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I propose to speak about fairy-stories, though I am aware that this is a rash adventure. 
Faërie is a perilous land, and in it are pitfalls for the unwary and dungeons for the overbold. 

And overbold I may be accounted, for though I have been a lover of fairy-stories since I learned to read, and have at times thought about them, I have not studied them professionally. I have been hardly more than a wandering explorer (or trespasser) in the land, full of wonder but not of information.

J.R.R. Tolkien, “On Fairy-Stories”
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Introduction

I first discovered the Harry Potter series when I was 15 years old – exactly the age that Harry is in Harry Potter and the Order of the Phoenix. Like so many others I was and am intrigued by this fantasy story of a young bespectacled boy’s quest for identity and journey to adulthood. Reading the septology for mere pleasure is no longer enough; I want to learn more about the series and the themes and beliefs discussed in them by studying them from an academic point of view. The idea arose to compare Harry Potter and the Order of the Phoenix, the instalment which perhaps more than any is a turning point in the series as to Harry’s identity and destiny, to The Lion, the Witch and the Wardrobe, the best known instalment of a series with which I had only recently become acquainted. 


Offhand, these novels seem rather different from one another. Set during WW2, the universe of LWW  is one of Christ-like lions, characters of ancient Greek mythology and well-mannered children that go “By jove!”, all of which is presented in a rather archaic and didactic tone. As a contrast, HPOP  bubbles with inventive magic, Quidditch games and kids playing tricks on teachers by the use of invisibility cloaks, all of which is narrated in a light-hearted, unceremonious way far from the usually rather high-epic tone of high fantasy literature. In addition, the two novels were written in very different historical contexts with a span of more than fifty years, which would lead to the assumption that they would differ substantially, particularly as to the idea of children and growing up. However, an analysis reveals surprisingly many similarities as regards the ideologies – values and beliefs – at play in these works. Therefore, this thesis will argue that both could be characterised as conservative fantasy stories which, among other things, share an idea of the child as pure-hearted and capable of great deeds. Additionally, I will discuss whether these novels can be considered subversive despite of their innate conservativeness.


In order to carry out this comparative analysis and discussion, I will establish a theoretical platform of knowledge to base my analysis on by discussing the generic definitions and characteristics of fantasy put forth by a handful of selected theorists, which together span more than forty years. It is important to note that this is by no means an attempt to reach any exhaustive demarcation of the complex phenomenon of fantasy; the point is merely to place my works of fantasy in the framework of the genre and to arrive at a theoretical reference point. Not all theorists are given equal importance, but by way of contrast they all contribute to the identification of fantasy literature. In the process, I will also outline the concept of ideology and the child underlying this study. No particular literary theory has been employed as my method is founded on my own ad hoc approach to the analysis of these works. Thus, in the process of arriving at an analytical conclusion, the definitions and views of the theorists as well as the analytical findings of various academic writers have been combined with my own textual observations. Apart from the concepts of ideology and historical context, technical terms and concepts such as setting, plot and narration have been included when relevant. I occasionally refer to some of the other instalments in the two series to provide a sense of perspective, but my main focus of analysis are LWW  and HPOP.


This concludes in the following problem formulation:

C.S. Lewis’s The Lion, the Witch and the Wardrobe (1950) and J.K. Rowling’s Harry Potter and the Order of the Phoenix (2003) were written in very different historical and socio-political contexts, which would initially lead to the assumption that these texts display very different ideologies. 

By means of a textual analysis and a consideration of their individual context, I want to examine the representation of young children in these fantasy works, especially as to ideas of (gendered) identity formation and growing up, in order to demonstrate that they in fact display identical and conservative ideologies. Furthermore, I want to discuss whether these conservative fantasies could be considered subversive despite being dismissed as such by theorists such as Rosemary Jackson and Lucie Armitt.

1. Identifying a Platform of Knowledge
Attempting to define fantasy seems a somewhat daunting task. Over time, definitions of fantasy have been as multifaceted and varied as the shapes of shape shifter Tonks of the Harry Potter series. The genre seems to resist generic reductionism, despite the attempts of literary critics and publishers alike, just as the popular saying ‘one man’s fantasy is another’s reality’ underlines how difficult it is to pin down. However, as some sort of definition and description will be necessary in order for me to have a foundation on which to base my analysis, the following chapter sets out to do just that. Yet, it is important to note that it is by no means my intention to arrive at any final, exhaustive demarcation of  fantasy, just as I do not propose to present a complete summary of other critics’ definitions. Rather, my aim is to provide a platform of knowledge on which to base my analysis. 

1.1. Fantasy according to the theorists

In my attempt to identify what fantasy really is, I want to discuss it by drawing in some of the big names of fantasy studies: J.R.R. Tolkien, Tzvetan Todorov and Rosemary Jackson. All of them have over a period of more than forty years tried to define fantasy literature from a theoretical viewpoint, and their thoughts on the subject have influenced others ever since. Later, I will discuss some of those who came after them, exemplified by Lucie Armitt and Suman Gupta, who apart from providing new views also comment on their three influential predecessors. Many of the definitions of fantasy centre themselves around the relationship between the fantasy world and the real world. The reason why this is so important when defining the phenomenon is that fantasy, or the fantastic, is in a sense relative: It is about an unreal world and unreal things and is only properly understood in the light of its opposite: the real world. The two worlds have a dependency relationship with one another. A rational world view is simply a prerequisite for understanding fantasy, or, as Rosemary Jackson puts it: “The actual world is constantly present in fantasy, by negation.”
 

1.1.1. Tolkien: a serious matter

In many ways J.R.R. Tolkien is doubly unavoidable when discussing fantasy because he is one of the few who has contributed to this field of literature with both fiction and non-fiction; his The Hobbit and The Lord of the Rings have long stood – at least until the emergence of the HP series – as the greatest fantasy works of our time, and his writings and lectures during his long career as a university professor have influenced the writings of others ever since. 


In the rather short book Tree and Leaf, which was first published in 1964, Tolkien discusses the definition of fantasy in the essay “On Fairy-Stories.” His approach to literature here is a mixture of a reader-oriented and a formalist approach. In my view, this essay holds two important points about fantasy literature. Firstly, the story must be presented and taken seriously, otherwise the credibility disappears. He says: 

It is at any rate essential to a genuine fairy-story […] that it should be presented as ‘true’. […] But since the fairy-story deals with ‘marvels’, it cannot tolerate any frame or machinery suggesting that the whole story in which they occur is a figment or illusion.
 

This explains why Tolkien disapproves of fantasy stories which turn out to be a ‘dream’ in the end, such as Lewis Carroll’s Alice stories where Alice wakes up only to discover it has all been a dream.
 Therefore he states:

There is one proviso: if there is any satire present in the tale, one thing must not be made fun of, the magic itself. That must in that story be taken seriously, neither laughed at nor explained away.

Interestingly, his argument bears some resemblance to Todorov’s concept of hesitation (to be discussed in the following) when he states:

The moment disbelief arises, the spell is broken; the magic, or rather art, has failed. You are then out in the Primary World again, looking at the little abortive Secondary World from outside.

His view on fantasy seems to correspond to what Todorov would forty years later call the marvelous. Possibly, Tolkien’s firm belief that stories written under fantasy auspices should always be treated as a serious matter would have been different if he has lived to witness the emergence of HP; while employing traditional motifs and plot structures, Rowling has succeeded in renewing fantasy by introducing new words such as ‘Muggle’ and ‘Quidditch’ and by lovingly knocking fantasy off its often rather high-epic pedestal via the use of unceremonious humour. The quote above also contains the terms, which Tolkien used for describing the worlds often at play in fantasy: The primary world resembles our own real world, whereas the secondary world is an alternative, magical world. To Tolkien, the pivotal element which defines a story as fantasy is the creation of a believable secondary world, which is why he insists on it being taken seriously and particularly that the supernatural elements in it not be made fun of or explained away. There must be no room for hesitation.

Lastly, Tolkien argues that a fantasy story should always have a happy ending and links it with the concept of ‘Consolation.’ He believes that fantasy stories have the potential to offer the reader a feeling of consolation by ending happily. In fact, this is the highest function of this kind of story
 and he has coined a term for it: “Since we do not appear to possess a word that expresses this [function] – I will call it Eucatastrophe.”
 If this effect fails to appear, the reader is left without closure, he explains. Indeed, most fantasy stories do end happily in some way or another. Some of the hero’s friends and travelling companions may die, but he always survives and kills his evil antagonist. This is really how it should be. In fantasy stories the hero and his friends go through so many terrible things and often lose someone in the process, so that anything but a happy ending would be unbearable. Also, the formulaic happy ending is part of the contract which the fantasy story creates with its reader. If the story did not meet the expectations and norms of fantasy literature, we would be disappointed or confused. Like fairy tales, fantasy stories follow a fairly fixed pattern as regards plot structure and characters, and as readers we have learned to recognise these. Basically, a little escapism can be a wonderful thing. It enables the reader to escape what Tolkien – perhaps rather dramatically – calls “[t]he rawness and ugliness of modern European life.”
 

1.1.2. Todorov: fantastic hesitation

Tzvetan Todorov’s work The Fantastic. A Structural Approach to a Literary Genre, first published in 1970, is considered the chief work within studies of fantastic literature and unavoidable when working with fantasy literature. As the title implies, Todorov’s approach is structuralistic, and although I do not find that his work in its entirety can be applied to my objects of analysis, he does offer some interesting points and serves to provide a contrast to the theorists discussed below.

Todorov does not use the term ‘fantasy.’ Partly because he writes in a seventies context when fantasy as we know it today, including HP, did not exist, and partly because his interest is what he calls the purely fantastic. To him, an example of an ideal piece of fantastic literature would be The Turn of the Screw (1898) by Henry James. Here, the reader as well as the characters are kept in ignorance as to the exact nature of the apparently supernatural events occurring in the text, and the story ends in suspense and uncertainty. A firm believer in genre, Todorov’s concept of genre is rather fluent. He states that each genre is continually modified by the arrival of any new work within it, just as he, rather controversially, argues that it is possible to identify a number of genres within which nothing has yet been written.

According to Todorov, the generic affiliation of a fantastic text is to be defined by its neighbouring genres, which he identifies as the uncanny and the marvelous. The former is the supernatural explained, whereas the latter is the truly supernatural, and the genre of the truly fantastic occupies the space between. There are some transitory subgenres as well, shown in the table below. 
	          uncanny
	   fantastic-uncanny
	   fantastic-marvelous
	          marvelous


Todorov defines the fantastic-uncanny in this way: “In this sub-genre [sic] events that seem supernatural throughout a story receive a rational explanation at its end.”
 As regards the fantastic-marvelous, the outcome is of course the opposite: the events are explained as truly supernatural (‘marvelous’) in the end. Texts that can be said to be truly fantastic are very rare indeed. What specifically decides whether a text belongs to the genre of the fantastic or not is hesitation. This concept is the pivotal element in his theory and, as he puts it himself, “the first condition of the fantastic.”
 Todorov argues that a text is only truly fantastic as long as it and the events occurring in it are marked by a sense of hesitation or doubt. This hesitation is felt by the reader, and if the central characters feel it too, it is ideal. If it is felt by a first-person narrator, it is even better, as this ensures the highest level of reader identification with the hero.
 Transferring this to Narnia and HP and ignoring the fact that Todorov would not define these as fantastic texts, it is barely possible to see elements of hesitation. Both Harry and the Pevensie siblings were born in the fictional real world where there is no such thing as magic and therefore go through feelings of disbelief on first encountering the magical worlds of The Wizarding Community and Narnia. It could be argued that we as readers share their feelings to some extent: we, too, have grown up in a non-magical world. However, hesitation disappears as the characters quickly accept the magic, and thereby it all resembles Todorov’s subcategory of the fantastic-marvelous. Thus, the moment hesitation disappears – either because events are explained in the text or because the reader makes up his mind - the genre categorisation changes. To quote Jacob Bøggild in an afterword to a Danish edition of Todorov: “Thus, identifying genres on the basis of Todorov’s genre theory is tantamount to subscribing to a concept of genre which permits the text to change genre in the process.” (My translation).
 


