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“Almost it seemed that the words took shape, and visions of far lands and bright things
that he had never yet imagined opened out before him; and the firelit hall became like a
golden mist above seas of foam that sighed upon the margins of the world [...] until he
felt that an endless river of swelling gold and silver was flowing over him.” (J.R.R.
Tolkien, The Lord of the Rings, 304)

“I realized that nostalgia goes beyond individual psychology. At first glance, nostalgia
is a longing for a place, but actually it is a yearning for a different time — the time of
our childhood, the slower rhythms of our dreams. [...] The nostalgic desires to
obliterate history and turn it into private or collective mythology, to revisit time like
space, refusing to surrender to the irreversibility of time that plagues the human
condition.” (Svetlana Boym, The Future of Nostalgia, XV)
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1 Introduction

“[...] I do not think that the reader or the maker of fairy-stories need even be ashamed

of the ‘escape’ of archaism: of preferring not dragons but horses, castles, sailing-ships,

bows and arrows; not only elves, but knights and kings and priests. For it is after all

possible for a rational man, after reflection (quite unconnected with fairy-story or

romance), to arrive at the condemnation, implicit at least in the mere silence of

‘escapist’ literature, of progressive things like factories, or the machine-guns and

bombs that appear to be their most natural and inevitable, dare we say ‘inexorable’,

products” (J.R.R. Tolkien, On F-S, 150).
The telling of fantastic tales is deeply rooted in human culture. Man’s ability to reflect
and be creative has always brought forth fiction in order to deal with adverse aspects of
reality and to test alternatives. Consequently, J.R.R. Tolkien calls fantasy “a natural
human activity” (On F-S, 144). It offers the means to escape the present and return with
newfound vigour and visions. Reacting to the contemporary world, modern fantasy
writing often draws on the past — on the one hand by taking as models age-old myths
and legends, and on the other hand by using real historical features such as knights and
castles to create fictional worlds. As these depictions are often given a salvific glow,
many works of fantasy are closely tied to nostalgia, the longing for an idealised past that
has been irretrievably lost. Flawless worlds removed from and contrasted with the real
one are not only a mark of fantasy literature but also of the pastoral genre. Its depiction
of carefree life in idealised landscapes offers solace and invites the reader to take a
critical stance on his own reality. Like those of fantasy literature, pastoral’s nostalgic
depictions of bygone times imply a wish to re-establish the lost bliss in the future. Thus,
a utopian vision is automatically expressed in most fantasy and pastoral writing.
Pastoral’s idealisation of nature and of man within nature has been reproduced in a
multitude of forms throughout the centuries and can still be found in all kinds of fiction.
Modern fantasy writing is one of the literary types that often draws on pastoral motifs.
Thus, it is not unusual for fantasy tales to depict idyllic natural settings or creatures that

live in close harmony with nature.

J.R.R. Tolkien’s extensive mythology is considered one of the central works of modern
fantasy literature. Written and published in the first half of the 20" century, The Hobbit
and The Lord of the Rings did not only enjoy world-wide success in the post-war era but

have remained among the best known texts ever since. They experienced a fresh wave
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of public attention when they were made into films at the beginning of this century, the
latest series of screenplays of a number of adaptations. The renewed cult around
Tolkien’s work inspired a great number of comments and publications by fans and
scholars alike, which added to the already considerable canon of Tolkien criticism.
From a genre-centric point of view, Tolkien’s writing, especially The Lord of the Rings
has greatly influenced modern fantasy literature, and many authors have been inspired
by its detailed fictional world and epic style. Its fusion of classical and medieval
mythology, epic tale, heroic quest tale, and fairy-tale has had a lasting influence on
subsequent works of fantasy. A multitude of them show significant similarities
especially with The Lord of the Rings regarding style, plot and character. Though
fantasy literature has continued to evolve since Tolkien’s lifetime, his influence on the
genre is unbroken. Even recent works such as the widely acclaimed A Song of Ice and
Fire series by the American writer George R.R. Martin, who has revolutionised the
fantasy genre by mixing it with realistic elements, feature medievalised settings, heroes

on quests, and an exalted style.

This thesis will take a close look at the intricate connections between fantasy literature,
nostalgia, utopian vision, and the pastoral tradition. It will first do so from a theoretical
point of view and will then apply the insights thus gained in an analysis of the primary
texts. As the most central and influential works in the fantasy genre, Tolkien’s best
known texts, The Hobbit and The Lord of the Rings have been chosen as main sources
for this analysis. The Silmarilion will further serve as an important texts in this research.
Tolkien’s own scholarly writing, especially On Fairy-Stories, and his letters, which
offer a mixture of analysis of his own fictional texts as well as a continuation of his
fictitious writing, will offer further grounding for this investigation. It will examine the
characteristics, narrative position, function, and meaning of the pastoral, nostalgia, and
utopian vision. The study of each of the three fields will lay open connections between
them due to their natural interrelations, which will gain special attention. Answers will
be offered to the following questions, which have not yet been considered in critical
research: Which position does the pastoral occupy in the texts? What are its
characteristics and in how far are they related to traditional pastorals? Which function
does the pastoral have in the narrative? In how far is the pastoral connected with
nostalgic longing? What role does nostalgia play in pastoral cultures? Which functions
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does it have? Which utopian vision do the pastoral and its nostalgia convey? In how far
does the rest of the narrative support or refute this vision? By presenting answers to all
these questions, new insights into Tolkien’s texts will be obtained. Though it is of
course impossible to speak for an entire genre based on the analysis of only two texts,
the centrality of Tolkien’s mythology for the fantasy genre renders insights reached in
the analysis of The Hobbit and The Lord of the Rings transferable to many other works
of fantasy following in their tradition. However, such transfers and ensuing analyses

will be left to subsequent critics as they would blow the boundaries of this dissertation.

1.1 Definition of Fantasy Literature

Terminology relating to works of fantasy is not consistent and, as Katherine Hume
remarks, the multitude of terms and definitions “irresistibly reminds one of the blind
men describing an elephant. Each observation is accurate for that part of the whole to
which it applies, but none can stand as a description for the entire beast” (Hume, 19).
Fantasy literature’s very common use of elements from mythology, legend, romance,
voyages imaginaires and even science fiction, renders it difficult to find a definition that
clearly distinguishes these different types of fantastic literature (cf. Alpers 2005, 15).
Faced with this difficulty of stipulating boundaries, the disagreement in the critical
community even extends to the question whether fantasy should be regarded as a genre
at all. Some critics claim that it should be considered a mode, thus opening fantasy to
the inclusion of a great variety of fantastic writing as “[t]he fantastic mode [...] is a vast
subject, taking in all literary manifestations of the imagination’s ability to soar above
the merely possible” (Attebery, 2). Conversely, the treatment of fantasy literature as a
formula which follows inflexible patterns of content and style is very limiting (cf.
Attebery, 9). In order to find a definition that is neither too narrow nor too broad,
fantasy literature is best considered as a genre. As Brian Attebery has pointed out,
“[g]enres may be approached as ‘fuzzy sets’, meaning that they are defined not by
boundaries but by a center” (Attebery, 12). For the purpose of this thesis it seems most
reasonable to put The Lord of the Rings and fantastic works of similar kind into the
centre of a definition of fantasy literature. Attebery supports this approach as he points
out that “Tolkien is most typical, not just because of the imaginative scope and
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commitment with which he invested his tale but also, and chiefly, because of the
immense popularity that resulted” (Attebery, 14).

Due to its exalted style and the centrality of the circular quest structure, Tolkienian
fantasy writing is often described as ‘epic fantasy’, ‘quest fantasy’, ‘high fantasy’, or
‘heroic fantasy’ (cf. Wolfe, 52). These terms are usually used synonymously in the
critical community and there is no broad consensus regarding their precise definition. In
the face of this great variety in terminology and the confusion thus created, this thesis
will only refer to ‘fantasy literature’ whenever discussing works of fiction
corresponding to the following definition. However, as all the above terms are applied
to Tolkienian fantasy literature, it is helpful to pay attention to some of their defining
characteristics in the attempt to find a definition of the fantasy genre. For instance, Clute
and Grant define ‘epic fantasy’ as depicting the deeds of heroes “whose acts have a
significance transcending their own individual happiness or woe” (Clute and Grant,
319). Though modern fantasy does not follow the epic tradition of presenting its tale in
verse, “[a]ny fantasy tale written to a large scale which deals with the founding or
definitive and lasting defence of a land may fairly be called an epic fantasy” (ibid). It
contains a blend of legend and myth and is set in a coherent world created by the
storyteller, which Tolkien terms ‘secondary world’ (cf. On F-S, 140). In Tolkien’s
definition of fantasy literature (which he calls ‘fairy-story”), the fictional world created
by the writer is considered the determining factor (cf. On F-S, 113). Similarly, Gary
Wolfe defines ‘high fantasy’ as “[f]antasy set in a fully imagined Secondary World” and
clearly distinguishes it from ‘low fantasy’, “which concerns supernatural intrusions into
the ‘real” world” (Wolfe, 52) 1. Fantasy literature offers its readers a fictional world that
is clearly distinct from their contemporary one. However, despite its strangeness, the
secondary world is utterly convincing and coherent, so that the reader can accept it as
‘real” without trouble. This is achieved by the use of many elements familiar to the

reader from their own contemporary world. In agreement with Katherine Hume, Brian

! This definition of ‘low fantasy’ is congruent with the well-known definition of the fantastic by Tzvetan
Todorov. According to him, fantastic literature at first seems to depict the real world but then confuses the
reader by introducing impossible and inexplicable elements. In consequence, the reader experiences
suspense, which is only lifted once the fantastic elements are either logically explained and the literary
work is identified as “‘uncanny’; or once they are accepted as inexplicable and the work is categorised as
‘marvellous’ (cf. Wolfe . 37).
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Attebery emphasises that “[f]antasy without mimesis would be a purely artificial
invention, without recognizable objects or actions” (Attebery, 3). Bearing characteristics
of the primary world, fantasy worlds are perceived as familiar and “in a very real sense
feel like ‘home’” (Searle, 6). As Attebery has pointed out, the structure of Tolkienian
fantasy is comic as “it begins with a problem and ends with resolution” (Attebery, 15).
It equals the structure Vladimir Propp has identified in traditional fairy tales: “a round-
trip journey to the marvelous, complete with testing of the hero, crossing of a threshold,
supernatural assistance, confrontation, flight, and establishment of a new order at home”
(ibid). Typically, the fantasy plot is centred on the hero’s quest, which is aimed at
accomplishing a goal and saving himself and his land (cf. Clute and Grant, 796). This
external quest is usually joined to an internal quest, as the hero gains self-knowledge
during his journey (ibid). The final successful completion of the quest is termed
‘eucatastrophe’ by Tolkien. For him it has religious meaning as it carries the promise of
final redemption (cf. On F-S, 153). However, it can also be understood in secular terms
as referring to the cathartic effect of a happy ending. It is brought about by a final turn
of events, which relieves the reader from the fear of ultimate defeat. The joy thus
evoked is also called ‘consolation’ by Tolkien and refers to the promise of a better
future (cf. On F-S, 155). Aside from consolation, fantasy literature also has the function
of offering recovery and escape. As shown in the prefatory quote, Tolkien defends
escape as a positive and healthy way of dealing with life’s vicissitudes. For him, the
reader gains new perspectives and insights while visiting fantastic worlds: “Recovery
(which includes return and renewal of health) is a re-gaining — regaining of a clear
view” (On F-S, 146). By presenting the familiar in entirely new ways, embedded in a
fantastic world, fantasy literature heightens its reader’s perceptiveness for his own

environment.

In summary, the definition of fantasy literature reached above especially emphasises the
otherness of its fantastic world. Though it bears elements familiar to the reader from his
contemporary world, the secondary world is clearly recognisable as fictional.
Furthermore, the fantasy plot is circular and follows the pattern of a quest. On his
journey, the hero has to succeed in order to save himself and his world. In addition, he

gains new self-knowledge and reaches maturity. Fantasy literature’s functions are the
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escape from the vicissitudes of life, the gaining of a new perspective, and the
consolatory promise of a better future.

1.2 Approach and Theoretical Foundation

The analysis of the interconnections between pastoral depictions, nostalgic longing, and
utopian vision necessarily put humans (or, in the case of fantasy literature, human-like
creatures) and their environments into the centre. As in many pastoral texts, a contrast is
established between pastoral cultures and non-pastoral groups of beings in The Hobbit
and The Lord of the Rings. Both parties are in the main defined by their behaviour and
attitudes towards their natural environments. The analysis will show that pastoral
cultures are inseparably entwined with their ecological homes and live in close harmony
with nature. In contrast, non-pastoral creatures have become estranged from nature and
encounter it with a hostile and destructive attitude. Thus, the pastoral includes both
positive and negative attitudes towards the environment and its analysis has to take
account of the meaning and representation of nature. Likewise, environment is central to
pastoral nostalgia and utopian vision: Untainted original nature is the most important
destination of the pastoral creatures’ longing for a blissful past; it is further what they
yearn to re-establish in the future. In view of this thesis’ focus on the importance of
nature and its relation with rational creatures, theoretical grounding for the ensuing

analysis is offered by ecocriticism.

Ecocriticism has emerged as a field of literary study over the last three decades. Like
most theoretical fields, it embraces a range of approaches. These gravitate around the
ecocentric and share a number of main features. Its main focus is the study of the
relationship between humans and non-human nature or the environment (cf. Johnson,
7). In doing so, ecocritical studies do not usually focus on ecocentric literature, but take
a special interest in writing that is not explicitly environmental. They aim at a shift from
an anthropocentric to an ecocentric perspective, concentrating on the rich meaning of
setting and place (cf. ibid). Thus, ecocriticism offers new readings of canonical texts
(such as Shakespearean or Romantic writing, for example) by shifting the focus from
topics conventionally associated with those texts to an environmental dimension (cf.
Barry, 248). However, it does not reduce its analysis to studies of the environment but
adds them to all the other issues traditionally approached in the texts (cf. Barry, 249).
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Most fundamental to ecocritical approaches to literature is the discussion of the
relationship between nature and culture. In The Discourses of Nature, Kate Soper
delineates the breadth of widespread notions of nature and culture. She points out the
conceptual antithesis of both terms, which is necessary for the discussion of the
relations between them. By ‘nature’ humans “conceptualize what is ‘other’ to
ourselves” (Soper 2015, 267). Nature is treated as everything untouched by human
influence. As Soper points out, ecological writing is often based on this assumption and
presents unspoilt nature as superior to human culture (cf. Soper 2015, 268). This clear
divide is questionable, however, as it presents humankind as being radically opposed to
nature and as automatically despoiling it (cf. Soper 2015, 269). As Soper shows, it
mislocates the problem of humankind’s impact upon the environment by attributing it to
human nature as such. Instead, focus should be laid on the specific forms humanity’s
devaluing actions against nature have acquired over the ages (cf. ibid). This and the
question how human behaviour should change in order to preserve nature and live in
harmonious unity with the environment are central to many ecocritical readings. “For
the ecocritic, nature really exists, out there beyond ourselves, not needing to be ironised
as a concept by enclosure within knowing inverted commas, but actually present as an
entity which affects us, and which we can affect, perhaps fatally, if we mistreat it”
(Barry, 243). Thus, ecocritics depart from the notion that nature is a social and linguistic
construct. As Kate Soper has famously pointed out, “It isn’t language which has a hole
in its ozone layer” (Soper 2000, 124). At the same time, very little of our environment
can be considered untouched by human influence — man made phenomena such as
climate change and toxic rain affect the entire globe. In summary, according to Soper,
nature is both a human construct and something outside human influence, depending on
the discourse (cf. Soper 2000, 124-5).

With regard to pastoral writing, ecocriticism takes a controversial stand. As Terry
Gifford points out, not all critics are seemingly aware of the complexities of classical
pastoral texts. Instead, some of them refute pastoral writing as romanticised depictions
of nature which only serve anthropocentric ends (cf. Gifford 2017, 1). Raymond
Williams® The Country and the City, a key proto-ecocritical text in Great Britain,
regards British pastoral as class-interested writing aimed to cement the superiority of

the landowning class and thus to support agrarian capitalism. William’s negative
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criticism has greatly influenced subsequent critics in the UK. One of the most
prominent contemporary ecocritics in Britain, Greg Garrard, follows William’s critical
attitude. He devalues pastoral’s ecocritical potential by arguing that classical pastoral
writers such as Theocritus took no interest in nature for its own sake “but used nature as
a location or as a reflection of human predicaments” (Garrard, 35). Similarly, Garrard
understands Romantic pastorals as reactions to Industrialisation, albeit without any
awareness of its desastating effect on the environment (cf. Garrard, 43, 48). In contrast,
a proto-ecocritical text by the American critic Leo Marx, The Machine in the Garden,
acknowledges pastoral’s complexities and considers it a valuable mode of writing to
express ecological concerns. Marx refers to the trope of the interrupted idyll in 19"
century literature and argues that the sudden invasion of the machine (such as a train)
into a peaceful landscape expresses the dissonance created by Industrialisation (cf.
Marx, 105). Thus, modern American writing uses the traditional contrast contained
within the pastoral to signify man’s estrangement from nature and ironically comments
the idyll of nature, which is revealed as an illusion (cf. Marx, 106). Marx argues for the
changeability of pastoral writing, showing that the ancient division between country and

city has been dissolved in modern pastorals (cf. Marx, 108).

