge in a way that
young Arren is not. Throughout the quest it is his patience, and his insight into the evils
of man’s nature, that guide their travels (both physical and emotional) and that lead the
young prince to adulthood. And finally, he teaches a harsh and fundamental lesson about
acceptance of the human condition: Arren learns that it is the willingness to consent that
brings grace, savour and meaning to existence. Like the archetypal figure of the old man
in Jung’s explication of fairy tales, Ged *...thus represents knowledge, reflection, insight,
wisdom, cleverness, and intuition...and...moral qualities such as goodwill and readiness to

help, which make his “spiritual” character sufficiently plain’ (Jung, 1991e:90).

Ged’s knowledge, as befits his wizardly occupation, is often gnomic in utterance and its
cryptic nature is sometimes baffling to young Arren. Ged’s wisdom is not easy of access
and must often be deciphered with some difficulty. He gradually leads Arren to see the
essential evil of trying to evade death. Death, he demonstrates to Arren, is the corollary of
life. Just as the human soul - to be capable of joy - must open itself to sorrow, so - in
order to live most fully - must the soul acquiesce in the acceptance of final death. The

heinous crime in The Farthest Shore is to try to beat death, to avoid it. By so doing, life

itself is also avoided. Existence becomes grey, dusty, lacking in intensity and colour
without the savour imparted by the knowledge of death. For Ged says, ‘Only in death is
there rebirth. The Balance is not a stillness. It is a movement - an eternal becoming’

(423).
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In equally metaphoric and poétic terms he also tells Arren:

There is no safety. There is no end. The word must be heard in silence.
There must be darkness to see the stars. The dance is always danced
above the-hollow place, above the terrible abyss.

(The Farthest Shore:410)

And later he says, pointing both the inevitability of death and its corresponding positive

aspects:

.Iwill die... you will die.

And I prize that knowledge. It is a great gift. It is the gift of selfhood.
For only that is ours which we are willing to lose. That selfhood, our
torment and glory, our humanity, does not endure. It changes and it goes,

a wave on the sea.

(The Farthest Shore:410)

Arren, too, symbolically comes to embody the hero-image that Jung identifies as one of
the autonomous projections of which the human psyche is capable. He is a living creature
of flesh and blood and he evokes in the reader a strong sense of reality and empathy. But,
because Le Guin works in strongly metaphorical terms, he becomes something over and
above the young Prince of Enlad. Jung states that ‘One of the essential features of the

child motif'is its futurity. The child is potential future’ (1991f:138).

And in his growth from blind devotion to Ged, through his seduction by the evil dream of
death’s bamishment, lﬁs subsequent disillusionment with his hero, and then his final realisa-
tion of both Ged’s powers as a wizard and of his limitations as a human being, Arren
moves towards adulthood. He learns the great lesson that Ged teaches, that the traitor lies

within each human heart. It is our own voice that we hear as we give shape to fear and
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desire. As the wizard points out, the good man is not one who knows no evil but the man
who senses the darkness within his own soul and resists it with all his streﬁgth. Ged
demonstrates something which even the ancient Greeks knew: that it is only by consenting
fully to the irony of the human condition that humans may overcome their own frailty and

helplessness. This is the hard way to spiritual freedom, to human redemption.

There are further archetypal patterns evident in The Farthest Shore that are revealed by
close examination of the text. Jung (1991¢:37) has drawn attention to the fact that the
figure of Christ * ...exemplifies the archetype of the self. He represents a totality of a
divine or heavenly kind, a glorified man...” [italics in text]. If Christ represents the man
who has achieved what Jung calls ‘individuation’, that is to say, complete realisation of the
self as a whole or totality, then it is perhaps not too fanciful to see Ged as a type of Christ-
figure. Certainly, the terms in which young Arren worships him and swears allegiance to
him suggest the fervour of an acolyte. But there are other resonances with the Christian

monomyth, though Le Guin herself might be startled to think so.

The trials and deflections that Ged and Arren are subjected to (the slavery of Arren, the
wounding of Ged), suggest those trials and deflections of purpose, so carefully anatomised

by Joseph Campbell in his comprehensive study of mythic patterns, The Hero with a

Thousand Faces (1975), that the hero must undergo on his way to redemption. There is

Arren’s dream of the ‘tall lord of the shadows’ who stands beckoning and holding ‘a tiny
flame no larger than a pearl...offering life’ (351). This seems to be a subtle perversion of

the figure of Christ, who holds the light of the world in his hand and who asks to be
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followed to eternal life.” This ‘lord of the shadows’ appears, then, to be the counterbal-
to Ged’s somewhat more than human figure, a sort of Luciferian antagohist. Jung

ays:

If we see the traditional figure of Christ as a parallel to the psychic mani-
festation of the self, then the Antichrist would correspond to the shadow of
the self, namely the dark half of the human totality....

(1991c¢:42)

Throughout The Farthest Shore, Le Guin has thus used images that are familiar and

instantly recognisable. Yet, because of the freshness of her writing these images do not
pall. She has used the archetypes with such vigour and intuitive skill that her vision is

 striking for its relevance and unfaltering clarity. She has, indeed, told the ‘true lie’.

Le Guin, seventeen years after the Farthest Shore, produced a postscript to the Earthsea

series in Tehanu (1990), a book that is unusual for its autumnal, even sour, mood. Here
Le Guin has taken up and developed further the history of Tenar, the female protagonist

who was central to The Tombs of Atuan (1979), the second book in the series. In this

story, the wizard Ged, mature and at the height of his powers as Archmage, releases the
young priestess Tenar from bondage to a decayed and sterile religion. He returns her to
the world of normality, giving her back her identity, and together they destroy the ancient
and evil power of the Tombs. The book again gives expression to Le Guin’s perception of
life as an endless balancing act, where male and female, dark and light, ignorance and

wisdom, life and death are forever linked.

’ The image has a subtle visual resonance also, for it seems to echo the well-known painting called
“The Light of the World” by Victorian artist William Holman Hunt - an allegorical representation of
Christ standing on the threshold of the human soul, knocking to be let in.
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But, in Tehanu, the bright heroics of the earlier books are gone, as though Le Guin has felt

a need for balance on an even larger scale. For the writer now deconstructs, r:ﬂmost, the
powerful mythic presence of Ged. The wizard, in this final book, is much diminished,
much reduced in stature.  He has returned from the Dark Land victorious in one sense and
yet, as though to balance that victory, he is also traumatised, scarred by the loss of his

power and his art. He is reduced, in short, to a state of mere humanity.

Campbell states that the ‘hero is the man of self-achieved submission’ (1975:22), and Ged
has submitted himself to the supreme test, so that his life and reason falter. Now his final

battle must begin.

...the first work of the hero is to retreat from the world scene of secondary
effects to those causal zones of the psyche where the difficultics really re-
side and there to clarify the difficulties, eradicate them in his own case
(i.e. give battle to the nursery demons of his local culture) and break
through to the undistorted, direct experience and assimilation of what C.
G. Jung has called ‘the archetypal images’.

(Campbell, 1975:23)

Ged has made a supreme sacrifice, offering up his powers in order to redeem humanity.
He now must find the strength to come to terms with this great loss in order to redeem
himself. For he has lost part of his very being, and must start all over again to remake
himself, to find meaning for himself in life. He must learn to find a new place in the world,
he must learn to do battle with his particular ‘nursery demons’ and come to final terms

with the dark places of his psyche.

Ged’s passage to self-acceptance is agonising and he achieves it finally with the help of the
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woman, Tenar. Le Guin seems to be suggesting that the battle is never over, that it has
continually to be refought. She seems also to be saying that age and maturity may bring a
new stage of consciousness into being, but that at each stage of life the ‘demons’ have to
be conquered anew. The passage across each new emotional threshold is, like birth,
neither painless nor safe. Every transition is a crisis. Tenar, who seems to embody the
feminine principle here, helps Ged towards a re-affirmation of life, so that he may redeem
what could be merely the emptiness of old age. Le Guin is, perhaps, here giving expres-
sion to the effect that the feminist movement has had on the evolution of her ideas, for in

Tehanu it is the female characters who become central to the action.