Todorov makes an interesting statement: fantastic literature no longer exists, and this is due to psychoanalysis. According to him, the function of the literature of the fantastic has historically been to deal with topics too controversial or shameful to discuss openly, such as incest, necrophilia and excessive sensuality: “T[]he function of the supernatural is to exempt the text from the action of the law, and thereby to transgress the law.”
  However, with the emergence of psychoanalysis, there is no longer any need for this kind of literature:

[P]sychoanalysis has replaced (and thereby made useless) the literature of the fantastic. […] [P]sychoanalysis, and the literature which is directly or indirectly inspired by it, deals with these matters in undisguised terms. The themes of fantastic literature have become, literally, the very themes of psychological investigations of the last fifty years.

Lastly, Todorov argues that a text must not be allegorical.
 As soon as the reader suspects that events or characters should merely be understood allegorically, his hesitation disappears and the genre of the fantastic is abandoned. Following Todorov’s classification the Narnia series would be the excluded due to its extensive use of Christian allegory. Being a Christian, Lewis has frequently been accused of religious indoctrination because of his more or less obvious use of plots and personas from the Bible, which is noticeable in LWW  in particular. However, I would argue that the inclusion of allegorical figures in any text does not ruin anything – apart from the possibility of hesitation. On the contrary it may add another level to the story so that keen readers will enjoy this on top of the story itself.

1.1.3. Jackson: drawing in the context
Another influential voice in the study of fantastic literature is Rosemary Jackson, and I include her in this thesis in order to discuss and use her findings on subversion, context and literary modes. Her Fantasy: The Literature of Subversion published in 1981 is an attempt to take the findings of Todorov a step further and draw in the cultural, socio-political and historical context. Jackson’s point of departure is context-oriented:

Like any other text, a literary fantasy is produced within and determined by, its social context. Though it might struggle against the limits of this context, often being articulated upon that very struggle, it cannot be understood in isolation from it. […] Recognition of these forces involves placing authors in relation to historical, social, economic, political and sexual determinants, as well as to a literary tradition of fantasy, and makes it impossible to accept a reading of this kind of literature which places it somehow mysteriously ‘outside’ time altogether.

Jackson’s main critique of Todorov’s structuralist approach is this: 

[I]n common with much structuralist criticism, Todorov’s The Fantastic 

fails to consider the social and political implications of literary forms. Its attention is confined to the effects of the text and the means of its operation. It does not move outwards again to relate the forms of literary texts to their cultural formation.

This is a very good point; no text is ever autonomous. It is merely one of many discourses in society, just as there is always a context in which it was created and to which it relates. Unlike Todorov, who equates psychoanalysis with the end of fantastic literature and operates with a very narrow definition of ‘the purely fantastic,’ Jackson  uses the terms ‘fantasy,’ ‘the fantastic’ and ‘the literature of the fantastic’ almost interchangeably and argues that Freudian psychoanalysis has much to offer an analysis. In her view, Todorov has made a mistake in refusing to employ the tools of psychoanalysis to analyse this particular type of literature. She argues that fantasy in literature deals so obviously with the suppressed and unconscious that it would be foolish not to employ it. 
 Apart from being context-oriented, her own approach is psychoanalytic and to some extent structuralistic.
 


Another interesting point that Jackson makes is that fantasy should be regarded as a literary mode and not a genre in itself: 

It could be suggested that fantasy is a literary mode from which a number of related genres emerge. Fantasy provides a range of possibilities out of which various combinations produce different kinds of fiction in different historical situations. [...] This is not to imply that an ideal theoretical model exists to which all fantasies should conform. There is no abstract entity called ‘fantasy’; there is only a range of different works which have similar structural characteristics and which seem to be generated by similar unconscious desires.

This idea seems particularly well suited to a phenomenon as complex and multifaceted as fantasy. This type of literature comes in so many shapes, often including what could be referred to as generic hybrids with the HP  series as an example. Especially in recent years, what we call fantasy has undergone a lot of changes, and the term has expanded and changed. Therefore, an idea of fantasy as a literary mode from which a wide range of related genres can be identified makes working with fantasy easier. After all, this type of literature does seem to vividly resist generic reductionism. Generally, Jackson’s study is more wide-ranging than Todorov’s as Jackson attempts to cover most of the shapes and sizes of modern fantasy. It could be argued that this prevents Jackson from dealing with the matter in depth, but in my opinion she succeeds in making some useful and interesting points as well as offering a fair overview of the range and history of fantastic literature, albeit her ideas of context might be a little one-eyed. 

As implied by the title of Jackson’s work, she is interested in fantasy as a form of literature which questions existing dominant socio-political positions. In general, literature either supports or subverts the dominant order. According to her, “fantasy characteristically attempts to compensate for a lack resulting from cultural constraints: it is a literature of desire, which seeks that which is experienced as absence and loss.”
 She goes on to say that “[t]he modern fantastic, the form of literary fantasy within the secularized culture produced by capitalism, is a subversive literature.”
 Fantasy are stories based on a violation of what is in general accepted as possible and are the narrative, textual result of an attempt to oppose what is fact and normative in society. As Jackson puts it: “Such violation of dominant assumptions threatens to subvert (overturn, upset, undermine) rules and conventions taken to be normative.”
 However, not all types of fantasy literature are subversive. Jackson makes a crucial distinction:

In expressing desire, fantasy can operate in two ways (according to the different meanings of ‘express’): it can tell of, manifest or show desire (expression in the sense of portrayal, representation, manifestation, linguistic utterance, mention, description), or it can expel desire, when this desire is a disturbing element which threatens cultural order and continuity (expression in the sense of pressing out, squeezing, expulsion, getting rid of something by force).

Thus, there is the purely fantastic, which “refuses to accept supernatural fictions: it remains non-nostalgic, without illusions of superhuman intervention to effect difference.”
 An example could be Cazotte’s Le Diable Amoreux (1772). This type of fantasy literature is subversive. Then there is the realm of fantasy literature which she terms faery [sic] or romance literature, such as Tolkien’s Lord of the Rings or Lewis’s Narnia. This type, epic in scope, typically takes place in feudal, pre-industrialised settings and is marked by nostalgia and morality, so that they

move away from the unsettling implications which are found at the centre of the purely ‘fantastic’. [...] Thus they defuse potentially disturbing, anti-social drives and retreat from any profound confrontation with existential dis-ease.

Thus, this type of fantasy is not really subversive but conservative, and consequently it does not fall within the scope of Jackson’s field of interest. English author and university lecturer Suman Gupta has questioned this decision of Jackson’s, which will be elaborated on in the following, and later I will, with the help of Gupta and Steen Christiansen, express my own scepticism concerning this decision.

1.1.4. Armitt: a present-day Jacksonian approach

Much has happened as regards the production and study of fantasy literature since Tolkien, Todorov and Jackson wrote on the subject. One of the more recent voices in the debate is Lucie Armitt. In her Fantasy Fiction: An Introduction (2005) she comments on these three theorists and presents her own findings, which is why she has been included here, just as she has actually written on HP. 


In her definition of fantasy, Armitt to some extent resembles Jackson in that she dismisses any strict generic reductionism:

[A]ll too often the criticism written on fantasy has fallen short, categorising, classifying, compartmentalising literature into division and subdivision, and arguing over whether the boxes into which these texts are crammed should be labeled ‘marvellous’ or ‘fabulous’, ‘sword and sorcery’ or ‘space opera’, ‘myth’ or ‘faerie’. This is not criticism, it is travesty.

A slight criticism of, among many, Tolkien and Todorov is audible in this. From this point of departure, Armitt arrives at the following definition of fantasy literature:

[A]ll fiction is fantasy, insofar as narrative scenarios comprise an interiorised image (one having existence only in the author’s head) projected outwards onto a blank page. Through the invention of a reader, one who brings his or her own reading fantasies to that book, we have a dynamic meeting point giving shape to the unique pleasures inherent in every readerly encounter. Fantasy, then, is the basis upon which all reading and writing is founded.

This is too broad a definition, I think, which almost seems to be based on the rationale that it will make it easier to work with fantasy literature; with this categorisation almost anything goes. Additionally, Armitt agrees with Jackson when it comes to the belief that the context of the individual fantasy work is important and that historical context affects the way we over time read the story.
 Like Jackson, Armitt also finds psychoanalysis an apt tool when analysing fantasy, and her book does contain a lot. 


Armitt identifies a characteristic of fantasy literature when she establishes fantasy “as the type of writing that questions what happens beyond the horizon.”
 It is certainly true that fantasy (and adventure) literature has long been preoccupied with the idea of borders, border crossing and the endlessly receding horizon, aching to know what lies beyond. This can be linked closely to the underlying feeling of desire (which Jackson is very interested in) that permeates all fantasy stories; fulfilling that desire is always the motivating force of the story, no matter whether the hero goes on an actual journey across new country in pursuit of treasures or he wants to win the heart of his beloved.  

In addition, Armitt partakes in the age-old debate on the value of fantasy literature. Prejudice against fantasy, particularly in academic circles, was certainly never scarce, and as Armitt puts it, fantasy “inevitably attracts two negative constants: escapism and pulp fiction. Once we have introduced these, it takes only a small step […] to connect fantasy with ‘popular’ rather than ‘serious’ literature.”
 The notion that fantasy literature holds very little literary value in itself has dominated the discussion, aided by the fact that much fantasy is children’s literature and thereby considered ‘childish.’ The debate may not be that relevant anymore as the study of popular fantasy is entering the university, and anyway many people would strongly object to the idea of writing fantasy off as having little literary merit. However, any exhaustive discussion of the issue of literary value is not within the scope of this thesis.