Another proponent of the pastoral’s ecocritical potential is Terry Gifford, one of
Britain’s leading contemporary ecocritics. In his draft The Environmental Humanities
and the Pastoral Tradition, he shows that the pastoral mode is a recurring theme in
contemporary ecocritical writing (cf. Gifford 2017, 16). According to Gifford, the
pastoral “constantly asks us to redefine the terms with which we consider our current
and historical environmental crisis” (cf. Gifford 2017, 20). He lists six defining
characteristics that mark modern pastoral writing, which he terms ‘post-pastoral’: a
humbling awe of nature, which puts nature in the centre of concern; the realisation that
creation and destruction are continuous momentums in our universe (birth-death-rebirth,
growth-decay, ecstasy-dissolution); the recognition that the workings of human nature
are tied to external nature; the recognition that nature and culture are not separate things
but overlap and sometimes are the same; the realisation that because we have
consciousness we can take responsibility for our treatment of nature and its ultimate
survival; and the realisation that environmental and social exploitation (e.g. the

suppression of women and minorities) result from the same source and have to be ended
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in order to achieve the healing of the environment and social relations (cf. Gifford 1999,
152 — 165). Thus, Gifford connects the pastoral tradition with contemporary ecological
concerns and shows their compatibility. As this thesis will argue, J.R.R. Tolkien’s The
Hobbit and The Lord of the Rings can be considered post-pastoral texts as they are
concerned with most of the aspects listed by Gifford. This will support the claim that
pastoral writing and contemporary ecological concerns can go hand in hand.

J.R.R. Tolkien’s work has repeatedly been analysed in view of its ecocritical potential.
His detailed depictions of landscapes and nature in conjunction with creatures closely
tied to their environments invite such readings. Creatures such as Ents and the skin-
changer Beorn dissolve the boundaries between rational being and nature, shifting the
focus from an anthropocentric to an ecocentric one. Indeed, as Ursual K. Le Guin
argues, fantasy literature is fundamentally concerned with the non-anthropocentric:
“What fantasy often does that the realistic novel generally cannot do is include the
nonhuman as essential” (Le Guin, 87). In Tolkien’s writing, nature is not treated as a
commodity but plays a central role as both setting and character. This has caused many
ecocritics to treat especially The Lord of the Rings as a textbook for ecological
behaviour. Prominent among them are Matthew Dickerson and Jonathan Evans. In Ents,
Elves, and Eriador, they attempt to deduce Tolkien’s environmental vision. Though
aware of the dangers of treating his mythology as an ecological textbook, they
nonetheless extract an ecological agenda from Tolkien’s texts and derive from it
practical advice for good environmental behaviour. In their eyes, “Tolkien’s
environmental vision has all of the following: a strong philosophical and theological
basis, a comprehensive imaginative picture of what it might look like when worked out,
a powerful reminder of what life looks like when that vision is rejected, and practical
implications for day-to-day life for us all” (Dickerson and Evans, Xxvi-xvii). Similarly,
Liam Campbell in The Ecological Augury in the Works of JRR Tolkien treats the
different creatures as positive and negative environmental models. Thus, he understands
Tom Bombadil as an example of environmental ethics, while Saruman is the
industrialised and mechanised manifestation of the pursuit for power (cf. Campbell, 76,
98). Though Campbell expresses his awareness that Tolkien rejected readings of his
work as allegorical, he points to the applicability of his environmental vision (cf.
Campbell, 250). Like Dickerson and Evans, Campbell states that Tolkien’s mythology
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should not be treated as an environmentalist agenda, while at the same time deducing a
green moral message from it. Another similar ecocritical reading of Tolkien’s texts is
offered by Susan Jeffers. In Arda Inhabited, Jeffers looks at the moral implications of
the actions of Tolkien’s characters (cf. Jeffers, 17). Her understanding of ecocriticism,
which is widely shared, emphasises its political agenda. For Jeffers, ecocriticism
contains a message which “is explicitly tied to programs for social reform” (Jeffers, 11).
She concludes her analysis by connecting Tolkien’s work with the Romantic
movements’s criticism of Industrialization as well as with the protest movements during
the 1950s and 60s (cf. Jeffers, 121-122). Though Jeffers does not wish to suggest
definitive actions readers should take as a result of their perusal of Tolkien’s texts, her
work evaluates the texts’ political purport. Her understanding of ecocriticism as an
analytical tool through which morality and political meaning can be transported equals
the approach chosen by many of her colleagues (as shown above). However, it is not the
approach practicsed in this thesis.

As Robert Kern points out in Ecocriticism: What is it Good for? to read literature
simply as doctrine is too limiting and cannot do justice to texts’ versatility: “[...]
ecocriticism, | would argue, becomes reductive when it simply targets the
environmentally incorrect, or when it aims to evaluate texts solely on the basis of their
adherence to ecologically sanctioned standards of behaviour” (Kern, 260). For Kern,
ecocriticism’s main task is to offer new perspectives by focusing on the presentation
and meaning of the environment within a text, “even if in doing so we resist the
tendency of the text itself (or of our own conditioning as readers) to relegate the
environment to the status of setting” (ibid). In the specific case of Tolkien’s work,
moralising ecocritical analyses are not only too limiting in their interests but in most
cases tend to disregard the mythology’s greater scope. By focusing on the evaluation of
different modes of ecological behaviour, critics such as Dickerson and Evans,
Campbell, and Jeffers convey the impression that Tolkien propagates that respectful
treatment of the environment and life in accord with nature’s needs will ultimately save
our planet and thus ourselves. What they tend to ignore is the mythology’s overarching
narrative, which is conveyed in The Silmarillion. As will be shown in more detail in the
analysis of the pastoral creature’s utopian visions, Tolkien’s universe is subjected to a

fate of degeneration and final destruction. Though the world’s degenerative process can
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be slowed by the good creature’s efforts, it cannot be altered or even stopped. Thus,
ecological crisis and loss are part of the world’s god-given design and, in their ultimate
form, lie outside the influence of rational beings. Though good ecological behaviour is
not devalued by the irreversibility of the world’s fate, its effects are limited and it is not
presented as a panacea against the world’s ailments. It is characteristic of the
narrowness of environmentalist readings that they do not take account of the complexity

of Tolkien’s fictional universe.

As will be shown in the course of this thesis, the boundaries between nature and culture
in Tolkien’s mythology are fluent. Especially the pastoral and non-pastoral creatures are
strongly characterised through their ties to their environments. The analysis will take a
close look at these relationships and their position and meaning within the overall
mythology. Reductions of Tolkien’s complex work to moral agenda and practical

implications for the reader will be avoided.

1.3 Current State of Research

A great amount has been written about J.R.R. Tolkien’s work since its publication in the
1930s and 50s. Tolkien studies constitute an area of their own in the wider field of
fantasy studies. Regular journals such as Tolkien Studies, Mallorn, and Mythlore are
popular publication channels research dealing with Tolkien and his work. A publishing
company exclusively dedicated to publications dealing with Tolkien’s works are the
Walking Tree Publishers. Though the approaches and topics are varied, main concerns
in academic research are the connection of Tolkien’s mythology with his own
biography?, its sources®, its ecological meaning*, and the question of its religiosity®.
Since Peter Jackson’s cinematic adaptations of The Hobbit and The Lord of the Rings,
publications have reviewed the films in connection with Tolkien’s work®. Some
publications have touched upon the use of the pastoral in Tolkien’s work, its utopian

vision, and its expression of nostalgia — though none have paid attention to the

2 For example: Chance; Glyer; Helms; Zettersten.

3 For example: Atherton; Burns 1990; Fisher; Flieger; Pask; Solopova.

4 For example: Campbell; Dickerson and Evans; Jeffers; Kehr; Simonson.

® For example: Garbowski; Kerry 2011; Kerry 2011a; Reilly; Urang; Vincent.
® For example: Bogstad; Croft 2004; Mathijs; Rosebury; Thompson.
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interrelations between the three. These publications, some of which will reappear in
more detail in the analytical section of this thesis, will shortly be discussed in the

following.

In her monography War and the Works of J.R.R. Tolkien, Janet Brennan Croft offers a
short analysis of the pastoral and antipastoral in The Lord of the Rings. Altogether, her
elaborations take up only a few pages of the publication and are mainly aimed at
pointing out the role of pastoral depictions in accounts of war. As she does not offer a
definition of pastoral, Croft uses the term diffusely for any depictions she identifies as
being “in harmony with nature” (Croft 2004a, 34). Due to her vague terminology, she
counts all creatures that stand in opposition to evil as pastoral. For her, “[e]ven a dwarf-
cave can be in harmony with nature” (ibid). Evil creatures and the landscapes they
inhabit are considered antipastoral by Croft. She points out that the pastoral places offer

moments of peace and healing amidst antipastoral destruction (cf. Croft 2004a, 36-37).

G.R. Brown’s account of The Lord of the Ring’s pastoral characteristics, Pastoralism
and Industrialism in The Lord of the Rings, is equally superficial. Again, there is no
definition of the pastoral. The term is used to refer to the natural bliss and bounty of the
Shire and to all the peoples considered good by the author. It is contrasted with
industrialism and is connected with nostalgia. Both pastoral depiction and nostalgia are
regarded critically by Brown, as she claims that Tolkien’s aversion to industrialism and
his longing for an idealised past are restrictive and backwards (cf. Brown, 88). Taking
Tolkien literally, Brown asks why pastoralism should be connected with freedom, while
industrialism is presented as unfree (ibid). She thus seems ignorant of one of the main
traditional characteristics of pastoral place, the freedom of its inhabitants, which offers
the basis for their pastoral lifestyle. Instead of reading the pastoral and industrialism as
comments on two diverging ways of life, Brown discards Tolkien’s major works as “a
huge nostalgic lament for a vanished splendour” (Brown, 91). In her view, art should
examine ways in which the future can be shaped (ibid). She clearly misses The Lord of
the Ring’s utopian and dystopian visions, which will be analysed in the course of this

thesis.

In his short comparison of Tolkien’s work with that of William Morris, Pastoralia and

Perfectability in William Morris and J.R.R. Tolkien, Chester Scoville suggests that both
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are strongly influenced by the Arcadian pastoral tradition. Quoting Tom Middlebro,
Scoville defines Arcadian values as “spontaneity, creativity, love and freedom”
(Scoville, 98). However, he discounts the Shire as neither utopian nor arcadian due to its
inhabitants’ flaws and imperfections. As Tolkien’s universe is caught in a constant
process of degeneration, blissful happiness such as in Arcadia can never be obtained (cf.
Scoville, 101).

In contrast to the other critics, Douglas A. Burger offers a short account of the history of
the pastoral tradition and its defining characteristics in his essay The Shire: A Tolkien
Version of Pastoral. Identifying the portrayal of the Shire as closely related to classical
pastoral depictions, Burger’s rather descriptive analysis mainly points out its idyllic
agrarian characteristics. It emphasises that the hobbits’ child-like character establishes a
connection to classical pastorals, which are based on the wish to return to a simpler life
that is often associated with childhood (cf. Burger 1986, 151). Besides the Shire, Burger
further points out that Tom Bombadil, Lothlérien, Rivendell, and Fangorn Forest should
also be considered pastoral (cf. Burger 1986, 153). However, he does not elaborate on
this insight but only uses it to state that as an archetype of home and normality, the

Shire “acts as a foil to set off all the more brightly the marvels that come later” (ibid).

The critic offering the most useful basis for a detailed analysis of pastoral depictions in
Tolkien’s work is Phyllis Koppes. In her study of The Child in Pastoral Myth, she
distinguishes between the pastoral and the heroic impulse and argues that both are most
common in non-realistic literature (cf. Koppes, 5). Offering a detailed account of the
pastoral tradition and its criticism, Koppes emphasises that “there is no formal
characteristic, no subject matter, no philosophy that can without doubt be inferred when
the term ‘pastoral’ is used” (Koppes, 4). She suggests looking at myth and folktale as
the best places to search for the commonality that connects all Western pastorals (cf.
ibid). Her differentiation between a bucolic and a georgic pastoral category will be
adopted for the following analysis of Tolkien’s works and will be supplemented by two
categories developed by the author of this thesis. Koppes does not only offer theoretical
considerations of the role of the pastoral in fantasy literature, but she also uses her
theoretical categories for the analysis of children’s literature. However, her short
analysis of The Hobbit is solely focused on Bilbo’s development as a heroic character

and the work as a regenerative heroic text. The pastoral qualities of Tolkien’s texts are
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only pointed out superficially in Koppes’ similarly short chapter on The Lord of the
Rings. There, she lists Fangorn Forest, Tom Bombadil, Goldberry, and the elves as
bucolic pastoral creatures, while identifying the Shire as georgic pastoral. However, she
ignores the position of the pastoral in the texts with regards to its functions and
meaning. Instead, her interest pertains to character development and the cyclical plot
structure. Due to the importance of Koppes’ theoretical insights for this thesis, they will
be presented in detail in the following first part with regard to the connection of the

pastoral with the fantasy genre.

A number of critics point out the utopian qualities of Tolkien’s work and emphasise the
critical function of fantasy literature. Thus, in Hobbith6hlen und Turme der Wacht,
Rainer Zuch comes to the conclusion that “[aJuch wenn er in seinem Mittelerde-
Kosmos keine dezidierte Utopie zu entwickeln beabsichtigte, so scheinen doch in seiner
Absicht, eine ‘mythology for England® zu schaffen sowie in seinen
Gesellschaftsentwiirfen und Archtiketurkonzeptionen utopische Konzepte durch” (Zuch,
101). Similarly, Marco Frenschkowski states in Leben wir in Mittelerde?
Religionswissenschaftliche Beobachtungen zu Tolkiens The Lord of the Rings that
“Mittelerde ist eine Gegenwelt, die unserer Welt utopisch-nostalgische
Alternativrealitdaten vorhalt, und es ist zugleich die Tiefendimension unserer eigenen
Welt” (Frenschkowski, 256). Robert Tally argues in Places Where the Stars are
Strange: Fantasy and Utopia in Tolkien’s Middle-earth that Tolkienian fantasy has
critical properties that aim at activating its readers in order to improve their world (cf.
Tally 2014, 43). Refuting the widely spread notion that fantasy literature merely voices
reactionary nostalgia for an idealised past and presents a world completely unconnected
to our reality, he shows that fantasy worlds offer visions of our world that explore
alternatives to the status quo (cf. Tally 2014, 46). Thus, Tally argues that fantasy
literature has to be understood as a critical practice, like utopia (cf. Tally 2014, 53). A
rather detailed analysis of The Lord of the Rings’ utopian properties is offered by
Dickerson and Evans in their ecocritical work Ents, Elves, and Eriador. The

Environmental Vision of J.R.R. Tolkien. As they point out,
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“Tolkien's environmental vision has all of the following: a strong philosophical and
theological basis, a comprehensive imaginative picture of what it might look like when
worked out, a powerful reminder of what life looks like when that vision is rejected,
and practical implications for day-to-day life for us all. This perspective is never
explicitly stated as either a program for social change or a political agenda [...]. But
Tolkien's views concerning the natural world and environmental responsibility are
nonetheless implicit throughout the body of his work” (Dickerson and Evans, xvi-xvii).
Taking the concept of environmental stewardship depicted in The Lord of the Rings as a
concrete programme applicable in the real world, Dickerson and Evans define it by the
following three steps of action: being roused into action and rousing others, developing
a hopeful rather than a despairing attitude, being motivated in one’s actions by the belief
in a higher power and meaning (cf. Dickerson and Evans, 219-229). Thus, they treat
Tolkien’s mythology as concrete utopia. Such an approach is rejected by Eike Kehr in
his Politik und Gesellschaft in Tolkiens The Lord of the Rings, who points out that The
Lord of the Rings “ist weder eine Allegorie, noch ein utopischer Roman und bietet in
diesem Sinne keinen geschlossenen Gesellschaftsentwurf. Die dargestellten
Gesellschaften sind plausibel innerhalb ihres mittelalterlich-phantastisch gepragten
Kontextes [...], als Konstruktionsskizzen unter realen Bedingungen sind sie allerdings

weitgehend untauglich” (Kehr 2006, 55-56).