Tenar, now matured by her years as wife, mother and manager of her own estate, serves, it
could be argued, as Ged’s anima figure. Jung has proposed that the male personality has,
as an essential component, an archetypal feminine aspect which he called the ‘anima’.
Correspondingly, the female personality has a male aspect which he called the ‘animus’.
Each functions as a kind of psychopomp, ‘a mediator between the conscious and the
unconscious’ (Jung, 1991:16), containing both negative and positive qualities. Tenar
seems to embody those aspects of Ged’s personality which aid him in this final stage of his
emotional evolution. He calls Tenar ‘life-giver’ and, with her beside him, he reaches the
realisation that he may still have an existence, a meaningful place for himself. It is, it is
true, a much smaller place than that to which he has hitherto been accustomed; he must
lean to take his satisfactions smaller. But he learns that there are still triumphs to be

found in the rdle of a mere man.

Le Guin seems to have felt a need to counterbalance the triumphs of the earlier books with

a bleaker, perhaps a more realistic vision. Her Taoist leanings are again in evidence, for
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she is saying, once more, that in death there is life, in loss there is gain. She is also,
perhaps, saying that the m#scuh’ne aspects of life must be balanced by the female aspects,
here embodied by Tenar. Tehanu is a call to sobriety. The grandeur is gone. Age follows
youth and even small things may, in time, balance great things. Despite the sense of
grimness and austerity in her vision, there is also a stern consolation, for Le Guin seems to
be echoing one of Jung’s beliefs about the meaning and purpose of the ageing process.
Jung - perhaps because he himself was fortunate enough to remain intellectually and
physically vigorous until late in life - was convinced that old age is a culmination of the
movement towards full potentiality. In this process, of prime importance is an acceptance

of the finite quality of human life.

While Jung did not deny the element of decline in old age, he nevertheless
insisted that the goal of this time of life was not senility but wisdom. Nor
was he entirely alone in this view. His opinion was shared by one other
eminent developmental psychologist of this century, Erik Erikson. Ac-
cording to Erikson, old age is a time when the individual is tomn between
the opposites of ego-integrity and despair: wisdom depends on the suc-

cessful resolution of this conflict.

(Stevens, 1991: 225)

This sense of balance and counter-balance is evident in Le Guin’s novella Threshold
(1982),® where she offers us a more intimate and personal vision of human redemption.
Here the imagery and the symbols of opposition and integration are so closely entertwined
with the events of the story that the two come almost to seem one and the same thing.
For Threshold is an extremely artful interaction of the real world and the fantastic. Yet

each resonates more fully because of the existence of the other, constantly deepening the

® Published in America by Victor Gollancz as The Beginning Place.
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layers of meaning and symbolism.

In Threshold the everyday world - the world of clattering commerce, grime and imperson-
ality - is juxtaposed with the distant vision of the mysteriously seductive “twilight world’.
Le Guin’s young protagonist Hugh dwells in an excessively ugly world of cheap com-
modities, noise and repetitive meaningless tasks, where even his own persona is uncertain.
“They called him Rodge, except Donna, who called him Buck’ (7). Nobody truly talks to
him or listens to him. Even his mother - herself disturbed and rootless - has no contact

with his sense of isolation.

This alienation is, in just the first few pages, successfully conveyed. Hugh has a feeling of
heaviness, a sense that he is some large elephantine animal, mindlessly shovelling food into
its own trunk. ‘He was always hungry. He was never exactly hungry, but always wanting
something to eat’ (10). Both in the metaphorical and the physical, senses, his daily world

dulls all appetite. It is unredeemed by anything bright, desirable or lovely.

When his desperation is almost beyond bearing, Hugh finds his ‘vision’, the ‘twilight
place’. He is a product of cities but he experiences a profound sense of recognition that is
both ‘strange and familiar’ (11), ‘wﬁat his mind had no words for his body understood
entirely and with ease’ (12). This place is the still centre in the whirling currents of
Hugh’s life. Its meaning is immediately apparent: it symbolises a healing, and symbolises
too a generalised human need for something instinctual and natural. It is that for which
we hunger, perhaps no longer knowing what it is that we want; what we miss without

consciously realizing the lack.
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The place that Hugh finds is, quite literally, a threshold, for it bridges, symbolically, the
borders between the unconscious mind and the world of conscious thought. In fantasy
literature of all types, this boundary takes various forms. It may be a doorway, a cave, a

mountain range or a river. In C. S. Lewis’s renowned 1950s Narnia series, it takes the

form of a wardrobe. In Lewis Carroll’s Alice’s Adventures in Wonderland (1865) it is a

rabbit hole down which Alice falls to encounter the Cheshire Cat and the Mad Hatter.

Later, in Through the Looking Glass (1871), the transforming device becomes a mirror.

The crossing of the boundary is the important symbolic step. For Hugh it will signal a
movement forward into a realm of infinite possibility, for, as Campbell puts it, °...the
passage of the magical threshold is a transit into a sphere of rebirth’ (1975:79). Fittingly,
Hugh finds it at twilight, because this undefined and enigmatic time symbolizes also the
twilight areas of the human soul, those buried, mysterious regions which we lose all too
easily and which are so difficult to locate. Paradoxically, too, we must first register a
sense of loss before we can find our hidden places. Hugh will need to travel through this

dimly-lit psychic zone in order to emerge whole on the other side.

When Le Guin introduces the girl, Irena, the reader is as shocked at this intrusion of the
real world as is Hugh. The reader has felt, together with Hugh, that this place is for him
alone. But immediately it is clear tﬁat the girl, too, is troubled and that this place is for
her, also, a place of healing and safety. Her frustration and her need are immediately
apparent, and her sense of the ugliness of intrusion is as strong as Hugh’s. Interestingly,
she sees Hugh much as he sees himself: lumpy, large, graceless. To her he is ‘garbage’, a

‘dog turd’ (35).

Le Guin takes these two young people on a psychic journey towards growth, the accep-
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tance of reality and redemption. At first the journey is merely physical, towards the idyllic
little mountain town called Tembreabrezi. But soon the writer introduces an entire set of

oppositions that dramatises the emotional evolution of both protagonists.

The writer suggests that the steady flow of life in this miraculous place is threatened.
Somehow Hugh’s arrival coincides with and intensifies the threat. For Hugh, when he
appears, is a harbinger of change and Irena knows uncertainty, even fear, for the first time
in the “ain country’, her heart’s home. Mysteriously, this once safe and peaceful place has
become isolated - a symbol perhaps of the way that both Hugh and Irene are isolated in
the ‘real’ world. No departure from it is possible, no arrival to it. In Mountain Town, the
welcoming place to which Hugh and Irena have found their way, the people are stricken
by fear and cannot venture even to the periphery of the town. Their sheep cannot graze
on the outskirts of the town. Traders no longer approach. As Irena becomes aware of the
isolation and the fear, her own world intrudes in the form of thoughts of her mother. The
reader understands that this could never have happened before the fear, that previously the
streams of the two worlds would never have been allowed to meet. This signals the first
tentative step towards self-realisation. And now Le Guin begins suddenly to use Irena’s

everyday name, Irene, as the ordinary world begins to meet the Evening Place.

Hugh and Irene are now appointed by the townsfolk to seek out and subdue whatever it is
that generates the fear. They set off on an archetypal quest - one where the outcome is
unsure and where they are not even certain about what it is that they have to do. At one
level of meaning, they must find the source of this nameless terror, whose nature and
whereabouts are a mystery to them. In truth, they are in search of themselves, but this rite

of initiation is cloaked in mystery to them. They know only that they seek whatever it is
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that terrifies the townsfolk and that - judging by the sword that has been given to Hugh -

whatever it is that they seek is dangerous and very real.

The whole book, e_ach event, has been directed towards this final, truer meeting in front of
the Dragon’s cave. But like all steps to maturity, the way is harsh, obscured by uncom-
prehension, non-realization, symbolic blindness. For both Hugh and Irene yearn, simulta-
nously, for what is attainable and yet unattainable. The unattainable is the unreality, the
static, unchanging peace of the twilight world where all desire is extinguished, where all
difficulties are made simple. The attainable is what they want from the real world, their
own world. For each of them it is the recognition of himself or herself as an entity, a
unity, a whole person. Although they are not yet capable of awareness, their distorted

lives can be redeemed only by recognition of what it is that they truly want.