1.1.5. Gupta: striking a blow for conservative fantasies

I want to end the theoretical discussion of fantasy with a look at Suman Gupta as regards his view on the subversive qualities of fantasy and the dismissal of so-called conservative fantasies. In his Re-Reading ‘Harry Potter’ from 2009, Gupta discusses the political and social ideologies of the HP books and comments on Todorov and Jackson. In spite of agreeing with Jackson’s context approach, he argues that she has made a mistake in dismissing what she terms conservative fantasy stories and omitting these from any further analysis. Although Jackson is quick to say that this exclusion “is not simply through prejudice against their particular ideals,”
 Gupta finds that Jackson’s choice “marks out some ‘popular’ ‘best-selling’ fantasies [...] as being conservative in temper and therefore (despite her protestations) not worthy of serious critical attention.”
 He also thinks that Jackson “covers up the ideological proclivities that guide the decision to deliberately neglect the conservative”
 by expelling so-called conservative fantasies from the realm of fantasy. He points out how Jackson tends to equate popular best-selling fantasy literature with conservativeness and argues that there are many interesting and uncharted aspects of this categorisation of a certain type of literature and the ensuing exclusion from critical analysis. Looking at the development since the publication of Jackson’s widely influential work, Gupta states:

This repression of critical curiosity has regretfully become characteristic of most serious analyses of ‘fantasy literature’ thereafter; unless, that is, literary texts which belong to the expelling–desire category of ‘fantasy literature’ can be deemed to have become historically important – revealing expelled subversive desires of some bygone period.

In Gupta’s view, Jackson has in fact been so influential that certain types of fantasy literature have been analytically overlooked. Conservative and popular fantasy has consequently been omitted from most critical studies. Gupta mentions Armitt as one of the more recent examiners of fantasy and claims that she too has let herself be carried away with too extensive a focus on subversion.
 Probably,  dominant ideas of what constitutes high and low literature have played a part in this decision. More than once, Rowling’s books have been dismissed as pulp fiction and most academic surveys of the series do focus on the cultural impact of the books and not their literary merits.

I definitely agree with Gupta that there are some interesting and neglected aspects of fantasy literature as regards the literature which can be said to be conservative in scope. Despite a span of more than fifty years, I would argue that both Lewis’s Narnia and Rowling’s HP can be considered conservative fantasies. This does not mean that certain subversive elements are not present in them, but the fundamental tone is conservative, whether this be fully intended or not. The ensuing analysis elaborates this. 

Gupta also discusses how to classify the HP books. He dismisses the series as part of Todorov’s fantastic due to their lack of hesitation, but argues that they could be fitted into what Todorov defines as the marvelous, since this category is characterised by the characters showing no surprise at supernatural elements.
 Indeed, Harry quickly recovers from his initial shock upon being introduced to the Wizarding World. Yet, Gupta aborts this definition in practice since everybody seems to agree that the series is in fact fantasy literature, despite charges against Rowling that her fantasy violates the genre, and concludes: “Let me, along with many others, assume that the Harry Potter books do fall into a loosely (rather than rigorously) defined and inclusive category of ‘fantasy literature.’”
 He has a point. Today it does not make sense not to discuss these books as belonging to the mode of fantasy. The entire discussion arises because of Rowling’s both novel and traditional way of using the generic framework and her depiction of the relationship between the parallel worlds, which in her books are not as separate as in most fantasy. As a contrast, Narnia is easier to place, since its worlds are clearly separated and the entire story is closer to traditional fantasy.

1.1.6. The concept of fantasy underlying this study
To conclude, Tolkien, Todorov, Jackson, Armitt and Gupta all offer some interesting points on the nature of fantasy literature. In this study, I have adopted the parts of their theory that I find useful in order to create my own ad hoc approach. As regards Tolkien, Todorov and Jackson, they have all been very influential for more than two decades, but it must be remembered that they write from another context than the present. The idea and popularity of fantasy literature has changed a lot since then, and is still changing, which is why I choose to regard them all as products of their time when trying to identify those of their ideas that can be of any use. Despite it being somewhat of a personal manifesto, Tolkien’s “On Fairy-Stories” offers a couple of good points on the characteristics of fantasy, and in my thesis I will adopt his terms ‘primary’ and ‘secondary’ when speaking of the worlds in fantasy. Todorov’s definition of the purely fantastic proves too narrow to fit the texts that I want to analyse here and therefore primarily serves to form a backdrop in this theoretical discussion of what characterises fantasy literature. Jackson has been included in this thesis for a number of reasons; she provides ideas of the context and subversion of texts, which will enable me to discuss the hypotheses put forward in my problem formulation, and I find that I agree with her more wide-ranging categorisation of fantasy, just as I concur with her idea of fantasy as a literary mode. The views of Armitt in many respects resemble those of Jackson, only with a more recent twist, which is why she has been included. Also, Armitt has some analytical points about HP and stresses the preoccupation of fantasy with borders, which I will include in my analysis. The concept of fantasy underlying this study will be based mainly on the ideas of Jackson and Armitt. However, I do not agree with them as to the categorisation of subversive literature, which will be elaborated on in chapter 4 in combination with suggestions put forth by Steen Christiansen. Lastly, Gupta provides new and interesting insight into the recent trends of critical approach within fantasy studies and presents ‘popular conservative fantasy’ as a new subgenre, which will also be included in chapter 4. He is part of the reason why I chose the Narnia and HP  books for this thesis: this kind of literature has been fairly overlooked (as regards the discussion of ideologies, subversion and many other aspects) within literary critical analysis, which is one of the reasons why I find them particularly interesting.

As to the question of terminology, all of these theorists use different terms in their description, although all of them are dealing with much the same kind of literature. For instance, Tolkien speaks of ‘fairy-stories,’ Todorov keeps strictly to ‘the fantastic’ and Jackson uses ‘literature of the fantastic,’ ‘the fantastic’ and ‘fantasy (literature)’ almost interchangeably. As I find that it is Jackson’s and Armitt’s choice of words which fits the outline of this study best, I will follow their example, mainly adopting ‘fantasy (literature)’ as the dominant term as I find that this term is well suited as regards the kind of literature I want to focus on. Since the boom in popularity affected by series like Narnia, Lord of the Rings and HP  these works have become the standard against which we measure what ‘real fantasy’ is. Today, it is mainly academics and publishers who care to discern magical realism and fantastic literature from popular fantasy, and perhaps the distinctions do not make that much sense anymore, as fantasy has changed into a plethora of literatures and has been remediated into a number of different media, making it a cultural phenomenon. In any case, I do not find that my objects of analysis can be characterised as belonging to the purely fantastic. This categorisation is too narrow, and the two novels lack the pivotal feeling of uncertainty concerning the supernatural elements occurring in them. If any of Todorov’s categories apply, it would be the subcategory of the marvelous since the supernatural elements in the novels are accepted as natural.

On a much more practical level, I would define LWW and HPOP as high fantasy (also known as epic or heroic fantasy) which is generally agreed on as a subgenre of fantasy literature.  According to The Ultimative Encyclopedia of Fantasy (1999), it is possible to identify a number of subgenres of the literary mode of fantasy, including high fantasy, which each have their characteristics, although these categories due to their overlapping should not be considered completely watertight.
 I find that my objects of analysis fit this categorisation when it comes to their representation of worlds, their setting marked by nostalgia, and the sometimes epic quality to them in the portrayal of the battle between good and evil. This will be elaborated in chapter 3 where the classification will serve to characterise the parallel worlds and how to access them.

Part of me almost shrinks from professing any definitive definition of the complex phenomenon of fantasy literature. I, too, do not like the idea of strict generic reductionism although I have identified my objects of analysis is representatives of the category of high fantasy, as I consider a broad definition as Armitt’s too vague. Yet, I will base my idea of fantasy on the assumption that a fantasy is a story based on a violation of what is normally accepted as possible and normative, for instance the existence of magic. In fantasy the unnatural is naturalised via the presentation of an alternative world. Although the alternative, magical world is often where the main focus of the story lies, the starting point is always the primary world, because this resembles our world the most. We simply need to understand what we do not know on the basis of what we know. Therefore, it cannot be said that fantasy has nothing to do with reality: it comments on reality and is only appreciated through knowledge of reality and its limitations. At the same time, I would argue, fantasy examines and challenges these very limitations and borders. Finally, it is my firm belief that a text is always influenced and shaped by its context. A literary work is merely one amongst many discourses of society, and these discourses change over time as the material conditions and consequently the social, political and historical conditions of a society develop and alter. This is one reason why I agree with Jackson among others that a text can never be analysed fully without taking into account its context.

1.2. Identifying a concept of ideology and historical contexts

Texts are never neutral. Because I attempt to analyse two fantasy works as to their ideological content and representation of young children and intend to argue that they display rather conservative ideologies and values, it is necessary to define what exactly is meant by this. Characters in a literary work are representations. Nikki Gamble and Sally Yates explain: 

 [W]riting is not a neutral or objective activity and characters are not real people. They are representations constructed by writers to reflect their values and beliefs. When a writer’s value system is congruent with our own, we will not recognize the construction, but when they hold markedly different values it is made visible. [...] The term that we use to talk about the writer’s system of values and beliefs is ideology.

I would agree on this definition. Quoting Peter Hollindale, Gamble and Yates argue that ideology in literature operates at three levels: Firstly, the writer may express his views overtly or didactically. Secondly, he may in his work reveal various unexamined assumptions, which if they are widely shared will not be questioned. Thirdly, his work is to be considered a product of his time as any writer at any point in time operates within a system of ideologies.
 The writings of Lewis could easily be considered to display rather explicit ideologies, as Lewis’s view on topics such as women and boarding schools are quite easy to identify, especially due to the authoritative tone of the narrator. Rowling is not as easy to make out, which will be elaborated on in my analysis. Thus, Gamble and Yates define ideology as a set of ideas or values. A definition fairly consistent with this can be found in An Introduction to Literature, Criticism and Theory (2009) by Andrew Bennett and Nicolas Royle, where ideology is explained as “the way that people think about their world.”
 They link ideology with textual representation when they argue that

literary texts may be considered as places where the structures and fractures of ideology are both produced and reproduced. Literary texts do not simply or passively ‘express’ or reflect the ideology of their particular time and place. Rather, they are sites of difference and conflict, places where values and preconceptions, beliefs and prejudices, knowledge and social structures are represented and, in the process, opened to transformation.

Therefore, texts are products of a given context, and the existing ideologies of that period are filtered through a given author. Interestingly, Bennett and Royle elaborate by arguing that certain literary genres may have certain ideological forms,
 and within this frame of reference I think it could be suggested that some fantasy literature has a conservative ideological form. Thus, much of the content of works such as LWW and HP may be conservative, as I will argue in this thesis, but also their very form may display a certain conservativeness. One obvious example would be the ending, which in fantasy works is often fairly closed and thereby may enforce dominant ideologies. 

To sum up, the underlying concept of ideology in this study will be based on the definitions discussed, and whenever I use the terms conservatism and conservative in connection with these values and beliefs, I mean by them what could be described as being opposed to great or sudden social change or that traditional styles and values are what is preferred. With definitions in place, I will now briefly outline the historical contexts of my two objects of analysis.


LWW was published in 1950 but written around 1948 and 1949. To Britain, the forties were a decade marked by war and its aftermath, and it was an era of great change. Gender roles were altered during WW2 when women entered the labour force to fill the gap created by male military enrolment, just as many young women volunteered for army service. The war led to dissatisfaction with the ‘ruling classes,’ political unrest and the Conservative government, and in 1940 the Conservative Winston Churchill succeeded Neville Chamberlain as Prime Minister. When later Labour took over, one of its greatest achievements was without a doubt the creation of the welfare state, and extensive social reform was welcomed by the majority of the population who were suffering under material deprivation and unemployment. In Britain since 1789: A Concise History, Martin Pugh argues that a patriotic upheaval generated by the war weakened the right wing,
 and I would argue that coupled with the social and political upheaval of the era the view on children changed, becoming particularly among the conservative-minded more nostalgic and romantic in nature. In a time of change it is a common reaction to turn to the familiar and to old values.