The detection of nostalgia in Tolkien’s works usually accompanies their analysis. Thus,
critics such as Marco Frenschkowski, G.R. Brown, and Robert Tally, which have
already been mentioned above with regard to utopia and the pastoral, all point out The
Lord of the Rings’ nostalgic character’. Tony Watkins in his essay Reconstructing the
Homeland: Loss and Hope in the English Landscape argues that The Lord of the Rings’
nostalgia is manifest in its anti-industrial stance, and a hierarchical feudal system based
on tradition (cf. Watkins, 167). As nostalgic texts offer their readers new perspectives
and alternatives to their present reality, he concludes that Tolkien’s nostalgic mythology
possesses utopian aspects (cf. Watkins, 168-169). Christian Kdlzer emphasises the
centrality of nostalgic longing and melancholy in his work Fairy Tales are More than
True: “Das Gefiihl, welches den gesamten Roman jedoch wie ein schwarzer Faden

durchzieht, ist eine latente Wehmut, das zunéchst nicht ganz greifbare, aber sich im

" Cf. Brown, 83; Frenschkowski, 256; Tally, 2014., 45.
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Zuge der Handlungsentwicklung immer mehr herauskristallisierende Geflhl des
Verlusts, des Schwindens und des Niedergangs alten Glanzes und des Sehnens nach
einer goldenen Vorzeit” (Kolzer, 111). As emissaries of a lost world, Kélzer points to
the elves as the creatures whose fate is central to the evocation of nostalgic melancholia
(cf. Kolzer, 116).

1.4 A Short Guide to This Study and Its Research Contribution

No research so far has been conducted on the connection between pastoral elements,
nostalgia, and utopian vision in Tolkien’s mythology. This thesis will therefore close a
gap in current research by offering such an in-depth analysis. As mentioned above, the
detailed investigation will examine the characteristics, narrative position, function, and
meaning of the pastoral, nostalgia, and utopian vision in The Hobbit and The Lord of the
Rings. No such detailed investigation of these three concepts in Tolkien’s texts has been
undertaken so far. This way, new insights into Tolkien’s works will be obtained. In the
following, a concise overview of this thesis’ structure will be given to offer some

orientation and simplify the reading process.

The first part of this thesis aims to offer a theoretical foundation for the analysis of
Tolkien’s texts. Each of the three fields of interest, nostalgia, utopia, and the pastoral
tradition, will be introduced in separate chapters. Special attention will be given to the
interrelations of the three fields. Their history, meaning, and functions will shortly be
elaborated and definitions applicable to their occurrences in fantasy texts will be
reached. In doing so, new categories and terms will be proposed that enable a detailed
analysis of the nostalgic, pastoral, and utopian properties of Tolkien’s works. AS
nostalgia and utopia are important ingredients of pastoral writing, they will each be

introduced first and will finally be related to a definition of the pastoral.

The main part of this thesis will apply the definitions and insights reached in the
theoretical chapters to Tolkien’s The Lord of the Rings and The Hobbit. This part is
divided into three main sections. Again, the order of the chapters follows the line of
argumentation. The first section contains the analysis of pastoral depictions in the two
texts. Given the separation of the pastoral into different categories, which were outlined

in the theoretical part, the chapters examine bucolic and georgic pastoral creatures and
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landscapes before turning to non-pastoral depictions, which are sub-divided into the
antipastoral and the unpastoral. A separate chapter will look at the bucolic and georgic
pastoral’s positions and functions in the primary texts. This analysis is followed by a
chapter on men’s special position in Tolkien’s mythology, as their depiction reveals
their potential to be both pastoral and antipastoral. The second section of the analytical
part is concerned with the role of nostalgia within pastoral culture. The focus will be
laid on the meaning and function of the different kinds of nostalgia, which were defined
in the theoretical part, detectable in bucolic and georgic pastoral cultures. Finally, the
analysis turns to the utopian potential of Tolkien’s mythology. Again, the focus lies on
the pastoral and non-pastoral creatures. Their utopian and dystopian visions are
presented and contrasted. This way, different kinds of utopian vision are detected and

set in relation to the overall dystopian fate of Tolkien’s fictional universe.

Drawing on the results of this thesis and on Terry Gifford’s ecocritical work, the final
chapter will argue that Tolkien’s texts can be defined as modern pastorals. The
connection between Tolkien’s work and pastoral literature made explicit in the analysis
will thus be cemented in generic terms. The conclusion presents a summary of the

central findings of this thesis and introduces questions for further study.
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2 Nostalgia — Fantasy Literature and the Poetics of Longing for

Home

Nostalgic longing for a more or less clearly defined past can be found within all kinds
of literary and non-literary art, as it constitutes a pivotal element in human culture and
psyche. As this chapter and the analysis of The Hobbit and The Lord of the Rings in the
second part of this thesis will show, one type of literature that particularly draws on and
reflects nostalgia is fantasy literature. In the following, a theoretical ground will be
created, upon which the analysis of the nostalgia of all pastoral creatures within
Tolkien’s mythology can be founded. To achieve this, this chapter will start with a
concise overview of the various definitions of nostalgia as well as of the historical
development of the concept of nostalgia. Only in light of the long string of varying
definitions of nostalgia throughout the centuries, and of its progression through diverse
academic disciplines, can the complexity of the concept and its appearance in fantasy
literature be fully appreciated. Following this overview, contemporary nostalgia’s
properties as a reaction to modern living conditions and as a source of national identity
will be depicted in more detail. Subsequently, an overview of nostalgia’s function as a
psychological coping mechanism, which is based on recent studies conducted by the
American psychologist Tim Wildschut and his team, will be offered. This multifarious
account of the historical and the modern understanding of nostalgia is necessary to
appreciate the appearance and meaning of nostalgia within fantasy literature. It will
further offer the basis for the introduction of different categories of nostalgia. After
arguing that the nostalgic categories of two of the best known critics in the field,
Svetlana Boym and Fred Davis, do not bear significance for the types of nostalgia
detectable in fantasy literature, it will be shown that the categories of nostalgia laid
down by Barbara Stern, historical and personal nostalgia, are relevant for this thesis as
they are applicable to fantasy literature. Following this, Donald Beecher’s observations
about the nostalgic structure of the Renaissance romance will be employed to ascertain
the same structural nostalgia within the fantasy genre. Two new terms, intratextual
nostalgia and extratextual nostalgia, will be proposed by the author of this thesis on the
basis of Stern’s and Beecher’s theories. It will be argued that both of these levels of

nostalgia play an important role in fantasy literature. However, it will be argued that for
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the purpose of this thesis, only intratextual nostalgia and its expression of historical and

personal nostalgia will be of relevance in the analysis of Tolkien’s texts.

2.1 Definitions of Nostalgia

One need only look back to Homer’s Odyssey with its homesick protagonist to find that
nostalgia was experienced long before it received the name it has commonly been
known by since its coinage in 1688. As will be shown with more detail in the next
chapter, between then and now, nostalgia’s meaning has developed from a potentially
fatal disease of homesickness in the 17" century, through Romanticism’s principal
concept against the rationalisation introduced by Enlightenment in the 19" century, to a
psychological and sociological coping mechanism in contemporary time. Current
research shows that in recent decades nostalgia has been recognised in its importance as
a social emotion (cf. Davis 1979), as a pivotal element of national identity (cf. Wright),
and as a psychological defence mechanism against the vicissitudes of modern life (cf.
Boym). In accordance with this, psychological studies have shown that nostalgia plays
an important role in dealing with life crises as, among a multitude of other functions, it
is used as a psychological strategy against loneliness and identity discontinuity, and as a
defence against the threatening sense of life’s meaninglessness (cf. Arndt et al.;
Sedikides et al.). “This research documents that nostalgia is a psychological resource
that protects and fosters mental health. This research constitutes an initial step toward
establishing nostalgia as a potent coping mechanism in situations of self-threat and
social threat. The past, when appropriately harnessed, can strengthen psychological
resistance to the vicissitudes of life” (Sedikides et al., 1028).

Contemporary research has defined nostalgia as “a mode of orientation toward the past”
(DaSilva, 54), “a form of mental flight from the distastefulness or danger of the present”
(Beecher, 289), “a mode of looking back to the past for a stability lacking in the
present” (Hemmings, 3), “a sentiment of loss and displacement, but [...] also a romance
with one's own fantasy” (Boym, XIII), “a revolt against the past as fait accompli,
against the past's facticity” (Chrostowska, 55), or as “a typical reaction to an
unsatisfying present that lacks meaning, continuity and security” (Wright, 150). This
small collection of definitions alone shows that nostalgia nowadays is perceived as a
many-facetted mode or sentiment whose main characteristics are its orientation towards
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the past, its function as criticism of and compensation for present deficiencies, and its
disregard for historical fact. Nostalgia’s romance with the past actively creates its very
own version of it; a fact which is acknowledged by most critics®. By containing
criticism of the present and offering images of the world as it should preferably be,
nostalgia implies a utopian vision: “By converting the past into a Utopian homestead,
nostalgia may lay the foundations for a radical critique of the modern as a departure
from authenticity” (Turner, 154). Nostalgia offers new perspectives on present reality,
which point out alternative paths for the future (cf. Watkins, 169). Consequently,
“[n]ostalgia [...] has a utopian dimension, only it is no longer directed toward the
future” (Boym, X1V).

Many contemporary critics treat nostalgia as a personal emotion that depicts individuals
within their autobiographical past in order to serve their individual needs. For instance,
the psychologist Tim Wildschut and his research team define nostalgia as “a prima facie
self-relevant emotion in the sense that the self is a salient protagonist in the nostalgic
experience” (Wildschut et al. 2006, 976). Sociologist Fred Davis follows along the same
line when he establishes that “[...] the past which is the object of nostalgia must in some
fashion be a personally experienced past rather than one drawn solely, for example,
from chronicles, almanacs, history books, memorial tablets, or, for that matter, legend”
(Davis 1979, 8). Davis calls the longing for a past predating one’s own lifetime
‘antiquarian feeling’, which he regards as a different category than nostalgia due to the
high involvement of fantasy and imagination that must be invested in order to create
yearning for a period unknown to oneself (cf. Davis 1979, 8-9). Against this conception
of nostalgia as a purely personal emotion stand definitions of nostalgia as a yearning for
a past unattached to personal biography and experienced by entire groups of people.
Svetlana Boym’s understanding of nostalgia, for example, stresses its defensive
function against modern conditions and beliefs. Its objects, according to Boym, are
elusive and concern emotions and ideas that are projected on the past, rather than
historical and autobiographical facts (cf. Boym, XIV). She concludes:

8 Cf. Boym, XIII; Chrostowska, 55; DaSilva, 49; Davis 1979, 116; Harper, 26.
30



“I realized that nostalgia goes beyond individual psychology. At first glance, nostalgia

is a longing for a place, but actually it is a yearning for a different time - the time of our

childhood, the slower rhythms of our dreams. [...] The nostalgic desires to obliterate

history and turn it into private or collective mythology, to revisit time like space,

refusing to surrender to the irreversibility of time that plagues the human condition”

(Boym, XV).
Though Boym’s definition includes personal nostalgia, it goes beyond that by
emphasising the indefinite scope of nostalgic objects and the collective quality of
nostalgic experience (cf. Boym, XIV). Patrick Wright offers a similar view of nostalgia
by characterising it as a collective (and mainly national) reaction to modern life in a
capitalist and secular society: In remembering past historical events that happened
before one's own lifetime, the national imagination creates “a clear although no longer
always preindustrial world from which hope, measure, intelligibility and courage have
not been banished” (Wright, 149). As will be discussed in more detail later on, a broad
definition of nostalgia as a collective yearning for mythical and historical past can be
related to the nostalgia found in fantasy literature and is, therefore, relevant for this

thesis.

2.2 Historical Development of the Concept of Nostalgia

In order to understand the different types of nostalgia within fantasy literature —
historical nostalgia’s longing for a diffuse pseudo-historical past as well as personal
nostalgia’s longing for a clearly defined home — it is necessary to understand the full
range of meanings the concept of nostalgia has acquired throughout its history. While
today nostalgia is widely recognised as a reaction to feelings of estrangement,
insecurity, and isolation in secularised capitalist societies, its conceptual roots reach
deep into medical history. The word was coined in 1688 by Johannes Hofer, a Swiss
physician, in his Medical Dissertation on Nostalgia. He created it by fusing two words
of Greek origin, ‘nostos’ (return home) and ‘algos’ (suffering or pain), thus
incorporating the concept’s basic characteristics in its name: the suffering of the exile
whose only salvation lies in his return home (cf. Patrascu, 482). Hofer’s findings
constituted nostalgia as a serious disease that afflicted Swiss soldiers. These soldiers,
having been swept away from their native homes to unfamiliar regions of military
conflict, showed serious, and occasionally fatal, symptoms such as “insomnia, sleep

disorders, weakness, anxiety, heart palpitations, and fever” (Hofer quoted in Patrascu,
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484). Obviously, Hofer’s nostalgia was closely connected to the traumatising
experience of war and would, from a contemporary psychological perspective, be
described as a unifying term for different kinds of neuroses (cf. Hemmings, 6). The only
effectual cure for nostalgia, according to Hofer, was the return of the displaced to his
home, for even just mention to the patient of his pending return brought about a
lessening of his nostalgic symptoms and every mile of the homeward journey was found
to effect further recovery (cf. Hemmings, 7). Following these findings by Hofer,
nostalgia was pronounced a typical Swiss ailing in the 171" and early 18" century and
thus served as a source of national pride due to its implicit commendation of
Switzerland as a country of health and happiness (cf. Starobinski, 89).

The concept of nostalgia increased in complexity towards the end of the 18" century.
Based on earlier findings that nostalgia could be triggered by the sound of a typical
Swiss folk song, it was deduced that the yearning for home is not simply alleviated by
returning there, but that great part of the longing is for the irretrievable past times of
innocence and childhood. Thus, nostalgia was recognised as a complex and incurable
condition and gradually lost its exclusive connection to Switzerland. However, the
notion of nostalgia as a potentially fatal disease continued throughout that time (cf.
Starobinski, 93-95). At the turn of the century, recognition of its psychological
properties gained momentum when it was understood as a mental illness, comparable
with the modern understanding of depression, which could lead to severe physical
affliction (cf. Starobinski, 97).

Nostalgia lost its medical connotations in the 19" century, during which it was
established as a form of melancholia and homesickness (cf. Patrascu, 488-490).
Romanticism celebrated nostalgia as the longing for a return to original natural
conditions, thus reacting against the rationalisation introduced by Enlightenment, as
well as against the severe unsettling changes brought about by industrialisation and
urbanisation (cf. Patrascu, 492; Boym, 16, Fritzsche, 1591). Developments in the late
18™ and the 19™ century laid the foundation for what most critics of nostalgia term
‘modernity’ and ‘modern conditions’. The French Revolution, along with economic and
demographic changes, disrupted traditional structures that had previously been
perceived as indestructible (cf. Fritzsche, 1593). Mourning for lost security and stability

became a predominant tenor during the 19" century (cf. ibid). Perception of history
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changed due to the incisive effect of the revolution. The focus was now laid on the
future, while past history was suddenly experienced as incoherent epochs that were

disconnected from the present and irretrievably lost (cf. Fritzsche, 1591).

From the disruptive changes and developments during the late 18" and the 19" century
arose the current notion of nostalgia as a universal “longing for a home that no longer
exists or has never existed” (Boym, XIII). From the contemporary point of view,
nostalgia unites the sweetness of fantasy about past bliss and perfection with the
bitterness of realisation that this past is irretrievably lost or that it has never existed. “In
other words, nostalgia constitutes what it cannot possess and defines itself by its
inability to approach its subject, a paradox that is the essence of nostalgia’s
melancholia” (Fritzsche, 1595). The trauma of the two world wars in the 20" century
was incisive in modern consciousness and rendered the past even more inaccessible than
before, which has led to an intensification of nostalgia in modern times (cf. Hemmings,
5). Other than Hofer’s patients, the displaced nostalgic of today has to face
homelessness as a perpetual state, for nostalgia no longer describes the longing for an
actually existing place, but expresses the deeply felt yearning for a time and place long
lost; or rather, for a time and place that have never existed, but the fantasy of which is
deeply engrained in human psyche. For modern man, homecoming is no longer possible

as a cure.