This recognition, however, is not easily achieved. The steep and winding path up which
they must labour symbolises the difficulty of reaching self-awareness. Jung has pointed
out that the image of the mountain is an archetypal and constantly recurring mythic image,
with the final destination being the realisation of self. ‘The mountain stands for the goal of
the pilgrimage and ascent, hence it often has the psychological meaning of the self (Jung,
1991b:87). This rite of passage, aréhetypal as it is, is beset by difficulties. The Dragon,
here, symbolises in part the unknown, and it also symbolises that which we fear within
ourselves, yet perhaps never acknowledge. It is, in a sense, akin to Ged’s shadowy
‘other’. The winding path that leads to the Dragon seems to suggest those circuitous and
labyrinthine routes we take through life, often evading, seldom going straight forward,
twisting and turning to avoid the demands of the subconscious mind. And interesting too

is the suggestion that the Dragon lives in a lair, a hidden and sinister place that symbolises
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the mysterious areas of the human heart and mind - which Campbell has graphically
labelled the ‘causal zones of the psyche’ (1975:23). For Joseph L. Henderson the battle

with the mythic dragon

shows clearly the archetypal theme of the ego’s triumph over regressive
trends. For most people the dark or negative side of the personality re-
mains unconscious. The hero, on the contrary, must realize that the
shadow exists and that he can draw strength from it. He must come to
terms with its destructive powers if he is to become sufficiently terrible to
overcome the dragon. Le., before the ego can triumph, it must master and
assimilate the shadow.

(in Jung, 1978:112)

Thus, once set on the path, neither Hugh nor Irene can evade the Dragon, no matter how
they try. They are drawn inexorably onwards, despite their attempts to abandon the quest.
And when they finally confront the cave Hugh realises that ‘he had been coming here all
his life and had never left it in the beginning’ (150). Finally, for both of them, the crisis
has arrived: they feel compelled to push the meeting with this monstrous thing to its
conclusion. For each, now, there is no alternative. It is, symbolically, a moment of self-
confrontation. When they finally face the horror, the ghastly thing is never very clearly
defined. Le Guin tells us that it is white and wrinkled and that it drags its bulk ‘painfully
and with terrible quickness, round mouth open in the hissing howl of hunger and insatiable

pain, and blind’ (142).

This frightening image metaphorises the pain, the blindness and the helplessness in the
lives of Hugh and Irene. The slaying of the dragon is an unavoidable necessity for each of
these young people. Hugh, in this moment of symbolic confrontation, faces for the first

time, ‘the face that was no face’, the ‘huge voice, the gobbling howl’ - all metaphors for
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the nightmare of his own existence.

Campbell points out that

The motif of the difficult task as a prerequisite to the bridal bed has spun
the hero-deeds of all time and all the world. In the stories of this pattern
the parent is in the réle of Holdfast: the hero’s artful solution of the task

amounts to a slaying of the dragon.
(1975:290)

Anthony Stevens (1991), in his explication of Jung’s concept of the adolescent archetypal
pattern, refers to the possibility of being ‘psychically devoured by the parental complexes’
and of being ‘incapable of breaking free’. He also draws attention to the universality of
‘the ubiquitous mythical motif of the devouring monster that has to be slain if the hero is

to win a damsel and inherit a kingdom’ (119). Similarly, Bruno Bettelheim, in The Uses

of Enchantment: The Meaning and Importance of Fairy Tales, indicates that this pattern is
constantly present in fairy tale as well. Here, °...the unlikely hero proves himself through
slaying dragons, solving riddles, and living by his wits and goodness until eventually he
frees the beautiful princess, marries her, and lives happily ever after’ (Bettelheim,
1991:111). And, indeed, Hugh and Irene must free themselves from the stifling circum-
stances of their private and everyday lives in order to inherit their own personal kingdom

of the adult psyche.

Le Guin’s balancing of the ‘real’ and the ‘unreal’ is masterful, as is her handling of her
images of balance and counterbalance. Within the larger patterns of the story, smaller
contrapuntal patterns and oppositions are discernible that constantly throw the main motifs

into relief. Hugh and Irene are balanced opposite each other in mutual antagonism, for
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instance - Hugh fair, Irene dark. In Mountain Town, Hugh becomes smitten by the
unattainable blonde dau'ghtér of the Lord, while Irene feels an intense attraction for the
equally unreachable and saturnine Master Sark. Hugh and Irene’s growing realization of
each other is very Imovi.ng, however, as they set out together to save Mountain Town.
Irene slowly grows aware of Hugh’s beauty, his gentleness and integrity. Hugh gradually
learns to appreciate Irene’s courage, her intelligence and her womanliness. But signifi-
cantly, their sexual union takes place only after the slaying of the dragon in which, tell-

ngly, they both participate.

Equally tellingly, they both suddenly need to return home, to the ‘real’ world. Initially,
Irene mourns the fact that she will never be able to return to the idyllic twilight world, the

womblike protection of what Frye calls the ‘pre-genital period of youth (1976:53):

...Ican’t go back. I have to go on. It was my home, the light in the win-
dow, the fire on the hearth. I was a child there, I was the daughter, but
it’s gone.. there is no home behind me.

(155)

But, as they journey back into the real world, they begin to ‘see’ each other for the first
time, to find beauty and comfort and strength. Both begin to crave the mutability of the
real world, the sunlight, the shifting things that had defeated them in the past. They finally
know where home is. Hugh says ‘Home’s that country...not this one’ (171). In this final
realisation of precisely where home lies, Hugh and Irene fulfill the archetypal movemenf
toward adulthood. This movement of return is the final challenge of the quest pattern.

The hero who fails this ultimate test has evaded responsibility.
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When the hero-quest has been accomplished, through the penetration to
the source, or through the grace of some male or female, human or animal,
personification, the adventurer must still return with his life-transmuting
trophy. The full round, the norm of the monomyth, requires that the hero
shall now begin the labour of bringing the runes of wisdom, the Golden
Fleece, or his sleeping princess, back into the kingdom of humanity ...

(Campbell, 1975:170)

Jung’s belief was that the psyche inherently contains self-healing and recreative faculties,
and that the human organism, just as it instinctively seeks physical health, will also strive
towards psychic well-being, wholeness or ‘individuation’. He felt, in fact, that this inte-

grative function was the primary aim and purpose of life.

The Self, therefore, possesses a teleological function, in that it has the in-
nate characteristic of seeking its own fulfillment in life....

The goal of the Self is wholeness. Jung called this lifelong process the
quest for individuation, and individuation is the raison d'etre of the Self:
its inherent purpose is the attainment of the fullest possible Self-
realization in the psyche and in the world [Italics in text].

(Stevens, 1991:41)

Le Guin has, in Threshold, used richly symbolic and archetypal means to dramatise this
movement towards completion. Clearly, she tells us, the balance for which we strive is
attained at high cost and not without struggle, and it is through the reconciling of often
apparently antagonistic elements that maturity or self-realisation or self-redemption is
attained. Her two young protagonists become, in a sense, Everyman and Everywoman,
achieving a kind of generalised mythic significance along with the very particular signifi-
cances of their own story. Le Guin’s skill and artistic integrity is such that she can give

such age-old symbols a new dimensionality. Hugh and Irene are genuine inhabitants of the
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twentieth century world, a world of consumerism, suburbia, commodities, transient
relationships. Yet Le Guin transports them into a world of mythic symbols and images
that are purely of the imagination - and does so without destroying the probity of her

protaganists, their ‘rounded” human qualities.

In Le Guin’s work, in fact, the mythic patterns are used with such apparant naturalness
that it becomes impossible to say whether they have been used with deliberate artfulness
or whether they are the instinctual manifestations of those psychological patterns that Jung
identified as archetypes. Whatever the process by which she has reached her ends, all is
achieved with great economy of event and language. Because she does not strain for

effect, the simplicity and clarity of her writing belie the depth of meaning.