More than fifty years later, in 2003, HPOP  was published, as a result of more than three years of writing. Much had happened since the post-war period. Since loosing its status as empire, Britain had struggled to find its new role in the world, and Thatcherism, privatisation and economic decline had taken over. However, the nineties saw a great turning point when in 1997 – the year of the publication of the first HP instalment - the relatively young Tony Blair of Labour won the general election and in the following years introduced his New Labour programme, which was a mixture of Conservative Thatcherism and socialist politics. Some of the results were an increase in female MPs and a break with the hereditary element in the House of Lords.
 The party owed much of its success to the broad appeal reached by fusing conservative and socialist ideologies, which meant that middle-class voters with a fairly conservative mindset were able to identify with it. I would argue that the preservation of conservative values linked with the Labour focus on the family and childcare endowed the period with a focus on the child and a belief in its value. A focus, I would argue, which has not decreased since the millennium and the increasing salutation of the individual and children in particular.

Based on these observations and this platform of knowledge, the next chapters, which constitute the first part of my analysis, attempt to analyse my two works of fantasy as to their representation of young children, their identity formation and their coming of age. 

2. Growing Up in the Narnia and Harry Potter Universes

In the following I attempt to describe and discuss the textual representation of growing up and reaching adolescence exemplified by the characters in Lewis’s LWW and Rowling’s HPOP. By looking at for instance the ideological portrayal of gender roles, the importance of symbolism and narrative techniques, I want to find out what it means to be a young, developing child in a fantasy world where almost anything is possible and great deeds are expected from you. In the process, I will argue that the representation at hand is a result of the more or less conscious ideologies of the writer, who are themselves to be considered products of their time, acting as filters of the existing ideas of an age. Naturally, the concept of a child may vary depending on the text. Susan Hancock, who studies children’s literature, puts it this way: “Since children’s literature is generally created by adults, it is inevitably peopled with surrogate-child protagonists, constructions that represent adult text-creators’ ideas of what a child ‘is’, shaded by their own cultural, personal and social contexts.”
 Thus, the definition of a ‘child’ is merely a socio-cultural construct and will therefore vary over time and from author to author. In my analysis of the representation of children I have chosen to focus on a few aspects, particularly their identity formation, internal hierarchy and gender. Also, Hancock goes on to clarify how the child representation indirectly reflects its creator because it can only be presented “as the ‘other’ that is feared or desired or loved or hated by adults who have left the state behind (perhaps) and can now only approach it, warily, from the position of an outsider.”
 With these observations in mind, the following discusses the portrayal of the shaping of identity, which is inextricably linked with the challenging process of growing up.

2.1. The quest for identity: the discovery

On one level, the Narnia and HP  series are about young children going on a physical quest towards one goal: defeating the world’s enemy number one to save the world. On another level, though, they are just as much about the process of growing up and finding your place in the world. This dual model dates back at least to the fairy and folk tales, which is one of the reasons why these stories have such an appeal to us even today; they subconsciously draw on the motifs and structures of age-old myth and folklore that has stayed with us in our narrative tradition for centuries. The children of these novels are not just children: They may be ordinary children, which is for instance illustrated by their rather ordinary names, but they are also heroes, which can be seen by the plots. Both stories can to some extent be said to follow the plot structure of ‘the returning prince’ come to save the world from the evil usurper and ascend the throne, heralding a new age of happiness: The Pevensie siblings are summoned by the god-like lion Aslan to the magical land of Narnia to rid it of the cruel White Witch, and Harry Potter is destined to free the Wizarding World of the evil Lord Voldemort as he is the only one who can. In the process, they will all discover who they truly are.


The moment of recognition as to one’s identity and destiny is important because that is when it all begins. HPOP  is the volume in the series where Harry learns from a prophecy that he is in fact destined to be either Voldemort’s vanquisher or victim.
 His fate is sealed because of the lightning-shaped scar on his forehead. Both the prophecy and the fact that the hero has been physically marked are very common traits in fairy tale stories. In Homer’s Odyssey, too, the hero Odysseus is recognised by a scar on his leg. Thus, Rowling effectively employs the characteristics of the hero myth to show that Harry is special; he is destined to fight Voldemort and there is no way around it. In LWW, the Pevensies carry no other mark other than that they are human and therefore destined to fight the Witch. It never becomes clear whether they are the chosen ones merely because they are human and happened to stumble into Narnia or because they, the Pevensies, are in fact the chosen ones. However, Lewis does draw characteristically on the motif of the chosen one and has Mr Beaver quote a prophecy to them: “When Adam’s flesh and Adam’s bone/ Sits at Cair Paravel in throne/ The evil time will be over and done.”
  Having so far lived all their life in the non-magical ‘normal’ world, none of the children are aware of their magical destiny, and consequently the discovery is quite a shock. At least to Harry. Lewis’s children never really seem to think deeply about the consequences of having to save the world; they just do it and happily take on the governing of an entire country afterwards. Personally, I find myself missing the exploration of individual feelings and fears in the children on this point and think that it renders the story less believable compared to Rowling’s. Yet, Lewis is a storyteller who prefers to focus on the big picture. With him, the world of Narnia is what matters, not so much the individual children who are summoned to Narnia throughout the series. As a contrast, Rowling’s story is focalised through Harry throughout the series, making the identification quite strong. 

2.2. Fighting a war on two fronts: the troubles of being a teenager

In this part of my analysis, I have chosen to focus my attention primarily on adolescence. The reason is quite simply that this is an age with many things going on. It is a time of bodily and emotional change and the time in life when an individual’s adult identity is formed. Therefore, it is relevant to the theme of growing up. In HPOP, Harry has quite clearly reached puberty, displaying many of the characteristics of a frustrated, confused teenager struggling to find out who he is. At the same time, he has to deal with graver issues such as loosing his godfather Sirius and fighting Voldemort. In LWW there does not seem to be much adolescence going on at first hand. The individual ages of the Pevensie siblings are never told, but they must be around eight (Lucy), nine (Edmund), twelve (Susan) and thirteen (Peter). Yet, there is a lot of interesting rivalry and internal fighting for hierarchy among the four siblings which could be argued to foreshadow adolescence. 
It is important to note that the young protagonists are fighting a war on two fronts. Not only must they face and defeat the world’s most dangerous magician, taking upon them the responsibility of saving the magical world, they must also struggle with themselves at an age when interest in the opposite sex and the desire to find your place in the social hierarchy suddenly become very dominant issues. As if being a teenager was not enough. It is no easy task, and the young heroes have a hard time handling both. Sometimes it has dire consequences: Fed up and feeling defiant, Harry indirectly causes the death of his godfather by refusing to take Occlumency lessons from Professor Snape. Naturally, Harry is haunted by guilt. Edmund barely escapes this burden when he betrays his siblings to the White Witch for a box of Turkish Delight and his desire to be king; he realises his mistake and is forgiven before anyone gets hurt. Gamble and Yates identifies three possible types of conflict in children’s literature, dubbing them ‘character against character,’ ‘character against self’ and ‘character against society.’
 I would argue that LWW and HPOP  both include elements of the first two. As mentioned, Harry as well as the Pevensies are struggling with themselves as well as with the evil world enemy. The first category can be linked to the overall theme of both LWW and HPOP: the archetypal battle between good and evil. As Gamble and Yates explain, fantasy stories following the character against character pattern often centre themselves around this conflict, with the child protagonists representing the good forces, and add: “That a child can be the vanquisher of evil serves to demonstrate that the meek can overcome the powerful providing right is on their side, a theme that has a strong tradition in Judaeo-Christian mythology.”
 The second category applies because the protagonists of LWW and HPOP  struggle with themselves and each other while battling the forces of evil. Sometimes Harry almost buckles under the pressure of it all: “I DON’T CARE!’ Harry yelled [...] ‘I’VE HAD ENOUGH, I’VE SEEN ENOUGH, I WANT OUT, I WANT IT TO END, I DON’T CARE ANYMORE –‘
 Harry has had greatness thrust upon him and would much rather do without. Gamble and Yates explain how the character against self category centres on children overcoming their fears and emotions,
 and this is exactly what Harry and the Pevensies do. As Susan says: “I don’t want to go a step further and I wish we’d never come. But I think we must try to do something.”
 The children may be reluctant heroes, but they are heroes exactly because they do what is necessary and right instead of what is easy. A message which of course goes straight in with most readers.

2.2.1. Group dynamics: finding one’s place in the hierarchy

Both novels display a preoccupation with power structures and social hierarchies. In both HPOP and LWW, the role of the peer group – whether it be friends or siblings – and the problem of finding one’s place in it is a major theme and links with the one of growing up. The fact that the young protagonists are so preoccupied with this could be seen as a presage of adulthood when group dynamics and social hierarchy is of equally great (if not greater) importance. Both Harry, Hermione and Ron in HPOP and Lucy, Edmund, Susan and Peter in LWW explore this and not without conflict. It is a central paradox of the books that when they are together it is both their greatest strength and weakness. The children depend upon one another, and the message of both books is clearly that unity and solidarity is a good old value: You must stick together and work together as this is the only way to overcome danger. At times this causes a lot of rivalry and conflict which threaten to ruin their friendship. In a work of fantasy this becomes even more dangerous: Harry and the others are not just ordinary teenagers where an argument results in nothing but losing a friend – in the world of magic this may mean losing your life. (And, taking it a bit further, might mean being the cause of the destruction of the entire world, which is undoubtedly pretty bad as well). 


Starting with LWW, there are some rather conservative ideas about social hierarchy at play, which I in the following will argue reflect the views of Lewis himself and his socio-political context. This conservativeness is seen most clearly in the portrayal of Edmund’s journey from obnoxious and selfish to noble and brave, which includes his complying with the ‘natural’ hierarchy of the sibling group and accepting Peter’s position as leader and ‘head boy.’ The internal hierarchy among the Pevensies is rather traditional, age-based and could be described briefly something like the following: Peter is the oldest and therefore seems to be the natural leader; Susan is motherly and always quick to despair; Edmund is the ‘difficult’ child constantly in conflict with his siblings and Peter in particular; and Lucy, the youngest, is saintly sweet-tempered. From an analytical point of view, Edmund is by far the most interesting as he is the character who changes the most. Perhaps this is why he is the only Pevensie whose inner character is explored in depth, although we get to know Lucy quite well too. Peter and Susan especially are not particularly rounded characters: They are types mainly to be understood in terms of their roles in the family structure as big brother and big sister. Lewis tends to look at the big picture, and although we are told that all the siblings develop throughout the book, we do not see it in detail. Lewis does not care for outer character either: We never learn much of the appearances of the siblings to give us any clues as to their personalities. As a contrast, Rowling frequently employs outer character as a means of portraying what is inside: Malfoy is portrayed as having slick, blond hair, bringing to mind the German Nazis, and Dudley Dursley is described as grossly obese. Likewise, the portrayal of Harry as “a skinny, black-haired, bespectacled boy who had the pinched, slightly unhealthy look of someone who has grown a lot in a short space of time” and with his jeans “torn and dirty”
 serves to underline his underdog role as the poor orphan and anti-hero, making it only grander once he overcomes all difficulties. In addition, Rowling explores inner character more than Lewis, which is why it can somehow seem easier to identify with Harry than with the Pevensies. 