2.3 Contemporary Nostalgia: A Symptom of Modern Conditions

Nostalgia, as a reaction to present conditions, is an interesting object of study for it
offers insight into individual and collective psyche. The 21% century understanding of
nostalgia as a symptom of displacement and rationalisation is a direct result of modern
living conditions. Capitalist society, with its dependence on the conditions of the market
and its emphasis on the role of the individual as consumer, has estranged man from his
products as well as from his fellow men (cf. DaSilva, 52). High mobility and
globalisation have led to the loss of stable communities and to severe demographic
change. Isolation and anonymity are typical symptoms of the fast pace and
fragmentation of communities and have to be perceived as a contemporary form of
homelessness (cf. Harper, 24). Loss of stability can also be detected in the general
orientation of modern society towards the future (cf. Wright, 13). Its driving force is a
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belief in progress and development, while at the same time the future is conceived as a
threat as technological advances have initiated the ongoing destruction of the natural
environment, and might eventually reach their limits with the pending exhaustion of
natural resources. With such gloomy prospects, progress has obtained negative
connotations against which nostalgia’s backwards glance promises soothing release. As
Svetlana Boym remarks: “Nostalgia and progress are like Jekyll and Hyde doubles and
mirror images of one another” (Boym, 8). Progress’ dynamics are even less well borne
due to an ongoing loss of religious belief, which has diminished any hope in final
redemption and has robbed contemporary man of fundamental, meaning providing
structures. The demystification of the world and the replacement of religion by science
have led to a loss of moral guidance and to the destabilisation of social relations (cf.

Wright, 18-19). Consequently, modern

“transformations [...] are widely experienced in terms of loss rather than gain. Given
the dislocation of memory and traditional integration which has occurred, and given
that the various (and in some cases antagonistic) futures projected within modernity
seem also to have fallen like so many broken idols in its path, it is perhaps to be
expected that anxious revaluation of the past should also take place” (Wright, 20).

Looking back to a time that nostalgic imagination presents as stable, simple, and happy

is a powerful defence mechanism against the complexities and insecurities of modern

life and against the modern concept of time as history and progress (cf. Boym, XIV).

“At least since the Enlightenment insistent and often strident demands have gnawed at
the soul of Western man, demands for change, self-improvement, more efficient
organization, modernization, uplift, reform and reconstitution - all those attributes that
are in accord with the doctrine of man's almost infinite plasticity and perfectability and
that converge finally in the idea of Progress [...]. Nostalgia fosters a kind of primitive
resistance to such urgings, to the probing and poking, to that close examination and
magnification which in the view of Max Weber has made for the disenchantment of the
world. Nostalgia reenchants, if only for a while until the inexorable processes of
historical change exhaust that past which offered momentary shelter from a worrisome
but finally inexorable future” (Davis 1979, 116).

Seen through rose-tinted glasses, the past offers refuge from the confusions of the
present: The stringent social hierarchy of past society, with its strict moral code and pre-
capitalist lifestyle, offers temporary relief and is celebrated as a state superior to the

present. Thus, nostalgia creates its own fiction of the past.
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In his Note on Nostalgia, Bryan S. Turner lists four conditions which, altogether, trigger
strong nostalgic fantasies. First, society must be pervaded by a feeling of loss and
historical decline. Present day society must in some way be perceived as inferior to a
lost time that is experienced as the standard against which the present can be measured.
Second, there must be loss of moral certainty and a resulting sense of fragmentation of
previously securely structured social relationships and personal experience. Third, the
individual must feel a loss of autonomy and individual freedom due to institutionalised
regulation and state bureaucracy. Social processes must be experienced to subordinate
and isolate the individual. Fourth, there must be a sense that a general state of simplicity
and happiness located in the past has been irretrievably lost, and that with it have gone
personal authenticity and emotional spontaneity (cf. Turner, 150-151). However, Turner
goes further than merely linking nostalgia to present conditions. He does so by
explaining nostalgia’s timeless and universal existence as a consequence of mans’
ability to consciously and self-consciously distance himself from his environment and
thus perceive the finiteness of life and his own alienation from the world — both natural
and social (cf. Turner, 149-150). As Turner puts it: “Being content is somehow
incompatible with knowing that we are” (Turner, 153). Against this discontent,
nostalgia offers a secure haven that satisfies man’s longing to belong and to be in a state
of infinitude — if only temporarily.

“Modern nostalgia is a mourning for the impossibility of mythical return, for the loss of

an enchanted world with clear borders and values; it could be a secular expression of a

spiritual longing, a nostalgia for an absolute, a home that is both physical and spiritual,

the edenic unity of time and space before entry into history. The nostalgic is looking

for a spiritual addressee. Encountering silence, he looks for memorable signs,
desperately misreading them” (Boym 8).

2.4 Psychological Functions of Nostalgia

Contrary to Johannes Hofer’s definition of nostalgia as a serious — and occasionally
fatal - mental disease, modern research has proven nostalgia to be an important factor in
the establishment and preservation of mental health and well-being. In a series of
experiments the psychologists Arndt, Routledge, Sedikides and Wildschut were able to
prove the importance of nostalgia as a meaning-providing psychological mechanism
that counterweighs negative emotions and deflects threats to the self in order to preserve

mental health.
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Wildschut and his team showed that one of the main triggers of nostalgia is a feeling of
loneliness and lack of social connectedness. Subjects facing these threatening emotions
resorted to nostalgia in order to evoke memories of past social bonds through which
they found solace and compensation for their current deficiencies in social
connectedness (cf. Sedikides et al., 1023). These findings proved nostalgia to be a
deeply social emotion, whose positive effects were shown to include the conveyance of
a sense of being loved and protected in people with nostalgia proneness (cf. Arndt et al.
2008a, 306). Also, those with easy access to nostalgic reverie reported to possess
greater interpersonal competence (cf. ibid). Later experiments took these findings
further and showed that by establishing an impression of social connectedness and by
depicting the individual within their social group, nostalgia functions as a meaning
awarding mechanism. Therefore, Arndt, Wildschut et al conclude: “Collectively, these
findings indicate that the provision of existential meaning is a pivotal function of
nostalgia” (Arndt et al. 2011, 638).

Another reason for reverting to a glorified past is that nostalgia can provide a source of
identity. By connecting people to their past, “[...] nostalgia is one of the means - or,
better, one of the more readily accessible psychological lenses - we employ in the never
ending work of constructing, maintaining, and reconstructing our identities” (Davis
1979, 31). As nostalgic memories always present the nostalgic person in a positive light
and cancel out anything unpleasant, embarrassing, or unhappy, they create positive self-
images (cf. Davis 1979, 37). These then support the individual in their constant struggle
against the adversities of life, for the memory of past success and strength lends an
impression of general personal ability, consequently functioning as encouragement (cf.
Davis 1979, 36). Additionally, the glorification of a past self awards the nostalgic
person with feelings of heightened value and importance, thus adorning their identity
with the laurels of past success to augment self-worth (cf. Sedikides, Wildschut, and
Baden, 206).

Further studies conducted by Wildschut and his team support Fred Davis’ discontinuity
hypothesis. Davis argues that nostalgia serves to repair a sense of discontinuity in a
person’s identity. An individual’s sense of self is under constant threat through having
to face uncertainties, anxieties, and discontents. However, by connecting to their past

through nostalgia, the individual can create a sense of identity continuity. Thus,
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nostalgia shields the individual from the threat of discontinuity, insignificance, and
change. Nostalgia “[...] reassures us of past happiness and accomplishment and, since
these still remain on deposit, as it were, in the bank of our memory, it simultaneously
bestows upon us a certain current worth, however much present circumstances may
obscure it or make it suspect” (Davis 1979, 33). Wildschut et al’s findings confirm
Davis’ hypothesis. The more subjects were prone to nostalgic reveries, the more they
perceived the present as meaningful and positive. As self-continuity is an important
factor for mental health, it can be concluded that nostalgia enhances people’s well-being

and protects against the threat of depression (cf. Arndt et al. 2008b, 235).

By providing identity, a sense of its continuity, an impression of social connectedness,
and, overall, the experience of life as meaningful, nostalgia is a powerful tool in a
person’s dealing with their awareness of mortality. Terror management theory has found
that in order to cope with knowledge of life’s inevitable end, people resort to meaning
providing structures and invest in personal relationships (cf. Arndt et al. 2008, 133).
Studies have shown that people prone to nostalgic feelings are less likely to develop
death thoughts. Also, it was found that in people experiencing thoughts of death,
nostalgia buffers the effects of such thoughts. Consequently, it was established that
nostalgia offers effective protection against the anxiety raised by awareness of mortality
(cf. Arndt et al. 2008, 137).

2.5 Categories of Nostalgia and their Applicability to Fantasy Literature

An attempt at the categorisation of nostalgia has been made by a few recent critics in
order to differentiate between the various manifestations of longing they have described
in their research. Consensus has not been reached among those critics, which is why
there is no generally accepted categorisation of nostalgia. As this thesis is concerned
with the analysis of nostalgia within Tolkien’s fantasy texts, the different categories of
nostalgia will in the following be examined with regard to their applicability to fantasy

literature.

2.5.1 Categories of Nostalgia propounded by Svetlana Boym and Fred Davis

Due to their prominence within the critical canon of nostalgia studies, it is necessary to

include a short study of the different types of nostalgia proposed by Svetlana Boym and
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Fred Davis in any account of nostalgia categories. However, in the following, it will be
expounded why Boym’s and Davis’ definitions of nostalgia do not apply to the kind of

nostalgia detectable in fantasy literature.

Svetlana Boym distinguishes between restorative and reflective nostalgia. Restorative
nostalgia emphasises nostos, home, and constitutes the active effort to return to a long
lost place. It is the attempt to recreate the past through the detailed reconstruction of
past architectural monuments and traditions. In doing so, restorative nostalgics strive to
erase any signs documenting the passage of time (cf. Boym, 41). Instead of recognising
their wishes and endeavours as nostalgic, they interpret their efforts as a search for truth
and tradition (cf. ibid). However, their erasing of the signs of time and age on buildings
and monuments has raised questions of authenticity in some circles, as the originality of
restored sites is contested (cf. Boym, 46). Restorative nostalgics invent traditions which,
though they are based on past customs, appear exaggerated and, consequently, artificial
to others. However, their quest is the establishment of their version of truth and
originality. Their action “builds on the sense of loss of community and cohesion and
offers a comforting collective script for individual longing” (Boym, 42). Boym states
that in extreme cases, restorative nostalgia can generate conspiracy theory. In this
theory, the world is clearly separated into good and evil. ““Home’, imagine extremist
conspiracy theory adherents, is forever under siege, requiring defense against the
plotting enemy” (Boym, 43). ‘Home’ in this case is not personal but collective memory.
It evades historical complexities and is the image of a “delusionary homeland”, which
serves to exclude a diffuse group of others who are perceived as threatening persecutors
(ibid).

In opposition to restorative nostalgia, reflective nostalgia emphasises algia, the emotion
of longing and loss (cf. Boym, 41). It consciously perceives of the passage of time and
does not try to recreate the past. Rather, it reflects about the past as a lost time and
place. Instead of constructing narratives about past national time, as does restorative
nostalgia, reflective nostalgia tells individual stories that “savour details and memorial
signs, perpetually deferring homecoming itself” (Boym, 49). It does not search for
unblemished relics of the past but instead cherishes chipped and fragmented memories

and objects (cf. ibid). Other than restorative nostalgia, it can be ironic and critical

38



towards its own sense of longing (cf. ibid). This way, reflective nostalgics can recognise

and “narrate the relationship between past, present and future” (Boym, 50).

Fred Davis distinguishes between three types of nostalgia in ascending order: ‘First
order’ or ‘simple’ nostalgia describes unreflective longing for the past, which is
experienced as superior to an unsatisfying present. ‘Second order’ or ‘reflexive’
nostalgia is characterised by the nostalgic’s awareness that the past was not as glorious
as nostalgic memory renders it (cf. Davis 1979, 21). In this quality it is similar to
Boym’s definition of reflective nostalgia, which also critically questions perceptions of
the past and can distance itself from them (cf. Boym, 49). Furthermore, Davis’ second
order nostalgia and Boym’s reflective nostalgia are both capable of analysing the
relationship between past and present, thus critically reflecting on the question whether
the past really was superior to the present and whether the present really is as bad as it is
perceived to be (cf. Boym, 50; Davis 1979, 21). However, Davis establishes another
reflective type of nostalgia, which is included in Boym’s category of reflective
nostalgia. Davis’ ‘third order’ or ‘interpreted’ nostalgia includes analytical questions by
which the nostalgic tries to objectify his nostalgic emotions and thus goes beyond
second order nostalgia regarding reflective potential (cf. Davis 1979, 24). Concerning a
comparison of his three orders of nostalgia, Davis emphasises that none of them should
be favoured above the others, as all three are “capable of [their] own vulgarizations,
inanities, and illogic, just as each is capable of perspicacity, profundity, and elegance of
statement” (Davis 1979, 27). According to him, each person is capable of, and has

occasionally experienced, all three types of nostalgia (cf. ibid).

Boym’s and Davis’ categories do not bear significant relevance for this project as they
are not fitting descriptions for the type of nostalgia detectable in fantasy literature.
Though the fantasy genre shares the attempt to reconstruct elements of historical past
with restorative nostalgia, it does not pursue the same intentions in doing so. Fantasy
literature does not strive for historical truth and the reestablishment of ‘originals’, but
consciously blends historical elements with purely fictional ones to create its very own
version of the past and history. By situating its narrative in a world not identical with
the real world, it does not claim any reconstruction of real historical fact. Rather, its use
of real historical elements alongside fictitious elements creates a canvas upon which

values and norms can be displayed outside of the confusing complexity of the real
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world. This way, a secondary world is created, which functions as a laboratory in which
alternatives to the real world can be tested (cf. Kélzer, 59). Tolkien calls this function of
fantasy literature ‘recovery’, i.e. a “regaining of a clear view” by venturing into the
world of fantasy and thus gaining a new perspective on our real world (On F-S, 146).
The inclusion of real-world detail, historical and otherwise, renders the fantasy world
familiar and thus believable, whereby readers can identify with and adopt the norms and
values presented within it (cf. On F-S, 147). Briefly speaking, the fantasy world needs
to contain elements of the real world in order to be recognisable for the reader; and at
the same time it has to contain fictitious elements so as to be removed from the real
world and to offer new perspectives on it. In the case of Tolkien’s fantasy works, the
secondary world, which is called Ea, contains a blend of real historical elements, such
as pre-medieval and medieval forms of society and political rule, weaponry, values and
norms, with purely fictional elements, such as fantastic creatures and geology, or
magical powers. As will be shown in the next part of this chapter, fantasy literature’s
use of real historical elements and its fictionalisation of them constitute its historical

nostalgia.

In addition to not being restorative, fantasy literature’s nostalgia cannot be rated
reflective as fantasy literature does not critically or ironically depict the past. On the
contrary, in order to create feasible fantasy worlds, fantasy literature presents its blend
of historical and fictional elements as coherent factuality. It would deconstruct the
persuasiveness of its own fantastical universe if it were to include critically distancing
elements in its narrative®. Thus, Boym’s and Davis’ categories of reflective nostalgia do
not apply to the kind of longing expressed in fantasy literature. Contrary to this, at least
superficially, Davis’ definition of first order nostalgia is consistent with the
characteristics of nostalgia within pastoral literature® and, in many cases, fantasy
literature (cf. Marinelli, 3; Watkins, 167). Davis defines simple nostalgia as “the
celebration of now ostensibly lost values, the sense of some ineffable spirit of worth or
goodness having escaped time, the conviction that, no matter how far advanced the

present may be [...], it is in some deeper sense meaner and baser” (Davis 1979, 20).

® With respect to literary techniques creating verisimilitude in fantasy fiction cf. Hunter, 62-69.
10 As will be shown in chapter 4.4 of this thesis.
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From this can be concluded that the effects and convictions inherent in simple nostalgia
are also pivotal elements of the nostalgia found in fantasy literature. However,
considering the shallowness attributed to simple nostalgia by Davis, his category fails to
do justice to the complexity of nostalgic expression within fantasy fiction. Being a
reaction to present conditions and serving as a means of communicating values and
norms, the nostalgia found in fantasy literature is not simply unreflected longing for a
glorified past. As the analysis in the second part of this thesis will show, its
inseparability with the pastoral tradition and its function as a means of implicit
conveyance of a utopian impulse render the nostalgia within The Lord of the Rings and
The Hobbit far more complex and meaningful than can be expressed with Davis’ first

category.