Writers of fantasy often use a highly ornamented and baroque style in order to heighten
the sense of the fantastic and the exotic. Le Guin, perhaps because her fantasy worlds are,
to some extent, sparer, more timeless than those of many other writers, manages to
transport the reader with relative ease and without recourse to such linguistic devices. A
short extract from Threshold will serve to demonstrate the unforced economy and gentle

rthythms of her style:

The road swung in a long rising curve, on and on. The slopes to the right
below it steepened and began to drop away so sharply that the trees below
the road no longer blocked his view. He could for the first time in this
land see for a long way. He saw he was on the side of a mountain. To his
right and ahead, beyond a falling sweep of treetops, the rim of a further
mountain stood dark against the clarity of the sky. He walked on between
the vast, obscure valleys and the vast gulfs of the sky. He looked along
the road as it turned again, and saw nestled against the mountain shoulder
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the roofs and chimneys of a town, the gleam of a lighted window in the
cold dusk. There was home, and he walked towards it, and came down
the street between the lamp-lit windows, hearing a child’s voice calling
words he did not understand.

(69)

Le Guin is, in fact, never plainer than when her world is most fantastic. Here the smooth,
unhurried lines of her sentences reflect the rhythm of Hugh’s journey as he trudges stead-
ily onwards. The language used is sober, matter-of-fact, so that the fantastic aspects of
the little town that Hugh finally enters are accepted without surprise or fuss. And the
slight incantatory aspects of her prose (the repetition of ‘vast’ in ‘the vast obscure valleys
and the vast gulfs of the sky’) never quite dissolve into irritating mannerism. This rhyth-
mic quality is felt, too, in the last sentence with the ‘ands’ adding a cumulative effect, so
that there is an inevitability, a sense of homecoming about Hugh’s arrival in Tembreabrezi.
The style is one that never calls attention to itself, but which says what it has to say with

understated directness and simplicity.

Le Guin’s concerns are those that are traditionally seen as occupying a central réle in
fantasy; that is to say, she is concerned with the development or growth of personality,
usually within an ethical framework. Detractors of sf, on the other hand, often find that
this ‘inner’ world is not the province of sf, and point to the resulting lack of depth of
character and motivation as defects of the genre. While this is undoubtedly true of a great
deal of sf (as it is indeed true of much that is produced in the field of fantasy - and in most
spheres of popular fiction, for that matter), it is certainly not true of all. There are numer-

ous examples that belie this accusation.
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An interesting case in point is the writing of Alfred Bester, who exhibits many anomalies
within the sf field. Bester ié associated with an earlier, somewhat more simplistic period in
the history of the genre. His two best-known novels date back to the 1950s: The Demol-
ished Man was published in 1953 and Tiger! Tiger! came out in 1956.° Peter Nicholls
rates these two works - justifiably in my opinion - ‘among the few genuine classics of

genre sf” (1979:113).

During this period and the earlier so-called Golden Age of science fiction (1938 - 1946),
the audience at which sf was traditionally aimed was a young male readership. The popu-

lar appetite for sf and fantasy was initially fed and moulded by the so-called pulp maga-
zines."” These spécialised in stories which were, for the most part, rapidly written and
stylistically unpolished, and which were packed with either adventure or technological
gimmickry. As a result, the genre shied away from complex characterisation and linguistic
subtleties. Working within this tradition, Bester produced more rigorous writing that
demonstrates qualities that look forward to a later, more demanding, period. His writing
displays a greater technical and emotional freedom than does that of most sf writers of the
period, perhaps because the years he spent living in Europe exposed him to wider literary

influences.

Stylistically, although his writing is deeply rooted in the sf genre tradition, Bester’s prose
is in direct contrast to the seamless prose of Le Guin. Roughhewn, energetic, virile, filled

with intensity and panache, the coolly reportorial style associated with the genre is no-

° Tiger. Tiger! was published in America as The Stars My Destination.

' Pulp magazines, of which The Argosy was amongst the first, began to appear towards the end of the
1800s. They were printed on coarse and highly absorbent wood-pulp paper, the page edges were rag-
ged and the covers were crudely coloured with coal-tar based inks. These forerunners of today’s pa-
perback industry made reading material available to a wider readership than ever before.
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where present in these two novels. Bester’s style is almost manically exuberant, with great
flair and ‘edge’. It also has a visual quality that is absent from much sf. Undoubtedly, the
years he spent writing dialogue and plotting action for the comic book industry is respon-

sible for the sharply, often luridly, imagined pictures that he draws.

The pawnshop was in darkness. A single lamp burmed on the counter,
sending out its sphere of soft light. As the three men spoke, they leaned in
and out of the illumination, their faces and gesticulating hands suddenly
appearing and disappearing in staccato eclipses.

(The Demolished Man, 1953:102)

And here is the Chapter One opening of Tiger! Tiger!

He was one hundred and seventy days dying and not yet dead. He fought
for survival with the passion of a beast in a trap. He was delirious and
rotting, but occasionally his primitive mind emerged from the burning
nightmare of survival into something resembling sanity. Then he lifted his
mute face to Etemnity and muttered: “What’s a matter, me? Help, vou
Heels. Help. is all.”

Blasphemy came easily to him; it was half his speech, all his life. He had
been raised in the gutter school of the twenty-fourth century and spoke
nothing but the gutter tongue. Of all the brutes in the world he was least
valuable alive and most likely to live. So he struggled to survive and
prayed in blasphemy: but occasionally his ravelling mind leaped backward

vears to his childhood and remembered a nursery jingle:

Gully Fovle is my name

_ And Terra is my nation
Deep space is my dwelling place
And death’s my destination.

(Tiger. Tiger!, 1991:17)
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The restless energy of the writing points ahead to the 1980s and 1990s, during which the
sub-genre cyberpunk sCieﬁce fiction surfaced."" But in its treatment of the themes of
human betrayal, individual growth and redemption, Bester’s writing anticipates the con-
cern with “inner space’ that is more usually associated with fantasy or with the New Wave
of the 1960s and 1970s. For, in both novels, Bester succeeds in employing potent and
terrifying symbols of the inner ‘shadow’ that defaces personality and that must be confron-

ted and overcome in order for the protagonist to become an integrated personality.

In his earlier novel, The Demolished Man, Bester tells the story of an obsessed and pow-
erful magnate, Ben Reich, who is driven by internal pressures to commit murder, an
obsolete cn'rﬁe in the twenty-fourth century of the book’s setting. Thereafter, he is
pursued relentlessly by policeman Lincoln Powell, a telepath or ‘peeper’, who dedicates
himself with single-minded purpose to proving Reich’s guilt and bringing him to Demoli-
tion, a process by which the psyche is erased and then painfully rebuilt so that the subject

can begin to lead an ethically sound life.

Unusual in sf during the period in which Bester was writing, is the relationship that he
draws between Powell and Reich. The novel is essentially a detective story. But though
Powell is obsessed with ‘nailing’ Reich and with leading him to final Demolition, the
relationship goes beyond simple enmity, for Powell is aware of Reich’s strength, his

charm, his vast energies, and of his enormous sense of purpose and vision - all now sub-

"' A relatively new manifestation within the sf field, cyberpunk is a sub-genre that places emphasis
on the existence of ‘cyberspace’ as a reality which humans can enter through ‘interfacing’ with ad-
vanced technology. However, it is the style of cyberpunk writing which is equally striking. It is fast-
paced, visceral and brilliant, with an attractive surface glitter that overlies the urban seediness and
lack of emotion or morality at its core. The definitive cyberpunk novel is, perhaps, William Gibson’s
Neuromancer (1986).
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verted by his hatred of the rival whom he is driven to murder. Powell says:

These men appear every so often.. links between the past and the future.
If they are permitted to mature.. .If the link i1s permitted to weld...The
world finds itself chained to a dreadful tomorrow [Ellipses in text].

The Demolished Man:169)

Powell, seeing Reich’s potential, pities him and struggles to ready him for Demolition, the
‘slow, backward death’. Finally, Reich is forced by Powell to confront the terrible figure
that has been distorting his dreams, the Man With No Face, ‘the tall, ominous, familiar

figure...looking, looming, silent, horrible’.