Edmund occupies a difficult position in the family: Always second to his older brother, who is considered wiser and better than him, and equally below his sister Susan, who has taken the role of the mother upon her. The only one that Edmund ranks above is his sister Lucy, but this is a small comfort because everyone ranks above her. Displaying many of the frustrations of the middle child, Edmund continually struggles to assert his position, typically by bullying or back-stabbing his siblings. He has a fairly high opinion of himself and is angry with the others for not recognising it. In an essay on the maturation process in Narnia, Sam McBride argues that “Edmund assumes he possesses a maturity level that he does not.”
 When he and Lucy return form a visit to Narnia, Edmund pretends not to know by giving “a very superior look as if he were far older than Lucy (there was really only a year’s difference)” and very grown-up-like says to his older siblings: “What’s the matter with her? That’s the worst of young kids, they always -“
 Here Peter angrily and paternally cuts him short, and once again Edmund’s attempts to assert himself fail, and his resentment towards his siblings grows. 


There is very little to like about Edmund during the first part of LWW; he laughs at the professor’s hair on their arrival at his home during the Blitz of London, he complains about a rainy day and teases Lucy incessantly about her ‘magical wardrobe.’
 As his negative feelings towards his siblings grow, he goes through a moral descend culminating in his betrayal of his own brother and sisters to the Witch. His envy and hatred is so ripe at the point when he meets the Witch that he is an easy prey. In the description of how she tempts him into betrayal, Edmund does not look good:

[The Witch says:] “I want a nice boy whom I could bring up as a Prince and who would be King of Narnia when I am gone. While he was Prince he would wear a gold crown and eat Turkish Delight all day long; and you are much the cleverest and handsomest young man I’ve ever met. I think I would like to make you the Prince – some day, when you bring the others to visit me.”

   “Why not now?” said Edmund. His face had become very red and his mouth and fingers were sticky. He did not look either clever or handsome, whatever the Queen might say. [...]

   “There’s nothing special about them,” said Edmund.
 

The Witch is clearly lying, and yet Edmund is too blinded by greed and gluttony to see it. He has to learn it the hard way, and once he has felt on his own body what the Witch is really like, his moral ascend can begin. In his comprehensive book on LWW, Devin Brown compares Edmund’s moral state to that of Macbeth: “At each step his behaviour will become more and more egregious and, much like Macbeth’s, will grow harder and harder to turn back from.”
 Luckily, Edward is saved at the last moment: Aslan’s followers physically free him, and a serious talk with the god figure Aslan takes care of his psychological and moral state. His siblings also forgive him. The point of it all is that he learns a very important lesson: He stops always putting himself first and stays part of the group, and he learns to do not what is easy but what is right – the mark of a true hero. Lewis employs dramatic irony already from chapter 4, titled “Turkish Delight,” when it becomes clear that Edmund is planning to betray his siblings, and that his siblings suspect nothing. While Lucy is happily chatting away about all the fun they will now have together in Narnia, Edmund is thinking how he is “already more than half on the side of the Witch.”
 Not until chapter 8 do his siblings realise what is going on.
 The effect of this is of course that a feeling of suspense is created, but I would argue that it additionally enhances reader sympathy with the other three Pevensies as it sets Edmund aside as the black sheep of the family. Therefore, we like him even more when in chapter 13 he is forgiven and begins his new life as a likeable, unselfish character.
 It suddenly becomes clear how big his personal journey has been.


It is important to note that Edmund is not wholly bad. He is redeemed in several respects, even so much that he has earned the name “King Edmund the Just”
 at the time of the siblings’ coronation. We are informed that the sweets tempting him into betrayal is “enchanted Turkish Delight and that anyone who had once tasted it would want more and more of it,”
 and when Edmund is on his way to the Witch to reveal his siblings’ presence in Narnia, Lewis authoritatively makes sure that we are not too hard on Edmund:

You mustn’t think that even now Edmund was quite so bad that he actually wanted his brother and sisters to be turned into stone. He did want Turkish Delight and to be a Prince (and later a King) and to pay Peter back for calling him a beast. As for what the Witch would do with the others, he didn’t want her to be particularly nice to them – certainly not to put them on the same level as himself; but he managed to believe, or to pretend he believed, that she wouldn’t do anything very bad to them. [...] It wasn’t a very good excuse, however, for deep down inside him he really knew that the White Witch was bad and cruel.

So, Edmund cannot really help it, the message seems to be. Particularly from the use of words like ‘level’ and ’king’ his issues with coming to terms with his place in the family are evident, and yet he manages to do so in the end. Lewis informs us that marked by his experiences Edmund grew up to be “a graver and quieter man than Peter.”
 In his essay, McBride explains that “[c]entral to the children’s maturation [...] is a realization and acceptance of their relative positions.”
 The story of Edmund’s moral development and maturation is clearly supposed to be a positive one with a happy ending for everyone. Yet, as a modern reader I find the moral of this rather troubling. The idea is obviously that younger siblings should naturally accept the hegemony of their older siblings, even when they grow up. Brown argues that Lewis builds a Medieval and conservative view of life into the power structure of Narnia and elaborates:

Peter’s appointment to the position of high king here in TLWW comes about not because of any special merit, although he has proved himself a good leader. Rather, as Aslan explains, Peter is made high king simply because he is the “first-born”. [...] Edmund and the two sisters will be subject to their older brother not because he is never wrong, as seen in Prince Caspian [...], but simply because of their birth order.

Here, primogeniture is natural. David C. Downing supports Brown’s view on Lewis as a man of conservativeness when he says that “Lewis preferred simple, old-fashioned things.”
 At Lewis’s time of writing quite radical changes were happening, and along came a feeling in great parts of the population that perhaps things were happening a little too fast. To many, life and society just did not seem to be what it had once been. Old values such as hereditary power structures, civility and gradual and organic progress were suddenly threatened by industrial development, warmongering and a break with traditional class society. Seen in this light it is perhaps not surprising that LWW displays conservative ideas about social hierarchy and power. 


In HPOP, the struggle for identity and finding one’s place in the social hierarchy is equally important. The arrival at Hogwarts has provided the lonely orphan Harry with something he has never previously had: friends. With faithful Ron and bright Hermione he forms a triumvirate which – when it works – is able to overcome virtually anything. Throughout the series they all grow and mature, and this affects their relationship with one another; quite frequently, they do not agree on things, and sometimes they even come close to breaking with each other. At these times, the world seems more in danger than ever: It is a key point of the series that it is exactly the love and solidarity between them that makes them strong and thereby able to save the Wizarding Community. Their very differences are what make them strong.  The stress on the importance of diversity is visible too by the number of students at Hogwarts with non-English backgrounds. Here, the development in British society is evident compared to Lewis’s works written fifty years before when concepts such as globalisation and the multicultural society were still unheard of.


In an essay called “Crowning the King,” Farah Mendelsohn offers a harsh critique of the portrayal of the friendship of Harry, Ron and Hermione. Whereas Rowling’s intention is undoubtedly to portray this as tempestuous yet equal and fair, Mendelsohn argues that the portrayal of Hermione is conservative and sexist (to be explored in 2.3.3.) and that the friendship of the triumvirate centres unnaturally around Harry as the ‘king,’ rendering the others mere foils of Harry as a character. What would probably upset most Potter fans is that Mendelsohn even compares their friendship to that of Harry’s arch-enemy, rich kid Malfoy, and his dim-witted followers Crabbe and Goyle: “Throughout the novels, there is a tendency for Harry’s friends to defer to him. Both Hermione, who is brighter, and Ron, who is better acculturated, wait upon Harry’s opinion to validate their actions. This is disguised, ironically, by the comments of Draco Malfoy on this very point.”
 Because Malfoy’s role in the plot is to be the ‘competing prince’ and generally unpleasant, anything he says must per definition be false, Mendelsohn argues, which is why we then automatically disregard the idea of an unequal friendship amongst Harry and his friends. There is, however, no way around it, she argues, their friendship can be compared to that of Malfoy and his goons as generally inharmonious;

Note that Malfoy’s relationship with his friends mirror that of Harry – we are allowed to see them as courtiers, but because Hermione and Ron are nicer, and Harry less inclined to bully, it is easy to ignore the fact that the relationships are essentially the same. [...] [L]ater it becomes clear that Harry does not seek out friends. Ron, Hermione, Hagrid, Colin, and Dobby all seek out Harry, and two of these, Hagrid and Colin, are engaged in hero worship.

Perhaps this is going a bit far, but her argument does carry a certain weight. Especially in HPOP  it becomes evident that Harry stands out from his two friends as someone elevated compared to them because he is the chosen one and has already faced Voldemort several times. Until volume five, he has never really reminded his friends of this, but now – coupled with troubles of being a teenager - it all seems to become too much for him. HPOP  has several paragraphs completely in capitals because Harry has lost it and is yelling: “I’VE HANDLED MORE THAN ANY OF YOU TWO’VE EVER MANAGED AND DUMBLEDORE KNOWS IT - WHO SAVED THE PHILOSOPHER’S STONE? WHO GOT RID OF RIDDLE? WHO SAVED BOTH YOUR SKINS FROM THE DEMENTORS?”
 Apart from it being rather annoying to read in the long run, it is rather disturbing to see the effect he has on his friends. Ron and Hermione are clearly frightened of him in these situations and do what they can to please him. At one point Hermione tries to hint that Harry is taking too much upon his shoulders:

‘You ... this isn’t a criticism, Harry! But you do ... sort of ... I mean – don’t you think you’ve got a bit of a – a – saving-people thing?’ [...]

   ‘Well ... you ...’ she looked more apprehensive than ever. ‘I mean ... last year, for instance ... in the lake ... during the Tournament ... you shouldn’t have ... I mean, you didn’t need to save that little Delacour girl ... you got a bit ... carried away ...’ [...]

   ‘I mean, it was really great of you and everything, said Hermione quickly, looking positively petrified at the look on Harry’s face.

   Harry let out a roar of frustration. Hermione actually stepped back from him looking alarmed.

Clearly nervous, Hermione is taking extreme care in choosing her words, which is seen particularly by her stuttering and many hesitations, and yet Harry throws another tantrum. Incredibly, his friends never desert him in HPOP (although Ron will in volume seven experience a moment of weakness, echoing the disciple Peter and underlining Harry’s role as Christ figure sent to free the world), and like Edmund, Harry is to some extent redeemed. Rowling makes us see that his behaviour to his friends is unreasonable yet understandable: First, because he is under a lot of pressure; he is fruitlessly trying to convince the Wizarding Community that Voldemort has indeed returned, he feels that his friends and Dumbledore are keeping things from him and excluding him from the Order of the Phoenix created to fight Voldemort, his scar stings more and more often making him fear that the Dark Lord is trying to take over his mind, and it is in this volume that he learns about the prophecy saying that he and Voldemort must in fact fight to the death. Second, because he is simply a teenager going through adolescence; he is still trying to work out who he is and what is expected of him, and on top of that he has just experienced his first kiss – from a girl who, much to Harry’s confusion, cried all the time, making him wonder if he is such a bad kisser.