2.5.2 Historical versus Private Nostalgia — Nostalgia in Fantasy Literature

Barbara Stern establishes two kinds of nostalgia that she links to different literary
modes: Historical nostalgia, which she links to historical romance, and personal
nostalgia, which she regards as being connected to the sentimental novel. Personal
nostalgia yearns for autobiographical past, which is retrospectively idealised and
symbolically represents “a desire to return to the womb — the pre-natal state — to
recapture the perfect innocence and comfort unattainable in the external world” (Stern,
16). Historical nostalgia is directed to a pre-autobiographical past that is experienced as
superior to the present. This type of nostalgia, according to Stern, is central to historical
romance, whose plot centres around historical events and mythological time and whose
protagonists function as idealised role-models (cf. Stern, 13-14). The romance plot
follows the pattern of a quest, which is why action is goal-oriented. The setting is exotic
and its temporality is a remote mythical past. It does not merely serve as background
but is central to the story (cf. Stern, 13). Events are presented in a salvific glow which
“haloes the characters as well, insofar as they are portrayed as idealized men and
women holding fast to heroic values, particularly those celebrated in the chivalric quest
romance (loyalty, honor, mercy, obedience)” (Stern, 14). By experiencing empathy with
the characters and entering a fictitious world that is based on verisimilitude, i.e. “the
illusion of reality conveyed by faithfully depicted detail”, the reader can identify with
the values and mythical epoch thus presented, and he is able to obtain a feeling of

recapturing a past he never personally experienced (Stern, 16). Altogether, historical
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nostalgia in historical romance has an escapist function and aims at recreating “the past
as a golden age™! (Stern, 13-14).

The characteristics Stern allocates to historical romance are equally true for much
fantasy fiction. According to Clute and Grant, romance and fantasy literature “overlap
considerably” (Clute and Grant, 820). As has already been argued above, fantasy plots
are set in a mythical past which possesses characteristics drawn from a blend of
historical and fictional elements. A linear sequence of events that follows the pattern of
a quest is typical of these works of fantasy and is a feature shared with ancient
mythology (Homer’s Odyssey being the earliest quest tale in Western literature), fairy
and folk tales, as well as with medieval heroic romance (cf. Clute and Grant, 796, 820;
Daemmrich and Daemmrich, 216). In fact, fantasy fiction in general unites
characteristics of all of these types of literature and draws heavily on them. Fantasy
worlds and their peoples usually bear significant characteristics from past times of the
real world. In the case of Tolkien’s works, and many more fashioned after their
example, pre-medieval and medieval culture, norms, and social and political structure
provide the foundation upon which the fantasy world is built. The use of historical
elements is further to be found in small details such as fashion, architecture, weaponry,
and language. They often appear in idealised form and present the past as times of moral
strength and clear behavioural and social norms. Closely tied to the presentation of pre-
medieval and medieval cultures and lifestyles as desirable is the ideal of the righteous
hero, who repeatedly has to prove his moral worth in a series of tests. The final
completion of his quest shows him to be a worthy role-model for the modern reader and
emphasises the importance of chivalric'? values. Besides the moral example of the hero,
fantasy texts often also present an ideal ruler, usually a monarch®®. This ideal king is

often opposed by his counterpart, the tyrannical ruler. This way, both the chivalric

11 For information on the Golden Age Myth and its function in pastoral and fantasy literature see chapter
4.2.1 of this thesis.

12 Chivalry was a medieval code of behaviour which was initially determined to guide and elevate
mounted knights. The chivalric code included moral, religious, and social concerns. Over the centuries,
the concept of chivalry was applied to describe the “behaviour expected of a gentleman, demanding
personal honour, generosity, loyalty, and courage” (Cannon, chivalry).

13 This depiction of good and valorous heroes and leaders goes back to medieval romance, of which it was
one of the defining characteristics (cf. Burlin, 3-4).
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hero’s and the ideal king’s actions and decisions serve as templates of exemplary
behaviour to the modern audience. Altogether, the use of pre-medieval and medieval
aspects in modern fantasy literature is strongly expressive of contemporary historical
nostalgia. “The medieval code of ethics and chivalry operates as an idealized standard to
which characters aspire, and against which the values of the contemporary world are
measured and found wanting” (Searle, 6). The use of medieval elements offers fantasy
authors the opportunity to create feasible secondary worlds: differing from the readers’
contemporary world in many aspects, they are nonetheless perceived as familiar and “in
a very real sense feel like ‘home’” (ibid). This shows that Stern’s definition of historical
nostalgia does not have to remain restricted to historical romance, but can equally well

be applied to secondary-world fantasy fiction.

With regard to its psychological functions, it can be established that historical nostalgia
operates in the same manner as personal nostalgia, albeit in a supra-individual context.
Even though Wildschut et al only define nostalgia as a private, autobiographical
emotion, their findings can be transferred to historical nostalgia. As shown above,
nostalgia is a defence mechanism not just against the vicissitudes of personal life, but
also against the anxieties experienced by entire groups of people exposed to modern
living conditions. In his work On Living in an Old Country, Patrick Wright depicts the
importance of historical nostalgia for national identity. By creating a sense of national
coherence and importance, the national imagination of the past can serve to overcome
feelings of difference and fragmentation within society (cf. Wright, 132). The past, as it
is rendered by the national imagination, creates an impression of continuity of national
identity, for by its remembrance and celebration of national past, the nation attempts to
recover and reaffirm old traditions (cf. Wright, 148). Wright emphasises historical
nostalgia’s glorifying tendencies, which enhance national self-worth, by pointing out
that in remembering past historical events, the national imagination reveals “a clear
although no longer always preindustrial world from which hope, measure, intelligibility
and courage have not been banished; a counterposed and authentic world which

expresses its incongruity like some strange wild flower forcing its way up through

14 Cf. subchapter 2.4 of this thesis.
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cracks in urban concrete” (Wright, 149). This past is commemorative of a blissful
primordial state and endows modern man’s existence with a sense of meaning by
presenting this glorious world of the past as “‘our’ birthright and inheritance, a world
which ‘we’, exiles as we are in the Wasteland of western modernity, can recognise as
our own” (ibid). Therefore, historical nostalgia is a meaning-awarding mechanism on a
national level and thus has a softening effect on modern society’s fear of future decline
and degeneration (cf. Wright, 66).

2.6 The two Levels of Nostalgia in Fantasy Fiction: Extratextual Nostalgia

and Intratextual Nostalgia

As mentioned above, fantasy literature’s close relationship with the romance genre
renders possible the transfer of findings about the latter to the fantasy genre. Thus,
Donald Beecher’s reflections about the role of nostalgia in Renaissance romance open
up interesting new vistas concerning the role of nostalgia in fantasy fiction. On an
elementary level, Beecher proposes that the quest pattern of romance is nostalgic in
itself: the hero’s (often involuntary) departure from home, his adventurous journey, and
his final redemptive homecoming represent a cyclical movement that is based on the
idea of nostos and algia. According to Beecher, the longing for home is an underlying

drive which urges the romance plot to completion:

“The question must in some instances be entertained whether an art form can express
through its compulsive circular design an equivalent of that emotionalized mind state
of memory and plangent desire that constitutes nostalgia. It is as though the genre itself
assumes the feeling for home that drives the plot to its closure [...]” (Beecher, 282).
Thus, the plot structure of romance, and, due to their similarity, that of fantasy literature
as well, can be regarded as an embodiment of nostalgia. On a higher level, nostalgia is
the romance protagonist’s main motivation that urges him on throughout his journey.
His final return home ends his trials and tribulations, and offers reward in form of

domestic happiness, tranquillity, and peace (cf. Beecher, 285). Consequently, nostalgia
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also plays an important role with regard to romance’s and fantasy literature’s

storyline®®,

Having related Stern’s and Beecher’s deliberations on nostalgia in romance fiction to
fantasy literature, two new terms have to be introduced in order to distinguish between
expressions of nostalgia in the fictional and in the real world: intratextual and
extratextual nostalgia. As Stern postulates that the emotional needs of real people
(readers and authors) influence the production and reception of literary texts, her
argument is focused on extratextual (i.e. real-life) nostalgia and its interplay with
written fiction. According to her, (romance) texts serve to satisfy readers’ emotional
needs by offering them compensation for deficiencies in real life. The depiction of
idealised protagonists within settings that blend historical and fictional elements and are
dated back to mythological time satisfies and stirs readers’ yearning for a better life.
Altogether, the term extratextual nostalgia denotes connections between emotions of
longing in the real world and the setting and time in a text. In contrast, Donald
Beecher’s observations about nostalgia in Renaissance romance exclusively deal with
nostalgia on an intratextual level, i.e. within the fictional world and on the plot level.
Thus, the term intratextual nostalgia refers to expressions of longing within the text
alone. Having shown that Stern’s and Beecher’s theories can be taken together and
transferred to fantasy literature, this leads to the conclusion that both levels of nostalgia,
extratextual and intratextual nostalgia, also play an important role in fantasy texts.
Further following Barbara Stern’s observations, it can also be established that there are
two types of nostalgia: The first type is historical nostalgia, i.e. the longing for pre-
autobiographical past, and the second type is personal nostalgia, i.e. the longing for
autobiographical past. As illustrated in Figure 1, historical and personal nostalgia can

both appear on the level of extratextual as well as of intratextual nostalgia. Following

15 The long history of quest narratives even leads Beecher to hypothesise that nostalgia is a genetic human
disposition which is timeless and unchanging and which manifests in the romance quest pattern (cf.
Beecher, 281). He bases this hypothesis on the observation that the retreat home must always have had
significant positive effects and connotations for human beings: “Imagined scenarios pertaining to our
remotest ancestors are easily defined in terms of instinctual predilections for the sanctuary provided by a
return to the village and community, whether from the dangers of the hunt, feuds over hunting grounds or
borders, exile, abduction, initiation rites, or the challenges of exogamous bride quests” (Beecher, 293).
Following these mere speculations about the emotional life of our primitive ancestors, Beecher fails to
offer solid verifiable proof for his hypothesis.
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Stern’s observations, the two types of nostalgia on an extratextual level are tied to
different literary genres. According to her, historical nostalgia is related to historical
romance, while personal nostalgia is tied to the sentimental novel (cf. Stern, 16). Stern’s
statement that “[h]istorical nostalgia’s most important temporal element is presentation
of the past as the time before the audience was born” is equally true for the type of
fantasy literature created by J.R.R. Tolkien (Stern, 13; emphasis in original). The use of
pre-medieval and medieval elements in many works of fantasy clearly serves nostalgia
for a pre-autobiographical past. Thus, this genre is based on historical nostalgia on an
extratextual level. However, as will be pointed out further down, extratextual nostalgia
will not be of relevance in this thesis, and the following analysis of Tolkien’s works will
focus on nostalgia on an intratextual level only. On this level, personal and historical

nostalgia both play an important role, as the second part of this thesis will show.

Real World / Fictional Text \
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historical nostalgia = extratextual nostalgia \ /

readers’ and authors’ personal &

Fig. 1 The two levels and types of nostalgia (source: author of this thesis)

Based on Beecher’s observations, intratextual nostalgia occurs on the plot and story
level. It is an integral part of the fantasy genre and is, other than extratextual nostalgia,
not directly linked to specific contextual and historical aspects. It appears prominently
in the fantasy narrative in the shape of the quest structure and the protagonist’s
motivation to return home. The plot’s cyclical movement away from home, through the
delusions and confusions of the quest, to the final return emphasises nostos and algia.

Thus, the entire plot structure can be regarded as an embodiment and literary
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manifestation of nostalgia. Psychologically, this nostalgic plot structure is mirrored
within the protagonist, who is driven onwards by his more or less conscious longing for
home. His memories of home are personal nostalgia, as they are directed to a time and
place within the protagonist’s autobiographical past. Furthermore, as the analysis of the
nostalgia of pastoral creatures within The Hobbit and The Lord of the Rings will show,
nostalgia within fantasy texts often stretches beyond the figure of the protagonist and
appears within other characters and even entire groups of characters. Beecher’s
understanding of nostalgia within romance texts must therefore be broadened to include
the nostalgia of all characters within a text, as its restriction to the protagonists alone is
too limited to conceive the frequency and importance of nostalgia within the fantasy
texts analysed within this thesis. As will be shown in the analysis of the primary texts,
many characters in The Lord of the Rings*® show historical as well as personal nostalgia.
Threatened by the political and environmental upheavals in Middle-earth, most pastoral
creatures turn to their autobiographical and/or pre-autobiographical past to find solace

and a source of identity.

18 In The Hobbit, nostalgia only occurs in the shape of Bilbo’s homesickness for the Shire, i.e. as personal
nostalgia. As the analysis in the second part of this thesis will show, there are clear differences between
Tolkien’s earlier and his later work with regard to depictions of nostalgia (cf. chapter 7.1.3 of this thesis).

47



Intratextual Nostalgia Fig. 2 Intratextual nostalgla

in fantasy fiction (source:
1, Protagonist’s Home
Quest
Protagonist’s Personal

Nostalgia

author of this thesis)

Cyclical plot structure and protagonist’s homesickness

2. Characters’ Personal & Historical Nostalgia

L) C——> | Longing for autobiographical past

II . s Longing for pre-autobiographical

——— past

Narrative Text

In conclusion, both levels of nostalgia, extratextual and intratextual, are expressive of a
feeling of lacking and longing that has pervaded humanity throughout all ages. While
extratextual nostalgia is based on real people’s nostalgia for a better past, intratextual
nostalgia mirrors these emotions on a fictional level by transferring them to fictional
characters. The interplay between extratextual nostalgia and fantasy texts creates
settings that bear characteristics of real historical past. By converting this past into an
ideal and blending it with fantastic elements, fantasy texts offer counter-images to their
readers’ experience of the real world. They present past societies, their political
systems, and their values as preferable to those of the present, thus offering their readers
the opportunity to compare and question the status quo and gain new perspectives.
Tolkien terms this function of fantasy literature ‘recovery’, as the fantasy world serves
to present familiar things in an entirely new light: “Recovery (which includes return and
renewal of health) is a re-gaining — regaining of a clear view” (On F-S, 146).
Furthermore, by consuming fantasy texts that present them with nostalgic depictions of
pseudo-historical worlds, readers’ escapist needs are satisfied. Understanding escapism

as a positive way of dealing with the frustrations and restrictions of real life, Tolkien
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points out that escape “is evidently as a rule very practical, and may even be heroic”
(On F-S, 148). Consequently, the strong expression of nostalgia in fantasy texts
functions in two ways: first, as a mirror to the real world; and second, as a
psychological coping mechanism with the tribulations of life in this world for the

reader.

With regard to historical nostalgia on an extratextual and personal nostalgia on an
intratextual level, an important psychological effect can be observed, which serves to
explain fantasy literature’s ongoing success. The circular pattern of the fantasy plot,
which first propels the hero away from home into the unknown to return him to his
home at the end of his quest, strongly emphasises nostalgia’s central emotion: the
longing to return home. Here, home is represented by the hero’s physical place of
residence, which is generally depicted in very positive terms as a place of communal
and natural life. Usually, the hero’s quest is based on his need to defend his home
against destruction from outside. Therefore, his actions are motivated by the wish to
protect his community and home, and to preserve their blissful state. His return home
towards the end of the story, therefore, is a joyous occasion, as the hero returns
victorious after he has banished the threat to his home. Other than the readers’ historical
nostalgic longing for a diffuse and fictive long-lost home, therefore, the fantasy hero’s
personal nostalgia knows the precise address of his longing: his physical home. And
other than in real life, the fantasy hero is actually able to return there. This final joyous
turn of events in fantasy texts, which sees the hero’s happy return to his native place, is
termed ‘eucatastrophe’ by Tolkien (cf. On F-S, 153). It is tightly bound to a function he
calls ‘consolation’ or ‘Joy’. By this, Tolkien refers to the readers’ perception of an
afterlife, which is fleetingly given by the eucatastrophic turn of events. Based on his
Catholicism, Tolkien understands this joy in Christian terms as an anticipation of the
biblical New Jerusalem?!’, which is why he capitalises it. In secular terms, the
consolatory function of the eucatastrophe lies in its creation of hope for a better future
within the readers. This hope, as will be shown in chapter 3 of this thesis, constitutes

fantasy literature’s utopian dimension. Altogether, fantasy literature’s cyclical plot is

17 For a more detailed description of the New Jerusalem and its functions as a future place of redemption
and bliss see chapter 4.2.2 of this thesis.
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not only the epitome of nostalgia due to its structure, but it also depicts the hero’s
nostalgic journey. His longing for his physical home mirrors the readers’ historical
nostalgia for a long-lost home. By identifying with the fantasy hero, the readers can
participate in his successful return home and from this derive hope for their own future
homecoming — be it in this or in another life. A eucatastrophic end in fantasy literature
can therefore have a cathartic effect on the readers — i.e. it offers them temporary relief
from the pressure of their longing and their desire for a better life. Thus, intratextual
nostalgia and extratextual nostalgia together render fantasy literature highly attractive to
modern audiences. Due to their interplay, the two levels of nostalgia should be regarded
as complementing each other. Using real historical elements to offer recovery and
escape, and giving consolation and hope for a better future through its circular plot
structure that finally sees the hero return home, fantasy literature is an effective tool
against the anxieties and strains experienced by modern man. Altogether, it can be
concluded that fantasy literature is a highly nostalgic genre.