This haunting and terrifying figure is a symbol of Reich’s suppressed knowledge of his
own motive for revenge on his elderly rival, D’Courtney. In truth, what he cannot face,
what the Man With No Face symbolises, is the shadow of his own patricidal desires and
his suppressed horror at precisely this desire. Powell, with the telepathic aid of his entire
Guild, initiates a genuinely appalling sequence of illusions in Reich’s mind that deprives
him slowly of his sense of reality, of his entire basis for rationality. This forces Reich to
confront the Man With No Face, that is to say, the hidden aspects of his own psyche. He
learns, finally, that the nightmare figure which he evades with such manic energy is par-
tially the figure of the father that he hates and fears, and partially himself. It is only when
he has been brought to this point that he is ripe for Demolition - the erasure of his person-

ality and its subsequent slow and painful reconstruction.

It is a tribute to Bester’s ability to create a certain complexity of character that he pro-

duces, at the end of the book, one of the few truly moving moments in genre sf. In the
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closing scene of The Demolished Man, the psychically-shattered remnant that is Ben Reich

appears, in a state of partial Demolition.

A naked thing appeared on the stone wall, gibbering, screaming, twitch-
ing. It topbled over the edge and crashed down through the flower beds
until it landed on the lawn, crying and jerking as though a steady stream
of voltage was pouring through its nervous system. It was Ben Reich, al-
most unrecognizable, partway through Demolition.

(173 - 174)

The two men come face to face, the ‘peeper’ detective who has brought Reich to this

point, and his shattered victim - and a moment of genuine emotional transcendence occurs.

* Out of the chaos in Reich came an explosive fragment:
‘Powell-peeper-Powell-friend-Powell-friend...
(175)
Although Nicholls comments on the ‘cynical’ quality and the ‘ironic scepticism’ in
Bester’s work (in The Encyclopedia of Science Fiction, 1993:113), what is more striking
is the fervent desire for a sense of brotherhood amongst men and women, and the evident
yearning for humanity to transcend its spiritual deformities and reach a state of compas-

sionate maturity. The Demolished Man ends with Powell’s exultant and passionate

telepathic prayer:

‘Listen’ he cried in exaltation. ‘Listen, normals! You must learn what it
is. You must learn how it is. You must tear the barriers down. You
must tear the veils away. We see the truth you cannot see... That there is

nothing in man but love and faith, courage and kindness, generosity and
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sacrifice. All else is only the barrier of your blindness. One day we'll
all be mind to mind and heart to heart...” [Ellipses in text].
(175)

As in The Demolished 'Man, Tiger! Tiger! (1991) is organised around key motifs that
dominate the novél and take on symbolic complexity. These two images are already
present within the first lines that introduce the protagonist Gully Foyle to the reader.
These are the ‘beast’ motif and the ‘burning’ motif. (See the quotation from Tiger!

Tiger!, p. 81 of this study.)

In its essentials, the story is simple, what Nicholls (1979:69) calls ‘the sf equivalent of the
Jacobean révenge drama’. The story is set in the twenty-fourth century, when the human
race has learned a new discipline, ‘jaunting’. By a concentration of mental powers well
within the reach of the average citizen, people are able to move instantaneously from one
point on the planet’s surface to another, an ability that has transformed society radically.
No one has, however, yet learned to ‘space-jaunte’. As the story begins, Bester’s pro-
taganist, Gully Foyle, has been left for dead, drifting helplessly in the ruins of the wrecked
spaceship, Nomad. When another ship, the Vorga, appears and then deliberately passes
him by, abandoning him to a hjdeops fate, his dull acceptance is transformed into an all-
consuming passion for revenge. Hatred takes control of him. In his gutter argot, he

dedicates himself to vengeance.

“You leave me rot like a dog. You leave me die...I find you, Vorga. 1 pay
you back, me. I rot you. Ikill you, Vorga. 1kill vou deadly.”
(25)

12 Bester uses italics to indicate telepathic speech or thought.
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Foyle and Nomad are captured by the Scientific People, a pathetic, centuries-old remnant
of civilization that inhabits-an asteroid that is an accumulation of derelict ships and arte-
facts. The Scientific People’s culture is a debased version of scraps of scientific knowl-
edge, the rag-ends of barely-remembered formulz and procedures. They induct him into
their tribe, force him into a ‘marriage’ with one of their women, and mark his face hide-
ously as a sign of initiation. Across his forehead is emblazoned the word ‘Nomad’, while
the rest of his face is tattooed with a horrifyingly bestial mask of swirls and whorls.
Escaping, Gully Foyle sets off on a rampage of rape, betrayal, theft and murder in pursuit
of his ultimate aim, to revenge himself on the Vorga. In his heart is no room for compas-
sion, no shred of conscience. There is place only for his single-minded passion, which he
cannot control. Gully Foyle becomes a ‘tiger’, a predatory beast that preys alike on the
helpless, the innocent and the not-so innocent. He stalks the decaying jungle of the

twenty-fourth century.

In giving his protagonist, quite literally, the face of a beast, Bester has given potent - if not
subtle - expression to an archetypal image of great power. Aniela Jaffé, discussing the

important and ubiquitous nature of animal symbolism in the visual arts, says

The animal motif is usually symbolic of man’s primitive and instinctual
nature. Even civilized men must realize the violence of their instinctual
drives and their powerlessness in the face of the autonomous emotions
erupting from the unconscious.

(in Jung, 1978:264)

Of all the great feline predators, the tiger is most closely associated with ferocity, fearless-
ness and demonic energy. In Indian mythology, for instance, the god Siva, when in his

destructive aspect, wears a tiger skin. And William Blake’s 1794 poem ‘The Tyger’
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(1973) has furnished the literate 20" century Western mind not only with a metaphoric
image of the dreadful p(')we-rs of the creative force, but a compelling picture of the terrible
beauty and energy of the creature also. Bester thus leaves his readers in no doubt that the
beast lurking within Gully Foyle’s soul is one that smoulders with rage and desire for
vengeance. In thus stigmatising Gully Foyle with the hideous tattoo, the metaphorical
beast hidden within his psyche has been given a graphic external aspect.”® Bester not only

symbolically, but literally also, sets his protagonist visibly apart from the rest of mankind.

Here, as in Le Guin’s Threshold, the writer takes his central character on a journey that
will lead to personal integration and wholeness. Gully Foyle is slowly redeemed as he
moves towards a realisation of his own criminality and culpability. Initially, he is forced to
learn to harness his raging emotions. His tattoos are surgically removed, but the process
leaves scars beneath the surface of his skin, and these flare into livid colour at the slightest
loss of emotional control, marking him with the sign of the beast. So, while he is superfi-
cially ‘normal’, the scars still remain as an ever-present stigma that forces him to learn to
master his rage and hatred. In controlling first his rage, and then the violence of his other
emotions, Gully Foyle has begun the process of growth toward maturity. Jaffé points out
that the animal within man ‘is never so wild and dangerous as when it is wounded’ and
that ‘civilized man must heal the arﬁmal in himself” (1978:266). Such psychic processes
were, during the 1§SOS and 1960s, rarely delineated in sf. While here the archetypal inner
journey is drawn in bold and slashing strokes - what Brian Aldiss (1986:235) has called
‘Wide Screen Baroque’ - it is nevertheless an essential part of the ‘vengeful history of

Gulliver Foyle” (Tiger, Tiger!:13).

"’ The idea of the ‘beast within’ is not always entirely negative. Chapter Five will explore the sym-
bolism of the beast in greater detail.
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The second dominant motif of the novel is the image of the ‘burning man’, which begins to
appear midway through the novel at climactic moments, whenever Foyle commits one of

his crimes.

A flaming figure loomed on the beach, a huge man with burning clothes
and a hideously tattooed face. It was himself.
(165)

The burning man is a fearsome, demonic apparition that has genuine power to arouse
wonder and fear in the reader. This ominous image is, in fact, the ‘space-jaunting’ figure
of Gully Foyle, trapped in the burning ruins of St Patrick’s Cathedral, New York, as he
flickers in and out of the space-time continuum. The agony of his burning flesh forces him
to make the jump that has been denied to mankind until this point: his desperate attempts
to escape his agony of mind and body force him out into space and time. He space-

jauntes, carrying his burning flesh and clothing with him into other places and other times.