In HP, the microcosm hierarchy among the children is mirrored in the overall hierarchy of the school and the Wizarding Community. Mendelsohn links this with the genre of the English school story saying that “[s]chool stories [...] are inevitably hierarchies.”
 Power structures are very important in the HP  universe and much more explored than in Narnia, and Rowling goes into great detail when outlining the positions of the Prime Minister, the Hogwarts headmaster, the four student houses of Hogwarts and particularly the class and race related tensions between pureblood and non-pureblood wizard families as well as between the aristocracy and the middle class families. Mendelsohn argues that although Rowling as an author is not seeking to inspire societal change, certain ideologies are inescapably at play in her works,
 and goes on to conclude: 

The structure of J. K. Rowling’s books is predicated upon a status quo and a formal understanding of authority in which hierarchal structures are given. [...] [Their rhetoric results in] a muddled morality that cheats the reader: while the books argue superficially for fairness, they actually portray privilege and exceptionalism, not in the sense of “elitism” but in a specifically hereditarian context. [...] [The books] embody inherently conservative and hierarchical notions of authority clothed in mythopoeic fantasy.
 

As evident from her essay, Mendelsohn is no Potter worshipper, but her argument carries some weight. The hereditarian element she pinpoints echoes Lewis’s Narnia where firstborns automatically take charge and kings signify autocratic leadership. With Rowling, even magical ability itself is something you are born to, not something to be achieved. Gupta, in addition, identifies the nature of kinship, the execution of power between social groups and individuals as well as the political and social significance of bloodlines as ideologies that are present and examined in HP,
 and actually these could all be identified in Narnia as well.


The point of both LWW and HPOP  appears to be that social hierarchies are necessary, although individuals will always struggle to find their place in these. Especially during adolescence this process can be tricky, resulting in conflicts endangering both their internal relationships and world peace. When the hero is suddenly fighting both himself and the world (personified either by his friends/siblings or the world’s greatest enemy) it is impossible to overcome the challenges he meets. Thus, the familiar fantasy theme of finding your place in the world is mirrored in the microcosm of friendship or family relations in these two works of fantasy, which brings the message of it and the identification even closer.
2.2.2. The interest in the opposite sex and the symbolism of food

One part of growing up is the discovery of the opposite sex, and my interest in this issue originates in my assumption that the way the two novels deal with this reflects an attitude to sex existing at their time of writing. Traditionally in children’s literature, this is either non-existent or fairly downplayed. According to Peter Hunt and Millicent Lenz, high fantasy in particular clears out sex. Indeed, romance can be, and is, present, but sex scenes are very rare. One of the only exceptions that springs to my mind is Danish Josefine Ottesen who never cringes at the prospect of violent sex such as rape. Hunt and Lenz argues that it is a result of the nostalgic yearning for innocence and simplicity, which is so embedded in most high fantasy, and goes on to explain how it regards other areas than sex as well: “Thus fantasy substitutes violence for discussion, friendship for love, romance for passion, magic for achievement – and even food for sex.”
 It is an interesting point, and whereas they might be on to something when it comes to the tendency to downplay sex, I would not agree that all fantasies favour violence for moral discussion or that there is no element of achievement for Harry and his hardworking co-students in HPOP  - for them magic is the result of achievement. 


As could be expected of a work of the 1940s, LWW does not seem to deal with sexuality in any way. The only references to romance come at the end of the novel when we are told that “the kings of the countries beyond the sea began to send ambassadors asking for [Susan’s] hand in marriage,” and that “all princes in those parts desired [Lucy] to be their Queen.”
 Yet, a close textual analysis might reveal something else. Figuratively speaking, both Lucy and Edmund are tempted by a representative of the opposite sex – tempted in the shape of food – and they both willingly accept. When Lucy first meets the faun Mr Tumnus, she does not know that he is luring her into his home in order to deliver her to the Witch. He offers her tea, which she first refuses as a good girl, and then he appeals to her baser instincts by mentioning all the lovely stuff that he has at home: “It’s only just round the corner, [...] and there’ll be a roaring fire – and toast – and sardines – and cake.”
 The thought of all this food in a time of WW2 rationing makes Lucy give in to temptation. Edmund, too, is lured into telling the beautiful Witch all about his siblings when offered a fold of her fur mantle round him, an unknown hot drink and a box of dangerously exotic Turkish Delight. The description of Edmund’s bodily pleasure is notable: “It was something he had never tasted before, very sweet and foamy and creamy, and it warmed him right down to his toes. [...] Each piece was sweet and light to the very centre and Edmund had never tasted anything more delicious. He was quite warm now.”
 Without sounding too Freudian, I would argue that you can read symbolism into this. Both Lucy and Edmund are approaching adolescence when new, bodily sensations are too interesting not to be explored, and these scenes with the faun (a creature of Greek mythology associated with male libido) and the Witch (in many cultures seen as a descendant of Lilith) are a fairly innocent way of portraying this phase in life. As Hunt would argue, sex is replaced with food. 


Yet, in certain situations food may symbolise something else as well. It is interesting to note how often the children in LWW and HPOP  seem to be sitting down to share a lovely meal, and here Genette’s analytical term, frequency, may be of help. Part of the reason why many readers love Hogwarts may be the frequent and elaborate descriptions of the well-laid tables of the dining hall as well as the intriguing descriptions of funny sweets such as Bertie Bott’s Every-Flavour Beans. Although the number of references to food and meals seem to be gradually reduced as the series progresses, there are still many smaller references to it. Generally in Narnia, there always seems to be time for a nice cup of tea and toast no matter how great the danger.
 The preoccupation with meals, food and eating in both novels is too great and occurs with such a frequency that it must mean something, since it has no connection to the overall plot. One explanation may be that the target group of these books are children; children are fond of sensory perceptions. Also, Gunhild Agger argues that food in Narnia “often represents the lifeline to dailiness [sic]: during all their adventures, the protagonists need something to eat and drink. This provides a link to the ordinary world.”
 I agree with her; it may be very comforting to be able to sit down and enjoy a nice meal when danger and chaos is raging all around. Additionally, the focus on the basics of life may render the story more realistic, since any normal person needs to eat. A third explanation for the preoccupation with meals and eating is that it enhances the conservativeness of the novels. Sitting down together to enjoy a good meal is a social event and one of the good old virtues, which is today increasingly threatened by the two-career family.


Rowling explores the issue of sexuality a little more openly, which is only to be expected considering that she writes from a completely different historical context when the women’s movement has had their say. Beginning already in volume three, Harry and Ron really notice an increased interest in girls in volume four, Harry Potter and the Goblet of Fire (hereafter HPGF). In Ron’s case, Rowling describes his discovery as rather sudden: “Ron was staring at Hermione as though suddenly seeing her in a whole new light. ‘Hermione, Neville’s right – you are a girl ...’”
 According to Lisa Damour in an essay on preadolescence in HP, Harry “expresses sexual interest in books III and IV, but the instances in which he possesses desire seem to be exceptions that prove the rule. [...] [T]he preadolescent boy is an unwilling and vulnerable target of feminine sexuality.”
 She is referring to two instances in book four: Harry’s infatuation with one of the bewitching Veela women during the Triwizard Tournament and his visit to the prefects’ bathroom with the ghost Moaning Myrtle spying on him and his naked body – to his great discomfort. It is not until Harry develops a crush on Cho Chang that he starts displaying a real interest in girls: We then hear how he struggles for words and feels his stomach churning. When Cho finally does kiss him in HPOP, it is a mixed blessing, and when Ron asks how it was, Harry can only answer: “Wet.”
 Hermione asks him if he was nice to her, and he uncomfortably replies that he “sort of – patted her on the back a bit,”
 making Hermione roll her eyes. Harry’s initial encounter with love and sexuality displays all the usual tumultuous feelings, including a great deal of confusion and embarrassment about this unknown territory, thus reminding the reader of his or her own puberty (and the nightmare it was). In fact, Harry’s relationship with Cho never really works out, and actually he does not seem ready for that kind of thing. It is not until the final volume that Harry finally gets his Ginny, and in a very prosaic epilogue we are told that they married and had three children together. Thus, although Rowling deals more overtly with the issue of sexuality compared to Lewis, who reverts to symbolism, the portrayal is still rather innocent and very ‘butterflies in the stomach-ish.’ Any sex scenes and even marriage are represented by ellipsis, and Harry’s first attempts at love and sex are portrayed as unsuccessful and embarrassing. The message in both LWW and HPOP  seem therefore to be that you should not rush into that kind of thing and that it possibly even ought to be saved for the time of marriage. On this point both works are rather conservative in tone.

To conclude, the quest for identity which starts in earnest when a child is approaching adolescence is very much of the essence in LWW and HPOP. It starts with the children’s discovery that they have been chosen to save a magical world, and they now have to handle this task along with the usual troubles of being a teenager. The general importance of finding your place in the social hierarchy and working together to overcome life’s difficulties are scaled up to involve not only the life of the individual but also the fate of the entire world, thus underlining the moral: only when you conform to the social hierarchy and stick together can you overcome the hardships of life. Already now it becomes clear that the message of both LWW and HPOP  mirrors what could be referred to as the old virtues and reflects a rather conservative view of life. Conservative, of course, does not signify anything negative by definition. Generally, everything in LWW  is portrayed more in black and white than in HPOP  which comes off more realistically and nuanced. The idea of the individual is more developed in Rowling’s book, which is not surprising considering her modern context compared to Lewis. One might have expected her to be more radical due to her writing around the millennium, but interestingly enough the old virtues seem to be as much at play as ever. Like Lewis, it would seem that Rowling’s series joins the long line of conservative fantasies for children written for over a century. In the following the question of gender linked with identity will be discussed to examine what ideologies can be identified there.

2.3. Gendered identity
When analysing these two works of fantasy for the portrayal of identity, it soon becomes evident that here identity is definitely gendered, which is why I have included this issue in my study. Also, I find that the issue of gender roles is one of the most politically and socially charged issues of society at any given time; changes in this area will always give rise to reactions. Identity as gendered is more explicit in LWW  than in HPOP, and Lewis has frequently been criticised for being sexist (as well as racist and conservative), for example by another popular writer of fantasy, Philip Pullman. Yet, some critics have found issues concerning gender in HP as well, and these views will now be discussed in an attempt to identify the ideologies of gender construction. Surprisingly, the two works are revealed to share quite a lot of ideas concerning gender despite the fifty year span between their time of writing and the fact that they were written by a male and female writer, respectively.

2.3.1. Traditional gender roles

McBride argues that “[s]exual development and the corresponding development of gendered self-identity is an important part of maturing. Lewis’ Narnia books do not directly address sexuality, yet the books do support the development of a proper self-concept based on the fact of one’s gender.”
 This becomes very evident in the Medieval setting of Narnia. Lewis’s portrayal of gender roles among the four children in LWW  is very traditional and reminds the reader that the story was written in the 1940s. Despite the fact that great parts of the story are focalised through a girl, Lucy, the Pevensies operate within a patriarchal framework where many of the dominant figures are male: the professor, Mr Tumnus, Mr Beaver, Aslan and probably also the narrator,
 and this helps naturalise the somewhat stereotypical gender roles. 