With regard to this thesis’ research interest, only intratextual nostalgia will be
considered in the analysis of the pastoral, nostalgia, and the utopian impulse within The
Lord of the Rings and The Hobbit. As the analysis will be made on an intratextual level,
only the nostalgic longing of the pastoral characters and the nostalgic narrative structure
will be of interest. The influence of extratextual nostalgia on Tolkien’s work has already
been duly examined (though not under this name) with regard to Tolkien’s use of real

historical elements and his literary sources®®.

18 For example, cf. Alonso; Alvarez Faedo; Bates; Burger 1984; Burns 2005; Chance and Siewers;
Flieger; Huttar; Manni; Pettit; Sebok; Veldman; Whetter; Wicher.
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3 Utopia and the Utopian Impulse — Fantasy Literature and the

Desire for a Better Life

The main objective of this chapter is to reach a definition of utopia that can be applied
to fantasy literature and thus to Tolkien’s work. In order to achieve this end, it will be
necessary to look at the chief theoretical tendencies and problems within the field of
utopia studies. As a clear definition of utopia is pivotal for its analysis in the primary
works, it is important to shed light on the two main approaches within the field, the
Humanist and the Marxist approach, and to reach a definition of utopia which is
applicable to fantasy literature. In the course of this, the distinction between utopia and
utopian impulse will be presented and related to analytic and descriptive definitions of
utopia. In order to establish a connection between utopian writing and fantasy literature,
Ruth Levitas® definition of utopia as a “repository of desire” will then be introduced
(Levitas 1990a, 199). It will be argued that Levitas’ broad definition of utopia is
consistent with Thomas Schdlderle’s and Fredric Jameson’s definition of a utopian
impulse. This will serve to show that The Lord of the Rings and The Hobbit, though
they do not conform to descriptive definitions of utopia, can be called ‘utopian’

nonetheless, as they both contain a utopian impulse.

3.1 The Difficulty of Defining Utopia

To date there is no consensus among critics regarding a definition of utopia'®. Complete
agreement exists only about the origins of the term: it was coined by Thomas More in
his work De Optimo Rei Publicae Statu Deque Nova Insula Utopia (1516). His coinage
is a composition of two Greek words: ‘ou’, meaning ‘no’, and ‘topos’, meaning ‘place’.
Utopia is Nowhere, a non-existent place. At the same time, More intended a pun, for
‘ou-topos’ is homophonic with ‘eu-topos’, ‘eu’ meaning ‘good’. Therefore, utopia is not
only any non-existent place, but it is a good place that is non-existent (cf. Scholderle,
18).

19 Cf. Levitas 1990a, 7; Saage, 157; Scholderle, 17.
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Centuries of utopian writing and theorising have produced an enormous corpus of
fictional and theoretical literature which is extremely varied and only finds broad
agreement in that a utopia is the depiction of the ideal life, state, or society?®. Though
being cited by most critics (with some variation in the use of the three nouns), this very
general definition of utopia has repeatedly provoked criticism as being “anodyne and
empty” (Goodwin and Taylor, 5) and too broad to be of any use: “If utopia is merely the
good/impossible society, this may include literary fictions, satire, fantasy, science
fiction, religious or secular paradises, political theories, political programmes and
manifestos, small-scale attempts to create ideal communities and nationwide attempts to
create the good society, to name but a few areas” (Levitas 1990a, 4)2L. Furthermore, the
term ‘ideal life/ state/ society’ creates difficulty due to the unspecific nature of the
adjective ‘ideal’. Critics who have used this definition of utopia in order to establish
which works of utopian writing to include in their corpora have had to rely on their own
subjective understanding of the word. According to Goodwin, this has often led to
absolutist standards and criticism of utopia as static and unreal (cf. Goodwin, 5). Apart
from this, it should be noted that there is some important variation in critics’ use of the
three nouns ‘state, society, or life’ in this definition??. This leads to considerable
definitional variation as those three do not necessarily correspond and sometimes even
stand in opposition to each other. Ideas of what constitutes an ideal life do not always
conform to visions of an ideal state. In fact, depictions of an ideal life might even be
based on the abolition of state and the reformation of society in an entirely new way, as

can for example be seen in William Morris’ utopia News from Nowhere. Consequently,

20 For example cf. Frye, 31; Goodwin, 4; Manuel, 70; Segal, 5; Soeffner, 36.

21 The same criticism is also voiced by Fred Davis (cf. Davis 1979, 12-13).

22 For example, Northrop Frye defines utopia as the depiction of “an ideal or flawless state, not only
logically consistent in its structure but permitting as much freedom and happiness for its inhabitants as is
possible to human life” (Frye, 31). For Barbara Goodwin, utopia offers a “model of the ideal society” that
is based “on the concept of the Good Life” and focuses on the improvement of man and society
(Goodwin, 4; emphasis in original). Howard Segal agrees with Goodwin in his definition of utopia as a
vision of “the allegedly perfect society” (Segal, 5), while Ruth Levitas’ definition is very broad and
characterises utopia as the depiction of a good life: “Utopia is about how we would live and what kind of
a world we would live in if we could do just that” (Levitas 1990a, 1). Frank E. Manuel chooses a
similarly broad definition based on the idea of a good life: for him, the main importance in defining
utopia lies in “the intent to evoke a vision of the life of man in an earthly paradise that would be radically
different from the existing order and would presume to render its inhabitants happier in some significant
sense of that ambiguous yet unavoidable word” (Manuel, 70).
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even this broadly applied and very general definition does not serve to generate
consensus among critics due to its imprecise, varying, and partly contradictory phrasing.

One of the obvious reasons for the lack of a widely agreed definition of utopia, and one
that is pointed out by most critics in their attempt to explain it, is that the field of
utopian studies consists of a broad range of disciplines due to the multitude of utopian
expression: it encompasses history, psychology, sociology, theology, literary studies,
political theory, and philosophy?3. Furthermore, the long history of utopian writing has
brought about great variety within the field. Utopias, being reactions to and criticism of
their writers’ historical and social context, are inevitably bound to historical progress
and have therefore changed throughout the ages (cf. Saage, 9; Schwonke, 1). The
multitude of utopian forms and contents, their constant updating, and their historical
contextuality present major problems in the attempt at finding a definition that embraces
all kinds of utopian writing, yet separates the field from other types of literary, political,

philosophical, or theological writing (cf. Goodwin, 3).

3.2 The Humanist and the Marxist Approach towards a Definition of

Utopia

Roughly speaking, two streams of definitions of utopia can be identified: narrow
definitions that characterise utopia in a generic sense, i.e. as a literary genre closely
fashioned after More’s Utopia®*, and broad ones that move away from generic
classification and define utopia as an expression of desire or hope?®. As narrow
definitions do not allow for any diversity in utopian writing, they do not encompass the
fantasy genre. Consequently, in order to find out whether fantasy literature possesses
utopian characteristics, it is necessary to formulate a definition of utopia broad enough
to be applicable to many literary genres, including the fantasy genre. In the following,
the field of utopia studies will be introduced and separated into two groups of critics. As

it is extremely varied and full of contradictions, a detailed overview of its history would

23 For example, cf. Levitas 1990a, 2; Manuel and Manuel, 21; Schélderle, 21; Schulte-Middelich, 42.

24 For examples of such an approach cf. Frye; Hanenberger and Haufschild; Kumar; Morton; Schélderle;
Seeber; Swales.

25 For examples of such an approach cf. Bloch 1978; Crossley; Levitas 1990a; Schulte-Middelich.
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blow the boundaries of this thesis. However, for the purpose of reaching a definition of
utopia that can be applied to fantasy literature, it is necessary to be aware of the main

streams of definitions and their strengths and weaknesses.

Ruth Levitas has proposed a detailed division of the field of utopia studies, which seems
most useful. According to her, utopia is always defined in terms of one or two of the
three aspects: form, function, and content (cf. Levitas 1990a, 4). Additionally, she
distinguishes between a Humanist group of theorists and a Marxist group (cf. Levitas
1990a, 6). The Humanist theorists mainly define utopia based on its form and content,
thus equating it with a fictitious account of a good or ideal society. In many cases this
pertains to their understanding of utopia as a literary genre formed after More’s Utopia
(cf. Levitas 1990a, 5). Despite their common identification of More’s work as the
source of utopian fiction, the Humanist critics have not been able to find agreement with
regard to a corpus of utopian works. Only a very small core of writers (Bacon,
Campanella, Cabet, More, and Plato) is universally acknowledged as being utopian (cf.
Levitas 199043, 31).

“Once we move away from this core, disagreements multiply. The difficulties have to

do with the boundaries between literature and politics, between utopia and religion, and

with differences of content and intent within the literary genre, and thus the possible

distinctions between utopia, dystopia, anti-utopia and satire. But they also have to do

with habit, which affects what is neglected, as opposed to explicitly excluded, as well

as what is chosen for discussion” (Levitas 1990a, 31-32).
Consequently, theorists in the Humanist strain only reach consensus superficially, while
establishing varying categories and definitions in order to vindicate their personal

choices of utopian works.

Critics in the Marxist tradition define utopia based on its function. To them, utopia
depicts some kind of goal, though the exact nature of this goal remains obscure (cf.
Levitas 19904, 5). The functions of utopia are commonly identified as criticism of the
present, escape, compensation, expression of desire, and catalysing of change. However,
critics do not agree in all those points, which is why Marxist definitions also vary
considerably (cf. Levitas 1990a, 34). Definitions relying on content alone do not exist.
According to Levitas: “Working definitions range from the refusal of any definition at

all, through definitions in terms of form, form and content, function, function and form”
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(Levitas 1990a, 7). As mentioned above, an identification of utopia based on content is
problematic, as it forces critics to draw upon their personal understanding of ideal or
good ways of life, thus rendering their definitions subjective and, in most cases, very
narrow. Definitions which mainly rely on utopia’s form are problematic due to utopia’s
historicity which has generated a multitude of utopian forms and expressions.
Additionally, definitions based on function are rendered unsatisfactory by the great
variation in utopia’s intent. The only function always displayed in utopian works is
criticism of the present. All other kind of intent is individually tied to the utopia’s
author and can reach from mere criticism through a serious note of caution to an appeal
for action (cf. Scholderle, 402). In the following, one representative of each of the two
groups of critics will be presented whose definitions of utopia open up the concept to
include fantasy literature. The ground-breaking work of the Marxist critic Ernst Bloch
will be presented first. His work Das Prinzip Hoffnung was the first to present a broad
and inclusive definition of utopia, which will be of importance in the establishment of
Tolkien’s work as utopian. Of even more consequence to this project will be Thomas
Scholderle’s Humanist approach towards a definition of utopia. His insight that a
distinction between utopia as a literary form and a utopian impulse as a more general
expression of utopian desire is necessary is shared by Hans Seeber and Fredric Jameson.
Their work will offer the theoretical grounding upon which fantasy literature can be

defined as utopian literature.

3.2.1 Broadening the Boundaries of Utopia: Ernst Bloch’s Das Prinzip Hoffnung

The founding fathers of Marxism, Karl Marx and Friedrich Engels, define utopia in
rather negative terms. Emphasising utopia’s unrealistic nature, they see its sole function
in the maintenance of the status quo and in the avoidance of revolution by distracting
the working classes from pursuing concrete revolutionary plans. To them, “utopian
writing was a purely mental exercise in which ‘Reason became the sole measure of
everything.” It was a search for absolute truth ‘independent of time, space, and of the
historical development of man’. Certainly it did not have the ‘real basis’ that their
socialism was, in their view, to have” (Davis 1983, 14). By presenting a social ideal,
utopia, from Marx’s and Engels’s point of view, fails to offer realisable alternatives to

the present. Contrary to this, they regard their own designs as scientific and realistic
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blueprints that offer the means for a change in society, which is why they reject the term
utopia for their own work (cf. Levitas 1990a, 57-59).

The most prominent proponent of a Marxist definition of utopia is Ernst Bloch?. In his
extensive work Das Prinzip Hoffhung (1959) he attempts the rehabilitation of utopia as
an important Marxist concept. In order to achieve this end, he considerably broadens the
hitherto narrow definition of utopia as literary works of the type of More’s Utopia. In
Bloch’s view, the traditional Humanist understanding of utopia as a ‘Staatsroman’ (i.e. a

novelistic account of an ideal state) fails to do justice to its versatility and adaptability:

“Doch Utopisches auf die Thomas Morus - Weise zu beschrdnken oder auch nur
schlechthin zu orientieren, das wére, als wollte man die Elektrizitat auf den Bernstein
reduzieren, von dem sie ihren griechischen Namen hat und an dem sie zuerst bemerkt
worden ist” (Bloch 1978, 14).
Thus Das Prinzip Hoffnung comprises a large number of expressions and aspects of
human life which, according to its author, contain utopia. Bloch starts his work with a
detailed account of dreams and then focuses on human drives, needs, and different kinds
of consciousness. From there, he concentrates on diverse aspects such as utopia in
ancient mythology, fairy-tales, film, and theatre. His reflections include deliberations on
utopia in fashion, advertising, and travelling. The final two sections of Das Prinzip
Hoffnung investigate utopia within architecture, travel narratives, paintings, opera, free

time, images of death, and, finally, Karl Marx” work.

Bloch’s definition of utopia is based on what he calls the ‘principle of hope’ — i.e. for
him utopia is any kind of expression of hope for a better life. Hope, for Bloch, means
active anticipation of a better future and stands in opposition to passive escapism?’ (cf.
Bloch 1978, 1). It is a human propensity that can be contained within any type of human
expression. Fundamental to Bloch’s theory of hope are his concept of time, the

% In the German-speaking world, Bloch’s work has always been treated as the most relevant work of
utopian theory in the 20" century (cf. Schélderle, 400). However, due to the delay in translating Bloch’s
Das Prinzip Hoffnung into English (in the 1980s), the English-speaking world often considers Karl
Mannheim as “probably the most well-known theorist of utopia” (Levitas 1990a, 59).

21 This division into ‘good active hope’ and ‘bad passive escapism’ is inseparably tied to Bloch’s two
utopian categories, concrete and abstract utopia, which will be discussed in more detail further down in
this chapter.
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unconscious, and dreams. To Bloch, the partition of time into past, present and future
pertains to different levels of consciousness. In his work, he elaborates on the
impossibility to consciously perceive the present and points out that “Das Jetzt liegt im
Dunkel des gelebten Augenblicks [...]” (Bloch 1985, 286). The only time which can be
consciously perceived is the past due to its temporal distance from the perceiver. It is
observable through remembrance and becomes even more so with greater temporal
distance to the present (cf. Bloch 1985, 287). The past is the realm of the Not-Anymore,
while the future, as the realm of wishful thinking and hope, is that of the Not-Yet. The
Not-Yet is split up into the Not-Yet-Conscious, which is the subjective psychological
side of it, and the Not-Yet-Become, i.e. its objective material side (cf. Bloch 1978, 12).

Bloch takes up Freud’s definition of the unconscious as suppressed past experience,
which continues to have an effect on human behaviour and thought without being
consciously perceived. However, to this he adds that the unconscious also contains
material which has never before been consciously perceived. Thus he goes beyond
Freud’s definition by adding the new dimension of the Not-Yet-Conscious, which is
directed towards the future. Bloch suggests the term ‘preconscious’ as the Not-Yet-
Conscious can eventually gain consciousness and serves as the source for utopia (cf.
Bloch 1985, 288-289). This observation forms the starting point for Bloch’s theory of
dreams. While Freud per se defines dreams as expressions of the unconscious, Bloch
differentiates between nighttime dreams and daydreams. For him, the Not-Yet-
Conscious finds expression in daydreams, while the nighttime dream regresses towards
the Not-Anymore-Conscious (cf. Bloch 1978, 131). As Bloch’s main interest lies with
utopian hopes for the future, he concentrates on daydreams as expressions of the Not-
Yet. In them the material of the Not-Yet-Conscious starts to rise into consciousness in
form of fragments. As soon as these fragments reach consciousness, they can trigger
hope and anticipation and thus obtain a utopian function (cf. Bloch 1978, 163). This
function lies in utopia’s applicability — according to Bloch, hope can only result from
daydreams which depict a world that is possible in the future; all other dreaming is

solely escapist and therefore of no value (cf. Bloch 1978, 1).