Bester, who is never subtle (as is Le Guin, for example, in her treatment of symbol and
image), allows one of his characters to make the connection for the reader. At the second
appearance of the burning man she says ‘It was Gully Foyle, burning in hell’ (166). For
Western readers, familiar as they are with the Judeo-Christian ethos, the imagery is pow-
erfully resonant and calls up automatic symbolic associations. In both Christian and Judaic
iconography, it is the eternal fires of hell that await the sinful. Gully Foyle’s physical
agony symbolises therefore, not only his mental torment, but suggests also his damning

moral degradation. Intensifying the potency of this image is the fact that fire is also
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associated with rites of cleansing and of purification.* Finally, Foyle’s conscience and his
disgust at both himself ‘andlat humanity is so intense that he struggles to purge himself, to
pay a penalty for his crimes and to redeem himself: ‘I want to be purged,” he said in a
suffocated voice.. ‘I want to pay for what I’ve done, and settle the account. I want to
get rid of this damnable cross I’'m carrying...” (272). He has found revulsion for himself

and compassion for others and so has moved closer to personal redemption.

Bester has thus created, through the archetypal symbolism of hell and purification, another
potent metaphor. The fire becomes an initiatory ordeal, a cleansing medium for the soul
of Gully Foyle. The image of the burning man expresses both his physical and his moral
agony. He knows finally that he is a monster, a beast of prey, a ‘tiger’, and he knows, too,
that the rest of mankind is much the same. He also knows that if he can learn to master
the beast within, so can the rest of humanity. In a climactic scene, he reverts to his pun-

gent gutter tongue, speaking to the common man:

“You pigs, you. You rot like pigs, is all. You got the most in you and you
use the least. You hear me, you? Got a million in you and spend pennies.
Got a genius in you and think crazies. Got a heart in you and feel emp-
ties. All of you. Everyyou...’

(279)

The final scene of Tiger! Tiger! is suggestive. Foyle, seeking peace, hurls himself through
space and jauntes once more aboard the wreck of the Nomad, where it has been welded

into the asteroid of the Scientific People. Here, his ‘wife’ Moira finds him.

" For instance, in Mozart’s opera The Magic Flute (1791), which is based to some extent on Masonic
rites, his hero and heroine, Tamino and Pamina, must undergo an ordeal by fire before they can enter
the precinct of the Temple and be united in marriage.
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He awoke from reverie to trance and drifted out of the locker, passing
Moira with blind eyes, brushing past the awed girl who stepped aside and
sank to her knees. He wandered through the empty passages and returned
to the womb of the locker. He curled up again and was lost.

(281)

The priest Joseph, leader of the Scientific People, recognises that Gully Foyle has found
his punishment. ‘He has found it already in himself,” he says (282). And the suggestion is
that when Foyle awakes there will be some other sort of ‘awakening’, as well. For the

priest and Moira remind us suddenly of Joseph and Mary, and of the story of Christ.

The girl, Moira, ran up the twisted corridors and returned a few moments
later with a silver basin of warm water and a silver tray of food. She
bathed Foyle gently and then set the tray before him as an offering. Then
she settled alongside Joseph...alongside the world...prepared to await the
awakening.

(282)

Gully Foyle has, in the mode of the archetypal hero, not only returned to the point of his
beginning, - aboard Nomad, from where he was launched on the long voyage of self
discovery - but he has also made the redeeming sacrifice. Bester here suggests (albeit
somewhat perfunctorily - and this is perhaps the least succesful aspect of the book), that
Gully Foyle will be reborn from the womb of Nomad and that he has found atonement not

only for his own sins but also, in some degree, for suffering humanity.

In the context of genre sf, Bester’s use of language is prophetic, particularly in the final
sections of Tiger! Tiger! His writing has a vigorous intensity that carries it above mere
journalism. He himself refers to his ‘razzle-dazzle style’ (1976:218). As pointed out

earlier, he was writing at a time when sf was relatively undeveloped from a stylistic point
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of view, and when there was little interest in the processes of writing as such. But in the
section where Gully Foyle ilurls himself repeatedly through space and time, Bester strug-
gles to find a way to express his protagonist’s ‘other-worldly’ experiences. Here, his
writing becomes aI_most.prophetic. In the effort to find expression for a range of sensa-
 tions that are literally undescribable, Bester resorts to arranging words in geometric
~ patterns, or in vertical streamers and other designs, and his prose here becomes tinged
with something approaching the poetic. Brian McHale (1987:180), in his discussion of
postmodern fiction, discusses how, in texts of the 1970s and 1980s, certain writers at-
tempt to suggest ontological experience by manipulating physical elements of the printed
text, exploiting typography and page layout in order to force upon the reader what he calls
‘antagonistic realities’. Bester, writing two decades before the postmodern period,

appears to be doing much the same thing.
The lemon taste in his mouth became unbearable. The rake of talons on
his skin was torture.
He jaunted.

He reappeared in the furnace beneath Old St Pat’s less than a second after
he had disappeared from there. He was drawn, as the sea-bird is drawn
again and again to the flames from which it is struggling to escape. He

endured the roaring furnace for only another moment.
He jaunted.

He was in the depths of Gouffre Martel.

The velvet black darkness was bliss, paradise, euphoria.

“Ah!” he cried in relief.
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‘AH!" came the echo of his voice, and the sound was translated into a
blinding pattern of light.

AHAHAHAHAHAHAHAHAH
HAHAHAHAHAHAHAHAHA

AHAHAHAHAHAHAHAHAH
HAHAHAHAHAHAHAHAHA

The burning man winced. ‘Stop!” he called, blinded by the noise. Again
came the dazzling pattern of the echo:

StOpStOpStOp
OpStOpStOpStOp
StOpStOpStOpStOp
OpStOpStOpStOpStOp
OpStOpStOpStOpSt
SpStOpStOpStOp
OpStOpStOpSt
(Tiger, Tiger!, 1991:260 - 261)

This may seem, at first glance, to be a rather artificial attempt at effect-making. But
indeed, in the context of McHale’s comments, Bester’s experiments would seem to be
precocious. Bester has found, within the limits of the genre’s range, an effective way to
suggest the confused and paranormal range of Gully Foyle’s sensory experiences as he
beats through time and space. As with much sf] it is the cumulative effect, the growing
sense of wonder that gives Bester’s writing a transcendental quality. In his willingness to
experiment (albeit narrowly) with language, as well as his concern with the development
of Gully Foyle and with Ben Reich as human beings, Bester’s work is extraordinarily
forward-looking and manages to transcend the often constricting confines of genre sf

Both The Demolished Man and Tiger! Tiger! achieve a burning intensity, a pulsating




University of Pretoria etd — Rubenstein, A 1998
93

vigour, a sense of forward movement that seems to be almost self-propelling. Here,
Bester’s work seems to me to express very graphically that ‘wandering of desire’ that Frye
was referring to when speaking of literature in its ‘primitive phase’. For Bester’s writing
indicates movement in a-new direction, hinting at a later fecundity that will renew and

enrich sf, taking it closer to the concerns of canonical or mainstream literature.

As the above discussion has shown, both sf and fantasy, in the hands of writers with talent,
imagination and a fundamental concern with the processes of psychic development, can
utilise symbolic structures that function to reveal character and motive, and which can
suggest the movement of the personality towards wholeness, integration and transcen-
dence. None of the works discussed above are mere simple fables. Each is a complex
creation that suggests that the journey towards redemption is a difficult one, involving
pain, suffering, loss and even humiliation. In each case there is a stripping, a breaking
down of the persona, in order that the new personality may begin to grow afresh towards

adulthood and personal redemption.