When Edmund at one point thinks Lucy is hiding and sulking, he mumbles patronisingly to himself: “Just like a girl,”
 and when he and Peter are discussing the possible dangers of entering Narnia, they keep their voices down because “there’s no good frightening the girls.”
 The four siblings are invited to dinner at the Beavers’, and while “the girls were helping Mrs Beaver to fill the kettle and lay the table and cut the bread,” Mr Beaver goes outside to catch some fish accompanied by Peter
 in order to, as McBride puts it, “engage in a traditional hunter-gatherer activity.”
 Gender difference is also reinforced by the presents which Father Christmas gives them in chapter 10: Whereas Peter is handed a sword, Lucy is given a cordial to heal wounds, thus enforcing his masculine role as warrior and her feminine role as healer and caretaker. Though Susan is given weapons too, a bow and arrows, Father Christmas informs her: “You must use the bow only in great need. [...] I do not mean you to fight in the battle.”
 In addition, she is presented with a horn enabling her to call for help when in danger. Lucy, too, is given a small dagger, but like Susan she is told that she is only to use it in great need and to defend herself “for you also are not to be in the battle.”
 When Lucy assures him that she could be brave enough to partake, he merely states that “battles are ugly when women fight.”
 Interestingly, Lewis seems to soften on this point in later novels; possibly he was influenced by the increasing number of women volunteering for the army during WW2 and women increasingly entering the public sphere in the sense of the workforce. 


In LWW, the girls are kept out of the final battle, the climax of their visit to Narnia. While they have been busy crying for the dead Aslan, their brothers have fought the Witch’s army. McBride argues that although it could be seen as an advantage not having to take part in a battle, the girls still miss out on an opportunity: the boys have matured from their fighting and are both made knights by Aslan. Lucy can actually see the difference in her older brother afterwards: “It was strange to her to see Peter looking as he looked now – his face was so pale and stern and he seemed so much older.”
 The girls are denied this kind of personal development and maturation,
 and we do not get any implications that girls would indeed be good in a battle – on the contrary. Prior to the final battle the Witch’s wolves attack Aslan’s camp and chase Susan up a tree. In this situation, Susan barely manages to summon help with her horn and to hang on only inches away from the snapping teeth, making Peter wonder “why she did not get higher or at least take a better grip; then he realized that she was just going to faint and that if she fainted she would fall off.”
 Big brother has to take action and slay the wolf. Lewis then very stereotypically draws on the age-old motif of the ‘distressed damsel.’ 

2.3.2. Evil females

On the whole, Susan is not portrayed in a very positive manner in LWW. Her only functions seem to be to act as a surrogate mother or as the traditionally frightened female. Not only compared to her brothers but also to her younger sister, she is generally more timid, quicker to despair and less adventurous. Having just arrived in Narnia, Susan is the one who gets cold feet at the first sight of danger: “I don’t know that I’m going to like this place after all. [...] I – I wonder if there’s any point in going on, [...] I mean, it doesn’t seem particularly safe here and [...] it’s getting colder every minute, and we’ve brought nothing to eat. What about just going home?”
 The somewhat stereotypical view on women could of course be attributed to the fact that the writer is a man – an unmarried man at the time of writing. Being a traditionalist, Lewis has been accused of misogyny, and this has often been connected with his portrayal of Susan in particular. In an essay on images of women in Narnia, Cathy McSporran argues that pure evil in the Narnia chronicles are personified by wicked women (the White and the Green Witch, respectively), and that “when human women – “Daughters of Eve” – become corrupt, they take on attributes of Lilith and her witch-descendants, and so are much less likely to be redeemed than transgressive males.”
 As stated, Susan is always the one least at ease in the magical world of Narnia where anything can happen, which is evident in LWW and its sequel, Prince Caspian (hereafter PC). However, the final volume, The Last Battle (hereafter LB) reveals something quite shocking about Susan: she has, so to speak, fallen from grace and is never to return to Narnia again. Whereas her three siblings after being killed in a train crash are transported to Narnia to witness its destruction and the emergence of a new and better Narnia (quite obviously an allegory of Heaven or at least a pre-stage to it) in which they are allowed to stay forever, Susan is absent:

“My sister Susan,” answered Peter shortly and gravely, “is no longer a friend of Narnia.”

   “Yes,” said Eustace, “and whenever you’ve tried to get her to come and talk about Narnia and do anything about Narnia, she says ‘What wonderful memories you have! Fancy your [sic] still thinking about all those funny games we used to play when we were children.’”

   “Oh, Susan!” said Jill. “She’s interested in nothing nowadays except nylons and lipstick and invitations. She always was a jolly sight too keen on being grown-up.”

Susan has done the worst thing one can possibly do: grown up. To her, the adventures of Narnia are merely ‘games’ now, and she has shifted her attention to dating. McSporran explains that Susan is the only one of all the children ever allowed into Narnia to consider marriage and an adult future; the others are happily content with the perpetual company of one another and the magical creatures of Narnia.
 Lewis seems to equate this desire with losing faith in Narnia and child-like innocence and metes out a rather harsh punishment: she loses all her siblings in an accident, and she is not allowed into Heaven/Narnia. It is exactly this element and the rather condescending remarks on lipstick and nylons which has resulted in substantial criticism of Narnia. 


A plausible explanation is that this simply reflects the author’s own view of women, and yet this very view is undoubtedly influenced by the historical context of the forties. McSporran points out that Lewis’s if not misogynist then conservative ideas of women and their position became clear only a few years prior to the publication of the first of his Narnia chronicles in his Mere Christianity (1952). In a collection of radio talks on Christianity, Lewis defends his belief that in marriage absolute equality is impossible and that the dominant position should, by nature, belong to the man.
 In the forties women were only beginning to leave the home, they were still paid markedly less than their male colleagues and could not enter all job positions, and the women’s movement and sexual liberation of the seventies were still decades away.


Finally, McSporran argues that in the portrayal of Susan there are parallels to the witches. Evil witches, femme fatales and other demon lovers are traditionally described as very beautiful, rendering beauty a sign of treachery and danger. Lewis frequently mentions Susan’s beauty. In LWW,  we are told that as an adult queen of Narnia “Susan grew into a tall and gracious woman with black hair that fell almost to her feet,” whereas Lucy was always just “gay and golden-haired.”
 The linking of supreme beauty with evil is visible in the description of the White Witch when Edmund first meets her in chapter 3: she is described as beautiful but sternly cold and with a dangerously sensual red mouth.
 As mentioned, she succeeds in tempting Edmund beyond morality. 


If the girls or women in Narnia are portrayed as somewhat incompetent or wicked, there certainly is no sense of sisterhood between them to redeem or fortify them. In LWW, Lucy and Susan never display any sisterly affection for each other or present a united front opposed to the boys, possibly because Susan has taken upon her the role of the mother. McSporran points out that on the day of judgement and the emergence of the new Narnia Lucy does not plead for her sister’s absolution when she is dubbed ‘no longer a friend of Narnia,’ and previously Lucy has displayed clear signs of jealousy of her older sister. In The Voyage of the Dawn Treader (hereafter VDT) she looks into the Magician’s Book and sees pictures of herself where she is “beautiful beyond the lot of mortals” so that “all the Kings of the world fought because of her beauty,” while Susan is suddenly plain by comparison and “jealous of the dazzling beauty of Lucy, but that didn’t matter a bit because no one cared anything about Susan now.”
 To conclude with McSporran: “Women, it seems, should beware women in Narnia; Daughters of Lilith will not find allies in Daughters of Eve.”


Whether Lewis merely wanted Susan to serve as an example of the fact that not all Christians go to Heaven despite having practiced Christianity at some point in their life, or whether she mirrors the views that more conservative-minded people at that time had on women in general is hard to tell. However, it is indisputable that women do not always come off particularly well in Narnia; at best, they are a bit incompetent and ‘girly,’ and at worst, they are dangerous or wicked.

2.3.3. Ambiguous images of women in Harry Potter 

In HP, the ideological representation of females and gendered identity is more ambiguous. There is no doubt that here too identity is gendered, but compared to Narnia the more modern and ‘liberated’ historical context of HP  is visible; for example, girls are allowed to fight in battles on equal terms with the boys. This is what one would expect due to the fact that the books have been written in modern time and by a woman. Yet, certain rather disturbing elements can be identified in the representation of female characteristics. In an essay on gender in HP, Eliza T. Dresang discusses how critics and fans alike have noticed how it is the male characters of the books that seem to be the most rounded and interesting. Admitting that the only female characters to play significant roles in the series are Hermione and professor McGonagall, she argues that this should probably not lead people to conclude that the HP  books are sexist, rather they merely represent the less than ideal but true reality of gender issues of the late twentieth and early twenty-first centuries.
 Apart from that, Dresang is fairly positive as to the portrayal of females in the series, especially when Hermione is taken as the prime representative. 

Three things stand out about Hermione: She is the highly intelligent and ambitious student; she is the champion of social justice (fighting for the liberation of the slave-like house-elves); and she has no female friends. At first, her intelligence prevents her from making friends because it makes her come across as supercilious and obnoxious, but Harry and Ron soon realise that her wit and logic are key ingredients in handling the dangerous situations in which the three of them become involved. To quote Dresang: “She is a prime example that information brings power.”
 Much has been said about Hermione’s desire to help the enslaved house-elves. Mendelsohn rather dramatically argues that every time Hermione attempts to stand up for the elves, she is undermined by otherwise amiable characters such as Mr Weasley and Ron “with arguments straight from the antebellum South.”
 This is probably going a bit far. Hermione’s elf project is never developed in depth throughout the series, and it could consequently be suggested that Rowling has merely included this to illustrate that Hermione is a caring soul who sympathises with the weak or because the idea of serfs matches the other Medieval characteristics of the Wizarding World.

What I find one of the most puzzling things about Hermione is that she has no female friends. As in LWW, there is no sense of sisterhood between her and the other girls, although she does chat with others females such as Ginny occasionally. Instead, she almost makes up a nice ‘third boy’ in her triumvirate with Ron and Harry: We are told that the two boys do occasionally share an exasperated look when Hermione is going on about something to which they cannot relate
 but this is not, as could otherwise be expected, because she displays ‘girly’ behaviour but more often because she talks about the house-elves or the importance of doing one’s homework. One explanation for her lack of female friends may be that the other girls in the series simply are not her equal. No one matches her wit and sense of logic (or her love of homework), but her isolation from her own sex seems a bit odd or even sad. It somehow makes her less feminine. Dresang adds that considering that Hermione is “a witch-in-training, the lack of female community seems odd, as forming a supportive community, largely of women, is a hallmark of witches and Wicca.”
 She does not display any extensive interest in her looks either, and the general description we get of her in the initial volumes is that she is big-teethed and bushy-haired. That changes a bit, however, in HPGF  when she attends the Yule Ball. To everybody’s amazement she has landed the famous Quidditch player Viktor Krum as her date and has taken great care to look her best. As she makes her entrance, the scene is focalised through Harry:

It was Hermione.