In order to distinguish compensatory from anticipatory daydreaming, Bloch establishes
two types of utopia: abstract and concrete utopia. Abstract utopia is escapist dreaming

and does not contain any wish to actively change reality (cf. Bloch 1978, 165). Concrete
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utopia, on the other hand, is an expression of hope and anticipation, as it depicts real
possibility. Bloch regards the present world as unfinished, which is why it is in a state
of process whose outcome is indeterminate. Not all real possibility will be realised in
the future, yet, as realistic options for the future, it is already contained within the
present (cf. Levitas 1990, 17). Utopia, as an expression of the Not-Yet-Conscious and
the Not-Yet-Become, which both contain real possibility and are therefore already
existent in the present, is not just fiction but a part of reality (cf. Scholderle, 397). It “is
thus actively bound up in the process of the world’s becoming, as an anticipation of the
future [...] and, through its effects on human purpose and action, as a catalyst of the
future. Human activity, informed by imagination, has a decisive role to play [...]”
(Levitas 1990a, 87). However, according to Bloch, the division between abstract and
concrete utopia is not clear, as he treats them as ideal types. In his objects of study he
therefore detects a mixture of anticipatory and compensatory utopia. Consequently, he
regards it as a main task to separate the two types and “to reveal and recover the
anticipatory essence from the dross of contingent and compensatory elements in which
utopia is dressed up in particular historical circumstances” (Levitas 1990a, 88).
However, Bloch leaves the question as to how this recovery of concrete utopia can be
effected unanswered (cf. Levitas 1990a, 91).

Bloch regards Marxism as the only concrete utopia and devalues all other types of
utopian production as abstract utopia (cf. Kellner, 94). Thus he rehabilitates utopia as a
positive tool within Marxism and stresses that “Marxistische Philosophie ist die der
Zukunft [...]” (Bloch 1978, 8). As a result, Bloch’s theory nowadays appears one-sided
and outdated (cf. Scholderle, 400). Though a broad definition of utopia is necessary for
the analysis of utopian content in fantasy literature, Bloch’s definition of abstract utopia
is too negative to be useful in the analysis of literary texts. In addition, his
differentiation between abstract and concrete utopia in practice relies on each critic’s
subjective evaluation of the material’s content as either compensatory or anticipatory.
The two types of utopia proposed by Bloch cannot, therefore, effectively serve as
objective means of categorisation (cf. Levitas 1990a, 100). Furthermore, Bloch’s
identification of utopia with hope excludes visions that are impossible to realise, as
hope implies practicability (cf. Levitas 1990a, 190). His concept thus also excludes

fantasy literature’s impossible worlds. Apart from this, his theory does not offer

58



concrete criteria to differentiate between utopia and other types of wishful thinking.
This lack manifests most obviously in Bloch’s extremely varied subjects of study in
which he detects utopia. All the same, Bloch’s work is still regarded as a masterpiece
within the field of utopian studies (cf. Scholderle, 400). For the purpose of this thesis, it
offers an important starting point, as it considerably broadens the definition of utopia
for the inclusion of texts that do not stand in the tradition of More’s Utopia. Bloch’s
work thus clears the ground for the formulation of a broad definition of utopia which is

applicable to the fantasy genre.

3.2.2 Formulating the Difference between Utopia and a Utopian Impulse:
Thomas Scholderle

Most contemporary critics follow in the Humanist tradition while the Marxist approach
is rarely used (cf. Levitas 1990a, 157). The Humanist critics regard Thomas More’s
Utopia as the founding work of a distinct literary genre and attempt to formulate
definitions of utopia that rely on form and content. As mentioned above, they are faced
by the difficulty of defining the boundaries between utopian writing and other literary
genres, as they are fluid. Consequently, there is no agreement within the Humanist
group regarding a definition of utopia. Thomas Schélderle is one of the more recent
Humanist critics who have offered a comprehensive study of utopia. His definition of
utopia is one of the most convincing within the Humanist tradition, as he reaches it by
uniting the four categories usually used separately by critics: form, function, content,
and intent. Aware of the difficulty of defining utopia as a literary genre after More’s
example, Scholderle introduces a new, much broader category which is set apart from
the utopian genre. This distinction between utopia as a literary form and a more
universal utopian expression of desire can also be found in the works of Hans Seeber

and Fredric Jameson. It shall later serve to outline utopian aspects in Tolkien’s work.

In his work Utopia und Utopie (2011), Schélderle follows in the footsteps of his
Humanist predecessors by defining utopia as a literary genre with More’s Utopia as
prototype (cf. Schoélderle, 432). He argues that, though the utopian discourse has
changed throughout time, some core characteristics that go back to More’s work have
remained. He refers to formal and contentual characteristics such as the pattern of the

travel narrative, the use of the island metaphor, the emphasis on reason, or the depiction
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of private property and money as the sources of all evil (cf. Schélderle, 432). However,
despite the recurrence of many core characteristics in utopian writing, Scholderle
emphasises the considerable variation within the genre due to its function as critical
reflection on present circumstances and its resulting historicity (cf. Schélderle, 435).
The originality of Scholderle’s approach lies in his attempt to use four categories as
foundation for his definition: form, content, function, and intent. He reaches the
conclusion that, concerning form, utopia can be characterised as contrafactual fiction
which presents alternative human reality. Contentually, he defines utopia as a universal
expression of an ideal, rational, and socio-political counterimage to present
circumstances. Regarding function, utopia is characterised as a thought experiment
which relativises reality in order to analyse and criticise the present. This goes hand in
hand with its intention as criticism of present socio-political circumstances and the goal
to change and improve them (cf. Scholderle, 479). Uniting all these aspects, Scholderle
reaches the following definition of utopia:

“Eine Utopie ist der meist literarisch verfasste, fiktionale und universale Entwurf von
idealtypisch und rational-experimentell konstruierten Institutionen oder Prinzipien
eines Gemeinwesens, der den realhistorischen Verhéltnissen in kritischer Intention
gegeniibergestellt und auf ein besseres Leben der Menschen gerichtet ist” (Scholderle,
481).

As guideline in determining a canon of literary utopias, this definition seems more

helpful and inclusive than most others, as it unites a great number of criteria which

otherwise appear in fragmented form.

It is of prime importance to observe a distinction laid down by Schélderle in his work:
that of utopia as a distinct literary form and of the “utopian’ as a nominalised adjective

describing a means of expression that can be contained in all kinds of writing.

“Utopisches setzt demnach weder zwingend eine spezifische Darstellungstechnik noch
ein Erflllen aller als konstitutiv eingestufter Kriterien voraus. Es mag ‘utopische’ oder
‘utopietypische’ Intentionen, Funktionen und Gehalte in den unterschiedlichsten
Formen und Manifestationen geben, ohne dass diese in ihrer Gesamtkonstitution den
Merkmalen einer Utopie voll entsprechen. Fiir den Begriff ‘Utopie’ wird man indes
unterstellen missen, dass zumindest die konstitutiven Elemente auf allen
Normierungsebenen des Begriffsrasters erfiillt sind” (Schoélderle, 448; emphasis in
original).
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In his work Wandlungen der Form in der Literarischen Utopie, Hans Seeber establishes
the same categories as Scholderle. For him, utopia is a historical literary genre that goes
back to More’s Utopia and Plato’s Politeia (cf. Seeber, 4). It is characterised by a
descriptive form, little action, and its author’s critical intention. ‘Utopisches’, on the
other hand, is a basic characteristic or motif which can be detected in all kinds of fiction
and does not primarily aim at outlining an alternative society (cf. Seeber, 5). Fredric
Jameson reaches the same conclusion and provides a fitting English term for ‘das
Utopische’. He suggests “to posit two distinct lines of descendency from More's
inaugural text: the one intent on the realization of the Utopian program, the other an
obscure yet omnipresent Utopian impulse finding its way to the surface in a variety of

covert expressions and practices” (Jameson, 3; author’s emphasis).

3.3 The Unresolved Quest for Utopia’s Boundaries: Utopia versus a

Utopian Impulse

In the following, it will be argued that the distinction between utopia and a utopian
impulse made by Scholderle, Seeber, and Jameson can be related to Ruth Levitas’
observation that the field of utopian studies is separated into descriptive and analytic
approaches (cf. Levitas 1990a, 198-199). According to Levitas, descriptive definitions
of utopia in terms of form, content, and function are faced by the problem of utopia’s
historicity, which accounts for the many changes in all three of these categories
throughout the times. This creates major obstacles, which cause descriptive definitions
to be rather narrow, and thus incapable of accommodating the great variety in utopian
expression and too exclusive to find broad acceptance. However, narrow descriptive
definitions are automatically generated in critics’ attempts to establish a bibliography of
utopian works, as such a task demands the stipulation of clear boundaries to other, non-
utopian, material (cf. Levitas 1990a, 198). Thus, critics faced with this challenging task
either explicitly develop constricted definitions of utopia in order to draw clear

demarcation lines, or they at least imply their definition through their individual choice
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of material®®. Opposed to this approach stand analytic definitions of utopia. Due to their
theoretical orientation, they are not primarily aimed at the selection of utopian material
and thus are not faced with the functional problem of boundaries. Consequently, they
are much broader than descriptive definitions and therefore more capable of doing
justice to the great variety in utopian production (cf. Levitas 1990a, 179). Furthermore,
broad definitions enable critics to perceive utopia from different angles by analysing the
interaction between form, function, and content, and their relation to history and the
social context (ibid). However, from a practical point of view, demarcation is a constant
issue and cannot be ignored. Ruth Levitas proposes to remedy this by the inclusion of
more detailed information about the principles underlying critics’ choices of material in
particular studies. “Conceptual clarity is not only a more attainable goal than conceptual

convergence, it is also a more appropriate one” (Levitas 1990a, 199).

Due to their conceptual convergence, the author of this thesis proposes to relate the split
in the field of utopian studies into descriptive and analytic approaches to the distinction
between utopia and a utopian impulse. Descriptive definitions aim at establishing
criteria for utopia as a distinct (mostly literary) form of expression, while analytic
definitions describe utopia in very broad inclusive terms, i.e. as a utopian impulse,
which is an implicit or explicit expression of desire for a better life observable within
any kind of material. Critics are led by their personal research interests in their choice of
one of the two approaches, as it is tightly bound to the question whether they aim at
establishing a bibliography of utopian material, or whether they pursue a more
theoretical string of questions. The terminological differentiation between utopia and a

utopian impulse, and its application to descriptive and analytic approaches, is very

28 Such as the Manuel brothers, for example. In their historical-bibliographical work Utopian Thought in
the Western World, they explicitly dismiss any attempt at a definition of utopia and instead aim at
acknowledging the diversity in utopian production. Presupposing a utopian propensity in man, they try to
“identify historical constellations of utopias with reasonably well marked time-space perimeters and
common elements that are striking enough to permit framing generalizations, while still respecting the
concreteness of the individual experience. The origin of the utopian propensity is, in an absolute sense,
not knowable; its application and incorporation in given utopian configurations or constellations are”
(Manuel and Manuel, 13). However, despite their assertion that they do not want to lay down any criteria
for utopia, they implicitly do so by their selection of utopian works. Levitas remarks with regard to the
Manuels’s method: “Without such a definition, what is included, and what is given the most attention, can
only be a matter of habit, tradition or personal preference. There is a vagueness of definition about the
arrangement into constellations [...]”, but they are blurred and arbitrary (Levitas 1990a, 159-60).
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helpful in emphasizing the two different streams and their underlying motivations
within the field of utopian studies. It clarifies the difference between the two approaches
by awarding different names to the subject matters studied by them: utopia, the object
researched by descriptive analysts, is not identical with the utopian impulse, examined
in analytic studies. Such acknowledgement of the formal, contentual, and intentual
differences between descriptive and analytic studies might take the edge off the
discussion about their respective validity and lead to broader acceptance on both sides.
For this thesis the differentiation between utopia and a utopian impulse is of prime
importance in the establishment of Tolkien’s work as utopian. Consequently, the

terminological distinction just suggested will be applied henceforth.

3.4 “The Repository of Desire”? — Ruth Levitas’ Definition of Utopia and
its Applicability to Fantasy Literature

In her comprehensive work, The Concept of Utopia, Ruth Levitas arrives at the
conclusion that only a broad, analytic definition of utopia is capable of doing justice to
the great variety in utopian material and critical approaches (cf. Levitas 1990a, 179).
Thus, though Levitas herself does not use the term, her subject of study can be
identified as the utopian impulse as defined above. Deliberating the essence of utopia,
Levitas reaches the conclusion that it “[...] seems to be desire — the desire for a
different, better way of being” (Levitas 1990a, 181). She establishes that the source of
utopia is the socially constructed gap between the equally socially constructed needs
and wants within a particular society and the satisfactions offered by it (cf. Levitas
1990a, 181-182). From this, Levitas concludes that “there can be no universal utopia,
not just because needs are differently perceived by different observers but because
needs actually do vary between societies” (Levitas 1990a, 184). She thus refutes some
critics’ claim that utopia is a universal human propensity®. Similarly, she rebuts
definitions of utopia as a depiction of ‘the best possible world’, as this evicts material

that depicts wished-for worlds which are impossible to realise from the utopian canon

29| evitas 1990a, 199.
30 This is, for example, proposed by the Manuel brothers (cf. Manuel and Manuel, 5) and Martin Swales
(cf. Swales, 220).
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(cf. Levitas 1990a, 190). Thus, she criticises Bloch’s definition of utopia as an
expression of hope as being too restrictive, as hope can only be experienced for things
which might really come to pass (cf. ibid). Desire, on the other hand, can be contained
within any kind of expression and is completely detached from the question of real
possibility. Consequently, Levitas defines utopia as an expression of desire: “Utopia
expresses and explores what is desired; under certain conditions it also contains the
hope that these desires may be met in reality, rather than merely in fantasy” (Levitas
1990a, 191). By defining utopia in such broad terms, she wishes to “include the utopian
aspects of a wide range of cultural forms and behaviours. In other words, the subject
matter is not defined in terms of form, but neither is utopia limited to a specific
function” (Levitas 1990a, 192).

By removing the question of utopia’s applicability, Levitas is able to include
compensatory utopias, which do not aim at effecting change, in her definition. This
way, she offers theoretical grounding for the inclusion of fantasy literature into the
canon of utopian material, for utopia “may take the form of a myth of a golden age or an
other-worldly or remote this-worldly paradise” (Levitas 1990a, 192). Though fantasy
literature does not exclusively depict happy worlds such as that of Cockaygne®! or
Nowhere®, elements of desirable utopian realms may be discovered in many fantasy
works - Tolkien’s among them, as will be shown in the course of this thesis. Levitas
points out that the world of compensatory utopias is always located outside the real
world, i.e. in remote lands, beyond death, or in the past “in order to explain why
everyone is not there” (ibid). Though Levitas does not mention fantasy literature as
such, her elaborations clearly apply to the genre’s secondary worlds, as they are defined
by Tolkien as fantasy worlds which lie outside our real world (cf. On F-S, 132).
According to Levitas, the author’s choice of an impossible world as the setting of his
utopian desire is expressive of his belief that his desire is not a hope and therefore not
realisable (cf. Levitas 1990a, 193). “Where utopia is not expected to be realized, one is
constrained only by what it is possible to imagine, not by what it is possible to imagine

31 Cf. Morton, chapter .
32 Cf. Morris News from Nowhere.
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as possible” (ibid). The only function utopia thus retains is that of criticism of the

present and expression of desire (cf. Levitas 1990a, 196).

Levitas’ very broad definition of utopia corresponds to that of the utopian impulse
described above. It is meant to include any manifestation of desire - though Levitas only
refers to literary works in her elaborations, thus implicitly drawing boundaries towards
non-literary manifestations of desire. By including expressions that are solely
compensatory, her definition of utopia is even broader than Bloch’s. Such an inclusive
definition is capable of accounting for a utopian impulse within fantasy literature and
thus establishes the existence of a utopian impulse within Tolkien’s work. In the course
of this thesis, the utopian impulse within The Lord of the Rings and The Hobbit will be
revealed and analysed as an expression of “the desire for a different better way of

being” (Levitas 1990a, 181).
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4 The Pastoral Tradition — Pastoral and Non-Pastoral Categories in

Fantasy Literature

In order to analyse the pastoral and non-pastoral in Tolkien’s The Lord of the Rings and
The Hobbit, it is important to gain an understanding of the many facets of pastoral
writing and the significance of their recurring application in fantasy literature. This
chapter will first offer a concise overview of the different kinds of definitions of
pastoral propounded by the critical community. This will be followed by a short detour
in which three fundamental myths and concepts within the pastoral tradition will be
depicted: the Golden Age myth, the biblical Garden Eden story, and the pastoral ideal of
Arcadia. Knowledge of the history and meaning of these concepts is a necessary
prerequisite for the study of the pastoral, as they have been inseparably bound to it from

the beginning and constantly recur in pastoral writing.

This detour will be followed by a concise overview of the historical development of
pastoral writing. Understanding of the different stages of pastoral writing is necessary to
fully appreciate fantasy literature’s use of traditional pastoral motifs and concepts. It
will be shown under which circumstances the clearly defined boundaries of the classical
pastoral convention dissolved in the 18" and 19" centuries and why the genre turned
into a mode. This distinction between pastoral genre and mode will clarify fantasy
literature’s position within the long tradition of pastoral writing: being a genre itself,
fantasy literature often draws on the pastoral mode but does not follow the strict

convention of the pastoral genre.