It would seem, then, - despite the reservations of critics such as Frye, Kroeber and others -
that both fantasy and sf are as capable as the realistic novel of detailing the progression
and growth of character, and that they have, in fact, developed to a point where such
concerns are well within the province of each genre. However, the discourse in which
each involves the reader is quite different to that of mainstream literature. The reader is
caught up in a background, a frame of reference, that is completely antithetical to the
quotidian experience (which, indeed, violates the usual experience of reality) and is

transported onto a plane where the imagination is tested by the alien and the exotic.
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The reader is thus uncompromisingly confronted by Suvin’s ‘cognitive novum’, by his
‘imaginative framework altérnative to the author’s empirical environment’ (1988:8). It is
a tribute to the skill of writers like Le Guin and Bester that, within this unfamiliar back-
ground, they are able tocreate images that are revelatory and that communicate deeply
with the reader. The reader is, therefore, responding not only to the wonder and excite-
ment of the alien, but also experiences a sense of recognition. For, despite the strange or
futuristic worlds evoked by these writers, the symbols created have enduring and timeless
qualities. These two very different kinds of writers have succeeded in creating works that
illuminate - in part through the powerful symbolisms that are central to their discourse -
the irony and fragility inherent in the human experience. But, reassuringly, each writer
testifies to a firm belief in the possibility of personal redemption. With writers such as
these, fantasy and sf can become deeply satisfying on both the intellectual and the emo-

tional level, a fact which points to the increasing maturity of both genres.
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THREE : THE SYMBOLISM OF MESSIANISM

The stories of Gilgamesh, the Fall, Oedipus and Medea are
never ‘over’ for us.
: ' Shirley Park Lowry
Since a great deal of fantasy and science fiction is concerned not so much with personal
fate, but with the relationship and destiny of mankind within the cosmos, it is unsurprising
that the messianic figure of the saviour and redeemer of mankind is one that is frequently
encountered within these two genres. This figure has a long history in the literature of
fantasy and sf, ranging from the most naive and crude of appearances - as in the figures of

comic-book heroes such as Superman and Batman - to the most sophisticated and

ambiguous, as in Gene Wolfe’s tetralogy The Book of the New Sun (1980 - 1983).

The concept of messianism seems to be one that is uniquely linked to the Judeo-Christian
world and which appears to separate into two somewhat differing manifestations.
Although the Old Testament saviour originates in the concept of a figure consecrated or
anointed in some way by God, he is essentially a charismatic forcé, divinely inspired to
lead an oppressed people. The messiah is, therefore, often very much the leader in a
physical sense. He is a figure of great vigour, one who wields the flaming sword. He
prophesies deliverance from bondage and promises a greater or more glowing future. This
figure is often linked to kingship and temporal power, and the yearning for such a leader is

intensified by hardship, persecution, suffering or slavery.

Within the Christian tradition, however, the iconography is somewhat different. Although

the notion rises out of the Judaic concept of being anointed or consecrated, the sense of
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divinity, of being the ‘son of God’, is stronger. Nationalistic and political implications
become more tenuous. Within this framework, the hero becomes a spiritual redeemer, a
saviour-figure who intercedes with God on behalf of humanity, who offers his own
suffering flesh in atonement for the evils of the world. Such a redeemer is concerned more
with the world of spirit than the world of flesh. Indeed, flesh is sacrificed for spiritual

growth. Salvation is not temporal but sacral.

In our age, where loss of confidence in humanity’s resources, in faith and in science is
endemic, it is perhaps to be expected that the messiah-figure should become a frequent
presence in much of the literature of science fiction and fantasy. Since the concept of
messianism is associated with a sense of dissatisfaction and frustration with the world in
its present state, messianic longings encompass, as a corollary, the strong desire for a
saviour who will have the ability to redeem the tragic or unsatisfactory conditions of
human life. Messianism is often associated with a sense of the eschatological, that is to
say, with the profound and overwhelming sense of the imminent death or destruction of
the old order. Here it is that the figure of the saviour, the man or woman with a divine
mission, with the ability to take upon himself or herself the suffering of common humanity
and to transform this experience into a regenerative process, becomes meaningful. The
messianic figure undergoes not only a personal transformation, but takes on the mantle of
common humanity, returning to it a gift that is the promise of fulfilment, of apotheosis. In
the process, a newer, brighter age than the present is promised, in which the group, or
even mankind in its entirety, is rejuvenated and transformed. Joseph Campbell (1975:22)
expresses the desire for the saviour figure as ‘a cry for the redeeming hero, the carrier of

the shining blade, whose blow, whose touch, whose existence, will liberate the land.’
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Writers of science fiction and fantasy have long been fascinated by the possibilities of the
myth of messianic action and transfiguration. Perhaps one of the most well-known of
contemporary examples is Frank Herbert’s Dune (1966), which was followed by several
sequels. Here, on the drought-stricken planet of Arrakis, where water is of the utmost
value, the messianic figure of Paul Atreides rises to lead his world into a new history and a
transformed future. The Old Testament connotations are strong. Since Biblical saviours
are often associated with the privations and asceticism imposed by the desert landscape, it
seems fitting that Arrakis is a uniformly harsh and arid world. Dune is a complex book,
mvestigating concepts such as planetary ecology, the nature and obligations of leadership
and the corrupting influence of power, to name a few only. It achieves a sweeping and
epic range and is an example of how sf can, in certain cases, transcend the limitations of a

featureless, lumpy or journalistic mode of expression to express ideas powerfully.

Robert Heinlein’s Stranger in a Strange Land (1977), portrays yet another saviour figure.
Valentine Michael Smith, a man from Mars who has paranormal powers, is brought to
Earth where he becomes a virtual superman, without losing his superior (and Martian)
sense of ethics. Heinlein draws some crude parallels with the New Testament life of
Christ. The protagonist founds a church based on universal brotherhood, the sharing of
water and sexual licence, and is nastily martyred by unbelievers. At the eleventh hour he
transports himself - by ‘discorporation’- onto the astral (perhaps heavenly) plane. Apart
from the Biblical analogues, the book is a confused hodge-podge of Heinlein’s always
suspect and decidedly irrational social theories, all disguising a disturbing and shallow
ideology of power and manipulation. In addition, the language is coyly stilted, consisting
almost entirely of interminable and painfully self-conscious conversations. Alarmingly, this

rather distasteful novel became something of a cult book in the 1960s and was, chillingly,
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the favourite reading of mass-murderer Charles Manson' who was, no doubt, influenced
by Michael Valentine Smith’s habit of eliminating disagreeable or inconvenient persons by

‘discorporating’ them.

Recent writers of sf and fantasy have continued to be fascinated by the concept of
messianism, and some have produced works that are infinitely superior in artistic terms to
both of the above examples. One of these writers is, perhaps, the most stimulating and
idiosyncratic writer now working in the sf and fantasy fields. Gene Wolfe, whose work
had already being recognised as especially interesting by the 1970s, has experimented with
various combinations of these two genres and has written what might sometimes be called
sf, sometimes fantasy and sometimes science fantasy - the last being the term with which

he himself seems to be most comfortable .’

His writing is marked by subtlety, intelligence and sophistication. He has a supple and
precise prose style that is extraordinarily evocative in its allusiveness and its illusiveness.

His style is often slightly mannered, but always individual and often quite beautiful.

However, despite its beauty, it is never sentimental. There is, in fact, often a tinge of
| perversity present. He has also distinguished himself by the depth of the themes that he
chooses to explore. Mythic in their scope, they include such archetypal concerns as the
nature of reality, perception and identity, the importance of memory, and the ambiguous
qualities of good and evil. In the flexibility of his prose and the scope of his concerns he is

sometimes associated with the ‘New Wave’ novelists of the 1960s. It is obvious,

' ! The influence on Manson of this book is well-documented, Aldiss (1986:290) even quoting from
Manson’s biographer a passage in which the effect of the book is mentioned.

* In an interview with Larry McCaffery (1990:235), Wolfe stated: ‘The only way I know to write is to
write the kind of thing I would like to read myself, and when I do that it usually winds up being clas-
sified as SF or science fantasy, which is what I call most of my work.”
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however, that his remarkable and literate style comes from a variety of sources within the

mainstream itself, and that these sources amplify and enrich his writing.

When The Shadow of the Torturer - the first volume of his tetralogy, The Book of the

New Sun - came out in 1980, it was greeted with much excitement. The other volumes

followed soon after, and by 1983 The Claw of the Conciliator, The Sword of the Lictor

and The Citadel of the Autarch had appeared and had been greeted by critics and fans

alike with admiration. The whole series was hailed by David Pringle (1990:43), for
example, as a ‘master-piece: dense, complex, possibly allegorical.” While it is undoubtedly
dense and complex and undeniably evocative and commanding, the certainty of its stature
as a masterpiece is open to debate. Aldiss (1986:424), more cautious in his assessment,
calls the work ‘flawed’ but ‘magnificent’. What is certain is that, in the sinuosity of its
style and its mysterious allusiveness, it is obviously superior to much that the twin fields of
fantasy and sf have produced. The cycle, which displays all the qualities of a ‘sword and
sorcery’ series becomes, on closer scrutiny, a richly evocative allegorical and metaphorical

voyage of discovery.’

Set in the unimaginably far future of the dying ‘Urth’, when the sun has cooled and
civilisation has decayed, the scope and range of the four novels constitute a brilliant and
bewildering succession of adventures and images. The story resists summary, and perhaps

the easiest way to approach its dense and complex structure is through the various

* ‘Sword and Sorcery’, sometimes known as ‘heroic fantasy’, forms an immensely popular, much-
exploited and, more often than not, mediocre grouping within the fantasy genre. It is characterised by
heroic physical action, is set most frequently in an exotic or medieval-styled society, has a strongly
dualistic nature in which the forces of good are pitted against the forces of evil, and is marked by the
use of magic or strange powers. J. R. R. Tolkien’s The Lord of the Rings (1954 - 1955), though not a
pure example of this type of writing, is perhaps the inspiration for, and the progenitor of, much that is
currently produced in the sword and sorcery format
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patterns and symbols that can be seen to emerge.

Dominating the tetralogy is a central image around which the story is organised. This is
the archetypal and mythic image of the journey, what Campbell has called the ‘road of

trials’.

...the hero moves in a dream landscape of curiously fluid, ambiguous
forms, where he must survive a succession of trials. This is a favourite
phase of the myth-adventure. It has produced a world literature of
miraculous tests and ordeals. The hero is covertly aided by the advice,
amulets, and secret agents of the supernatural helper.... Or it may be that
he...discovers for the first time that there is a benign power everywhere
supporting him. . ..
(Campbell, 1975:90)

Wolfe’s protagonist, the Torturer Severian, is banished from the great city of Nessus for
aiding a prisoner of his guild to evade torture. He has committed the ultimate impropriety
of falling in love with her and then giving her a knife with which she is able to take her
own life, thereby escaping her sentence. Subsequent to his banishment, he embarks on a
series of adventures that appear, initially, to be merely picaresque, but which eventually
take on richly symbolic and compelling aspects. He finds himself in possession of a holy
relic called the Claw of the Conciliator and vows to return it to the nun-like order of
Pelerines from which it has been stolen. The rest of the story is dominated by the image of
the Claw, with which Severian seems able to work miracles of healing and regeneration,
and also by his growing perception of the presence of the ‘Increate’. Finally, after
enduring numerous prodigious and puzzling adventures, among which are war, mutilation

and the loss of the woman he loves, he returns to Nessus and ascends the throne of the
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Autarch. Indeed, the entire story is told by Severian in the first person from his vantage
point as the newly- ascendant and powerful figure of Autarch. At the story’s conclusion,
Severian readies himself to undertake a journey to the stars, a journey that may serve to

redeem the senescent planet and mankind from the entropy into which both have sunk.

This is the plot in its barest outline, since no précis could give expression to the story’s
many wonders. For one, the tale is told in 2 manner so complex, with so many digressions
and ruminations, with so many side-steps away from the action of the plot, that the reader

is deflected again and again from the course of the story’s evolution.

Perhaps even more disturbing is the exotic vocabulary that Wolfe employs in this

tetralogy. The writing is fantastically detailed, clotted with obscure and obsolete words.
Over and over again, the reader is brought up short by a word, placed rather like an
unexpected obstacle on a path, that seems to impede the free flow of thought and event -

as in this excerpt from The Sword of the Lictor.

Terminus Est 1 believe to have been the best blade ever forged, but I knew
that she would accomplish nothing against the power that had routed so
many cavalrymen; I cast her to one side in the vague hope that she might
be found and eventually returned to Master Palaemon, and took the Claw
from its little bag at my throat.

It was my last, faint chance, and I saw at once that it had failed me.
However the creature sensed the world about it (and I guessed that it was
nearly blind on our Urth), it could make out the gem clearly, and it did not
fear it. Its slow advance became a rapid and purposeful flowing forward.
It reached the doorway - and there was a burst of smoke, a crash, and it
was gone. Light from below flashed through the hole it had burned in the
flimsy floor that began where the stone of the outcrop ended; at first it
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was the colorless light of the creature, then a rapid alternation of
chatoyant pastels - peacock blue, lilac, and rose. Then only the faint,
reddish light of leaping flames.

(The Sword of the Lictor:74) .

This moment is the cﬁimination of a longish episode that takes up five pages of
description, and which succeeds in building up a great deal of tension as the mysterious
and horrifying creature pursues Severian, charring with hideous ruthlessness all in its path.
And then suddenly, at the climactic moment, the reader is brought up short by the
obscurity of the word ‘chatoyant’, a word with which very few are likely to be familiar and
which comes like a dash of cold water to impede the forward-motion of the reader’s

thoughts.

The appearance of such obscurities is the rule rather than the exception. The four books
are liberally sprinkled with words such as ‘cataphract’, ‘ylem’ ‘epopt’, ‘armiger’,
‘gonfalon’ ‘anacreontic’, ‘nidorous’, ‘cacogen’ and ‘coryphaeus’ - to mention a few only.
Sometimes, passages are veritably choked with unfamiliar terminology, as in the following

few sentences:

The old castellan would have died of a stroke had I demanded it, and he
was so concerned for my safety that any incognito would have been
accompanied by at least a platoon of lurking halberdiers. I soon found
myself arrayed in lapis lazuli jazerant, cothurni, and a stephane, the whole
set off by an ebony baculus and a voluminous damassin cape.

(The Citadel of the Autarch:266)

While the use of such arcane words certainly serves to give a unique flavour to the

writing, and helps to create a world that is alien and removed from the reader’s own



University of Pretoria etd — Rubenstein, A 1998
103

experience, there is a certain 'annoyance value attached to the fact that the reader has to

stop so frequently to hunt for meanings.*

The language of The Book of the New Sun has been called ‘baroque’; it is highly-
ornamented, sinuous and labyrinthine, like the plot itself, sometimes lit by strange gleams
that throw objects and events into high relief. However, it often achieves a remarkable

precision and beauty, as in the opening of The Shadow of the Torturer.

It 1s possible that I already had some presentiment of my future. The
locked and rusted gate that stood before us, with wisps of river fog
threading its spikes like the mountain paths, remains in my mind now as
the symbol of my exile. That is why I have begun this account of it with
the aftermath of our swim, in which I, the torturer’s apprentice Severian,

had so nearly drowned.

If the story itself ‘resists” a context, it is perhaps from the myriad and intriguing array of
events and circumambulations that a series of recurrent patterns and images gradually
become visible and provide meaning. Indeed, the ‘wisps of fog’ in this first paragraph
immediately suggest the intricate and circumambulatory nature of the many journeys
which will follow; their intricate and tenuous meanings, and the difficulty of finding a
pathway through the proliferating complexities of Severian’s experiences. There is clearly
a sense in which reading the tetralogy is rather like following a series of trails. Clues, like

dropped hints, abound and later link up with other elements to give richness and amplitude

* It must be noted. to be fair to Wolfe, that many critics - Joan Gordon and C. N. Manlove are but two
- comment approvingly on the elaborate quality of the writer’s vocabulary, which is drawn from a
wide range of sources and from many languages. Wolfe himself justifies his vocabulary in an appen-
dix to The Shadow of the Torturer by explaining that he is translating from ‘a tongue that has not vel
achieved existence’ and that, rather than invent terms, he has used the ‘closest twentieth-century
equivalents” (302). This is, of course, a permissible conceit on his part. However, it must also be
noted that a vast proportion of the terminology used is archaic, certainly not in current use, and 