In order to offer a theoretical ground upon which the intricate web of the pastoral,
nostalgia, and the utopian impulse within Tolkien’s mythology can be analysed in the
second part of this work, nostalgia’s importance as a central element within the pastoral
will be examined and it will be shown that its nostalgic character renders the modern
pastoral a powerful tool in dealing with the anxieties and problems characteristic of
contemporary times. In addition, the pastoral’s utopian impulse will be highlighted in

order to show that the pastoral is a strong expression of desire for a better future.

The final sub-chapter will analyse the close relationship between fantasy literature and

the pastoral tradition, offering theoretical footing for the findings in the analytical part
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of this thesis. This will first be done by drawing on Tolkien’s essay On Fairy-Stories to
establish that both literature types share identical functions. Second, Phyliss Koppes’
pastoral-heroic spectrum will be presented to highlight the significant interrelatedness
of pastoral and fantasy literature. It will serve to show that the pastoral and the heroic
ideals both express fundamental human desires and that they usually appear in
combination within non-realistic fiction (cf. Koppes, 4-5). Koppes’ pastoral-heroic
spectrum will offer the main theoretical foundation for the analysis of the pastoral and

the non-pastoral within Tolkien’s work in the second part of this thesis.

4.1 Definitions of the Pastoral and their Applicability to Fantasy

Literature

Like nostalgia and utopia, the pastoral evades clear definition. The difficulty of defining
it precisely can be traced back on its long history and the various forms and shapes it
has held since its creation in Greek Antiquity: “Over the course of its history ‘pastoral’
has been both noun and adjective, at times the whole substance, at other times a
combining element in a compound that explores ideas only implicit in the original
matrix” (Lindheim, 136). Consequently, ‘pastoral’ is a contested term, even though it is
used widely (cf. Gifford 1999, 4). Closely tied to the lack of a clear definition of the
pastoral is the impossibility of reaching consensus on a pastoral canon and vice versa, as
“to describe pastoral literature, one needs to define the canon; to define the canon, one
needs a description of the category” (Ettin, 2). In order to align fantasy literature with
pastoral literature, it is necessary to distinguish between narrow definitions of the
pastoral, which treat it as a clearly defined genre, and broad definitions, which
understand the pastoral as a mode of writing detectable in all kinds of literary genres.
Only the latter are applicable to the fantasy genre and therefore constitute the
definitional grounding for the analysis of the pastoral in Tolkien’s mythology, as will be

shown in this sub-chapter.

Narrow definitions of the pastoral mainly rely on content and form. Traditionally, the
pastoral is defined as an idealised depiction of a shepherd's life: “A Pastoral is an
imitation of the action of a shepherd; the form of this imitation is dramatic, or narrative,
or mixed of both; the fable simple, the manners not too polite nor too rustic” (Pope).

Similarly, Finney reduces her definition merely to contentual characteristics: “The
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physical hardships of rural existence - the sowing and harvesting, the actual labor
involved in herding animals - are ignored, as is the potentially deadening quality of life
in the country, its boredom and loneliness” (Finney, 10). As will be shown in the sub-
chapter on the historical development of the pastoral tradition, narrow definitions
prescribe a number of characteristics based on which they establish whether a text is
pastoral; most prominent among them is the contrast between the country and the city
(cf. Chatton, 6; Lerner 1972, 39), the circular plot pattern of pastoral retreat and return
(cf. Gifford 1999, 81), an idyllic country setting, and the shepherds’ leisurely
occupation with poetry and song. According to narrow definitions, one can speak of a
text as pastoral as soon as all of these core characteristics are present within the text.

Since William Empson’s very broad definition of the pastoral in the 1960s as a “process
of putting the complex into the simple” (Empson, 22), the usefulness and accuracy of
narrow definitions have been contested and the mutability and complexity of the
pastoral have been widely acknowledged. Consequently, definitions relying on content
and form have been supplemented with a great number of psychological and functional
ones. Characteristics traditionally taken to be essential to the pastoral only appear
sporadically in contemporary definitions and are broadened in their meaning and
application®®. Definitions of the pastoral based on content are often avoided nowadays
due to their restrictive and arbitrary nature. Instead, the pastoral is perceived as a mode
of thinking rather than a way of writing (cf. Edden, 18). Its escapist®* function as a
healing spring in modern times is widely acknowledged and emphasised. As will be
shown in much more detail further down in this chapter, nostalgia is recognised as a

fundamental emotion in the pastoral by most critics®®, and its utopian nature is

33 For example, the contrast between country and city, which is depicted as one of the central
characteristics of traditional pastoral in narrow definitions, is still mentioned as a defining characteristic
of the pastoral by contemporary critics. However, it has been broadened to mean any kind of contrast or
antithesis. Thus it does no longer have to refer to place but can also refer to the contrast between
children’s and adults’ imagination (as in Alice in Wonderland, cf. Lerner 1972, 39) or between “culture
and nature, civilized and wild, imaginary and actual” (Greenberg, 443).

3 <Escapist’ in this context is wholly to be understood in positive terms, following J.R.R. Tolkien’s
definition as “the Escape of the Prisoner”, i.e. as a positive departure from reality that helps the reader to
perceive of his world in new terms and to find comfort outside it (On F-S, 148).

35 Cf. Ettin, 142; Gifford 1999, 36; Greenberg, 452; Lerner, 41; Marinelli, 9-12; Squires, 13.
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frequently pointed out®®. Pastoral’s functions as a reaction to an unsatisfying present,
criticism of it, escape from it, and as a psychological coping mechanism are mentioned
by all those critics. Thus, the pastoral’s apparent simplicity is unmasked and its complex
critical properties are widely acknowledged. Nowadays, only very few critics still
accuse the pastoral of being a superficial and naive art form too far removed from
reality (cf. Gifford 1999, 2).

The broadness of most modern definitions of the pastoral, though taking into account its
versatility and long history, creates difficulty. Many critics bemoan the modern
application of the term to any kind of text dealing with nature or the rural as being too
diffuse and all-inclusive (cf. Baker, 779; Alpers 1996, Preface). Broad definitions
emphasising the pastoral’s functions and recognising its versatility are imprecise when
it comes to determining a corpus of pastoral works. Narrow definitions, on the other
hand, are often too exclusive and inflexible to do justice to the pastoral’s changeability.
They are problematic as they fail to take account of any new versions of pastoral which
the shifts and developments within the pastoral form throughout the centuries have
continuously brought forth. As a result, advocates of a narrow definition of the pastoral
have occasionally come to the conclusion that it died out in the 18" century, a time in
which the pastoral began to outgrow its traditional form (cf. Lerner 1972, 39).
Altogether, neither broad nor narrow definitions of the pastoral have proven useful in
the attempt to formulate a coherent definition that embraces the entire range of pastoral

manifestations from antiquity to today.

However, terminological and generic differentiation has been suggested by a number of
critics to introduce more clarity and alleviate the debate. Some critics differentiate
between the pastoral as a genre and the pastoral as a mode, claiming that the classical
pastoral should be regarded as a genre due to its clearly defined form and content, while
the modern pastoral should be considered a mode based on the various appearances of
pastoral motifs within all kinds of literary genres®’. Talking about works in the pastoral

mode, Andrew Ettin states: “Not directly pastoral in their material, they nevertheless

3 Cf. Gifford 1999, 36; Kumar, 3-4; Poggioli, 28-29.
37 Cf. Baker, 779; Ettin, 74; Lerner 1972, 39; Marinelli, 3-7; Squires, 37; Wilson, 174.
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embody those attitudes and situations traditionally dealt with in the pastoral, and along
lines familiar to the pastoral. [...] Any idyllic scene is at least a modal version of the
pastoral” (Ettin, 65-66). Based on this distinction between genre and mode, the tensions
between narrow and broad definitions of the pastoral can be resolved by acknowledging
that narrow definitions describe the pastoral genre, while broad definitions understand
the pastoral as a mode. With regard to this thesis, contemporary definitions of the
pastoral as a modal expression of longing and desire will be most relevant, as Tolkien’s
work is consensually recognised as belonging to the fantasy (and not the pastoral) genre
and contains the pastoral in modal form. At the same time, as the pastoral mode draws
its material from the traditional convention, certain characteristics of the classical
pastoral genre, such as the shepherd figure, the static bliss of pastoral life, and the
contrast between pastoral and non-pastoral settings, will also be of great importance in

the analysis of the pastoral within The Hobbit and The Lord of the Rings.

4.2 The Golden Age, Eden, and Arcadia - Recurring Myths and Concepts

within Pastoral Writing

When studying pastoral writing, it is necessary to become familiar with three myths and
concepts which are constantly, both implicitly and explicitly, referred to in pastoral
literature. The Golden Age and Garden Eden myths were established long before the
inventor of the pastoral genre, Theocritus, took up his pen in the 3 century BC.
Depicting long-lost times and places of pastoral bliss, they are fundamental
manifestations of mankind’s perpetual nostalgia for a better life in the past. Their
evocations of pastoral lifestyles, which show man in complete harmony with nature and
his fellow men, were strong influences on the development of the pastoral genre.
Consequently, they contain motifs and concepts which keep recurring within pastoral
writing to this day. The third concept introduced within this sub-chapter is that of
Arcadia. It is much younger than the Golden Age and Eden myths as it was first
introduced by Theocritus and then expanded by Virgil. Like the two myths, it serves as
a recurring concept within pastoral writing and is inseparably bound to the pastoral

genre.
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4.2.1 The Golden Age Myth

The oldest written document of the Golden Age myth known today was composed by
the Greek poet Hesiod about 700 BC. In his poem Works and Days, he depicts a linear
process of social and political degeneration, which seizes on mankind’s general longing
for a past time of wholeness and bliss that stands in stark contrast to an unsatisfying
present. Hesiod depicts five ages, of which the Golden Age is the first and the Iron Age
the last and always the contemporary. The Golden Age is characterised by unstinted

happiness, innocence, and plenty. The people in that age

“lived like gods without sorrow of heart, remote and free from toil and grief: miserable

age rested not on them; but with legs and arms never failing they made merry with

feasting beyond the reach of all evils [...] and they had all good things; for the fruitful

earth unforced bore them fruit abundantly and without stint. They dwelt in ease and

peace upon their lands with many good things, rich in flocks and loved by the blessed

gods” (Hesiod quoted in Squires, 23-4).
The Golden Age knows no war, trade, or labour. Feelings such as shame, ambition, and
pride are unknown, so that love can be exercised freely and people do not know
competition or envy (cf. Marinelli, 15). The Golden Age is lost through a whim of Zeus
and followed by a Silver Age, a Bronze Age, a Heroic Age, and an Iron Age. Each age
sees further degeneration®®, such as the planting of crops beginning in the Silver Age,
the start of war and trade in the Bronze Age, and, finally, the arrival of the unhappy

status quo in the Iron Age (cf. Marinelli, 16).

4.2.2 The Biblical Story of the Garden Eden

Another myth, similar to that of the Golden Age and closely related to it, is the biblical
story of the Garden of Eden. In the Old Testament, Genesis describes the creation of
man and the world by God. He places the first man, Adam, in a garden situated in an
eastern location called Eden. Like the landscape of the Golden Age, the garden contains
lush vegetation that offers food in abundance. In its centre grow the tree of life, spender

of eternal life, and the tree of the knowledge of good and evil. Rivers flow through the

38 An exception from this rule is the Heroic Age, which sees a temporary recovery of some of the lost
glory. Hesiod inserted this age into the process of degeneration to depict in it the time of the Mycenaean
rulers, which is considered a time of glory and heroism in Greece (cf. Giinther and Muller, 20).
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garden and secure its fertility. Adam and his wife Eve (who is subsequently created by
God) enjoy unlimited leisure, peace, and freedom; and feelings such as shame, envy, or
pride are unknown to them. However, they are restricted in their freedom by one godly
rule: not to eat from the tree of knowledge. This rule they break eventually, as the snake
tempts Eve to pick a fruit from said tree and eat it together with Adam. As a
consequence, they learn to feel shame and gain knowledge of good and evil. Having
broken God’s rule, they are evicted from the Garden of Eden and are cursed to endure
pain and labour from that day on (cf. Holy Bible, Genesis 2-3). However, the Bible tells
of a future urban version of Eden, which all those will be allowed to enter who have
redeemed the Fall’s sin throughout their lifetime by living righteously: the New
Jerusalem. It presents what is nowadays known as ‘urban pastoral’®®. Urban pastoral
includes urban settings in its idyllic landscapes and uses traditional pastoral motifs and
themes in its depiction of the city®®. In the Bible, Revelation 21-22 depicts the
restoration of Eden as a holy city reigned by God. The New Jerusalem is made of gold
and likened to pure and precious gems. It is lightened by God’s glory and fed by clear
waters from the River of Light. As in Eden, the tree of life, symbol of eternal life, grows
in the New Jerusalem. And, as in Eden, negative emotions or actions are unknown in
the city of God (cf. Holy Bible, Book of Revelation 21-22).

Both the Golden Age and the Garden of Eden myths attempt to explain life’s trials and
tribulations, but they reach different conclusions: While mankind in the Golden Age
myth is irreversibly damned to endure in the Iron Age and has lost the Golden Age
through a whim of Zeus, Adam and Eve are evicted from the Garden of Eden by their
own conscious wrong-doing and can, through rightful behaviour in life, redeem
themselves in a coming New Jerusalem. Thus, the Golden Age myth depicts an

irreversible linear movement of degeneration while the Bible depicts the possibility of a

% The term ‘urban pastoral’, though widely used, has not yet been officially defined. It is applied to
depictions of urban spaces in pastoral terms, i.e. through the use of typical pastoral motifs and themes.

40 A modern example of urban pastoral is William Morris’ pastoral utopia News from Nowhere, which
depicts London as an idyllic re-naturalised landscape and is a direct reaction to the urbanisation and
industrialisation in the 19" century.
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circular movement that gives rise for hope of a paradise®! in the future (cf. Lerner 1982,
125). Furthermore, the Eden story is a moralising myth, functioning as a warning
against wrong behaviour, while the Golden Age myth is fatalistic, presenting man as a
pawn in the hands of the gods (cf. Lerner 1982, 125).

4.2.3 Arcadia

Many aspects of the Golden Age and Eden myth found their way into the pastoral
convention and its depiction of Arcadia as a place of pastoral bliss. The real Arcadia is
an isolated mountainous region in the heart of the Peloponnese, which was considered
the home of Pan and other mythological creatures in ancient Greek mythology. Due to
the roughness and low fertility of the land, Arcadia was regarded a savage and poverty
stricken region populated with sheep and goats before its poetical conversion into a
pastoral locus amoenus (cf. Kappa, 16). Having been introduced as a pastoral setting by
the creator of the pastoral genre, Theocritus, in the 4" and 3" century BC, Arcadia was
turned into a highly idealised landscape by Virgil in the 1% century BC. He seized on the
region’s mythological heritage by presenting Pan as the inventor of the panpipe, whose
play he teaches to lovesick shepherds, and by introducing other mythological creatures
such as nymphs and fauns into the landscape (cf. Kappa, 16). Virgil established Arcadia
as an imaginary world in which people lead simple, uncorrupted lives in harmony with
nature and far away from the conflicts of the outside world. Thus, Arcadia became a
universal, which would be used by subsequent writers for the projection of their ideals
(cf. Marinelli, 41). Singing, relaxing, and playing music are the Arcadian shepherds’
favourite pastimes, and the landscape responds to their actions and emotions, thus
gaining human qualities:

“[...] bestowing the shrubs, trees, and mountains [...] with human abilities of listening

and singing showed the bond between psyche and nature, human and divine, and was

rather ‘an act of ensouling’, [...]. Just as the soul is placed ‘as a tertium between the

perspectives of body ... and of mind’, this [...] Arcadia mediates between culture and
nature” (Greenberg, 446).

41 <paradise’ is another term for the Garden of Eden used in Genesis 2 and 3 (cf. Livingstone, ‘paradise’).
Etymologically, the word comes from ancient Persian <pairidaéza>, meaning a royal pleasure garden or
park (cf. Finney, 7).
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Arcadia was a popular pastoral setting until the end of the 18" century, when the rise of
realism dissolved the traditional pastoral genre and pastoral writing turned to real

landscapes, as will be shown further down (cf. Marinelli, 54).

4.3 Historical Development of the Pastoral Tradition

The consensus among critics regarding the origins of pastoral writing is that the creator
of the first pastoral was the Greek poet Theocritus (c. 316 — c. 260 BC), who wrote for
the royal court in Alexandria. His Idylls* depict country life in his native home,
Arcadia. Mixing realism with idealisation, Theocritus presents shepherds’ simple life in
the country as a contrast to the refined life of his audience in the city. Thus, the pastoral
was, from its start, designed to meet the desires and longings of those living unde