But she didn’t look like Hermione at all. She had done something with her hair; it was no longer bushy, but sleek and shiny, and twisted up into an elegant knot at the back of her head. She was wearing robes made of a floaty, periwinkle-blue material, and she was holding herself differently. [...] She was also smiling – rather nervously, it was true – but the reduction in the size of her front teeth was more noticeable than ever. Harry couldn’t understand how he hadn’t spotted it before.

The part about her teeth refers to an incident previously in the book when Hermione decides to shrink her huge front teeth. Mendelsohn is very critical of this incident, referring to it as “the magical equivalent of plastic surgery [and] a gender issue of which I feel Rowling should be ashamed.”
 How you feel about this incident probably depends on how feminist you feel yourself to be, but in my view she is over the edge here. On the eve of the Yule Ball, Hermione somehow departs from her identity as ‘child’ to ‘girl,’ for once not stressing merely her intellectual powers but also a more traditional feminine virtue like looks.


As I have said, Dresang is positive about the representation of women in the series, but “[t]he one area in which Rowling falls below a mere reflection of the world is in her use of verbs and adjectives when she describes girls and women. [...] Her use of gender-biased words is far more overtly and overly “sexist” than the roles she assigns to girls and women.”
 Dresang argues that especially throughout the first four novels, Rowling repeatedly has Hermione ‘squeak,’ ‘wail,’ ‘shriek’ and ‘whimper,’ thus portraying her in a stereotypical way as the weak woman.
 Ron and Harry by comparison come across much calmer and cry far less. Dresang finds that by using stereotypical language Rowling deconstructs the image that she is trying to create of Hermione as strong, brave and logical, and it really does seem as if this could be the case. However, I want to point out that looking at the overall plot as the series progresses this tendency dwindles. The rather negative portrayal of girls and women is found in other respects too: The girls at Hogwarts are repeatedly described as ‘silly’ and ‘giggly,’ either gossiping, discussing possible dates or prone to hysteria. Hermione, too, is guilty of this charge when she, along with what seems like the rest of the female population of the Wizarding World, in Harry Potter and the Chamber of Secrets (hereafter HPCS)  develops a crush on her teacher Gilderoy Lockhart. Although the use of stereotyped language wears off when it comes to Hermione, there are still remnants of it in HPOP. At one point, she says something “timidly,”
 and whenever Harry throws his teenage tantrums she is the one who is brought to the point of crying while Ron is only a bit baffled.
 Perhaps a little disappointing from a feminist point of view, but as argued by Dresang this probably just reflects the actual modern world of a nineties Britain. Besides, it should not be forgotten that it is Hermione, and not Ron the male, who in the final volume stays loyally at Harry’s side at all times never losing faith. This has nothing to do with amorous feelings; at this point in the plot, Hermione is in love with Ron and Harry with Ginny.


To conclude, there are traditional and even stereotypical representations of gender in both LWW and HPOP. As could be expected considering its historical context, Lewis’s work displays it more overtly, but a closer look at HP  discloses that Rowling’s works – despite her being what could probably be described as a modern, liberated woman – are founded on rather conservative views on gender roles too. Yet, it is harder to detect because her heroine, Hermione, most often comes across as cool-minded and logic, traditionally male characteristics, and not interested in traditionally female pursuits such as make-up and dating. Thus, although both LWW and HPOP  portray competent and brave females, the books meet the rather conservative view on women, which has traditionally been a key characteristic of the fantasy genre, and reflect the conservative ideological currents existing in society at their individual time of writing.

2.4. Absent parents and the need for role models 

Both LWW and HPOP  deal with family structures, and this is particularly evident in the children’s relationship with their parents, which is why I now want to focus on that. At the centre of the process of growing up stand the parents. The child’s mother and father serve as an anchor and provide the child with guidance, love and protection, and consequently the loss of one or both can be devastating for the child and its development. In his book on coming of age, Kenneth Millard even argues that “[f]or the young male protagonist especially, the relationship to the father is a vital means to socialisation, and he is often the principal figure through whom the codes of society are learned.”
 Both LWW and HPOP  deal with the theme of absent parents and broken families, but in very different ways.

2.4.1. The theme explored implicitly in LWW

In LWW  the parents of the Pevensie children are entirely absent. Right from the first lines we are informed that the children were sent to live with the professor due to the London air raids
 but the parents are never mentioned explicitly. The only direct reference to one of the parents is Peter’s suggestion that the professor write their father about Lucy’s strange wardrobe stories.
 It is not so much the absence of the Pevensie parents as the fact that the children do not seem to miss them at all that is puzzling. Not even once does Lucy, the youngest, cry for her mother. Instead, we are told that as the children grew to adulthood in Narnia “they lived in great joy and if ever they remembered their life in this world it was only as one remembers a dream.”
 The reality of the alternative world has taken over from the real world they once knew, and the problem of being a broken family is never explored explicitly. 


As mentioned, I find the novel’s exploration of the individual, deeper emotions of the children rather unsatisfactory. Yet, the absence of the parents does affect the siblings and cause internal struggling. Being the eldest, Peter and Susan naturally assume the positions of surrogate parents: Peter is the one who makes the decisions or rebukes Edmund when he is bullying Lucy,
 and Susan is acting the mother by thinking about safety and food and by trying to activate the others when they are bored on a rainy day.
 They also make decisions together: When they believe Lucy is going mad and making up magical worlds, “they stood in the passage talking about it in whispers long after she had gone to bed.”
 As discussed in the above, Edmund in particular has difficulty in accepting that his brother and sister have usurped the position of the parents. 


There are not that many other surrogate parents for the Pevensie siblings. The professor and his housekeeper come into the story very little and seem to have a distant relationship with the children, although the professor could be argued to fill the position of the ‘wise old adviser’ often filled by wizards in fantasy. The Beavers could be said to make up a nice pair of temporary parents, as they are the ones who make the children acquainted with Narnian history and see to that they get enough to eat and escape the Witch. Remembering how fantasy stories often follow the structure of the fairy tale, the Witch could be said to symbolise the archetypal evil stepmother; all she ever wants to do with the children is to lock them up or kill them. Aslan primarily functions as a symbol of God or Jesus (depending on the reading) and therefore is the Father. He takes care that the children are safe and lays down his life for Edmund, as any father would probably do. Especially Lucy develops a close relationship with him, which becomes even clearer in PC. However, the children ultimately function as each other’s parents and family. 

Lewis does not explore the theme of absent parents in depth in LWW, perhaps because the siblings have each other, but in The Magician’s Nephew  (hereafter MN) about a boy’s attempt to save his dying mother he develops it fully. I would argue that the preoccupation with absent parents and broken families originates in two things: Lewis’s own mother died of cancer when he was only nine.
 Also, the early forties were characterised by families being split up temporarily or permanently because fathers went off to war while mothers stayed at home with the children (if these mothers did not in fact go out to work), and many children were even evacuated from London to escape the bombings, like the Pevensies. 

2.4.2. The theme explored explicitly in HPOP

As a contrast, the theme of absent parents and the effects on a child’s development is explored overtly in HP. In fact, Rowling - like Lewis - lost her mother at an early age; when she was 25, her mother died of multiple sclerosis, and in a 2006 article, Rowling explains how “[h]er mother's condition forged her own psychological strengths and vulnerabilities, as well as leading to make Harry Potter suffer the death of his parents.”
 Writer on fantasy William Gray elaborates: “Rowling’s theme is fundamentally about death: the death of her mother and the need to come to terms with mortality.”
 This matches the conventions of fairy tales and fantasy literature where death and particularly immortality are common themes. Tolkien refers to this as “the oldest and deepest desire, the Great Escape: the Escape from Death.”
 Besides HP, a recent example of the preoccupation with this theme is the Twilight  vampire series. Also, Rowling was in the nineties a single mother, and it is not hard to imagine how the experience of surviving as a broken family on social welfare has influenced her work, resulting in the manifestation of the dysfunctional family as a major theme in her text. Compared to the Pevensies, Harry’s bereavement is spelled outHahhhdfjhhdsfJKHGFKSDHF

, and the more he learns of his parents, the more he yearns to be part of a family. This feeling also provides him with a personal motive for killing Voldemort: he does not do it merely to save the magical world – part of him wants to avenge his parents. This distinguishes him from the generally heroic and self-denying Pevensies. As Armitt puts it, “Harry’s relationship to his dead parents is one of the most intriguing aspects of Rowling’s series, in that it combines a complex combination of desire, fear, guilt and misery.”
 As a consequence, Jørgen Riber Christensen argues that “[o]ne of the strongest discourses, perhaps the strongest one, running through all the Harry Potter books is about family. [...] Harry is an orphan in the literary tradition of Oliver Twist and David Copperfield, and his main quest may be to win a family.”
 In HPOP Harry suffers another loss of family when his godfather is killed partly because of him, and Harry’s feelings of sorrow and guilt conclude the novel, making it one of the most sinister in the series. Here, there is no happy ending. Instead, the reader is left with the feeling that things can only get worse from now, and they do. In that respect, HPOP  functions as a stepping stone in the overall plot of the series as open war with the dark forces does not break out until the sixth instalment. Also, it is interesting to note that in LWW the nuclear family is dissolved through a form of physical absence or separation, while in HPOP  it is dissolved completely through death.


The fairy tale motif of the orphan is coupled with the ideal of the nuclear family, leading the Harry to search for appropriate surrogate parents and role models. There are an abundance of candidates. In an essay M. Katherine Grimes discusses these using the findings of psychologist and educator Bruno Bettelheim, who has written on fairy tales. She explains how Bettelheim identifies duality as a frequent characteristic; for instance, a child may have two father figures to choose between – a good one and a bad one. The good one symbolises what the young listener or reader likes about his parents, and the bad one what he dislikes, because children can have a hard time understanding that one person can embody both good and bad.
 One example of this dualism is personified by Hook and the children’s father in J.M. Barrie’s Peter Pan. The age-old characteristic can be found in HP as well, and Grimes states: “The theme of abandonment and the motif of dual or multiple parents pervade the Harry Potter books.”
 She goes on to identify several parent figures for Harry: Voldemort is the anti-father; incapable of love and pity, he embodies everything that Harry does not want to be. A bit further down the scale is Mr Dursley who what with his constant yelling at his foster son is not exactly an ideal father either. At his arrival at Hogwarts, Harry first attempts to make a father figure out of Hagrid, the half-giant and keeper of the keys, but soon Harry realises he is not up to it. Another candidate is Sirius, Harry’s godfather, whom Harry in Dumbledore’s words has gradually come “to regard [...] as a mixture of father and brother.”
 Sirius is too reckless, though; his death more than anything proves that he was not an appropriate father. The old, wise wizard is a common character in fairy tales and fantasy, and throughout the series Dumbledore becomes Harry’s anchor and mentor, teaching him about his past, future and life in general. He is the heart of Hogwarts, and his death in the sixth volume is a profound shock to Harry Also, Harry’s admiration and longing for his biological father James is great, although he struggles to come to terms with the fact that his father too embodied both good and bad. Yet, they will never meet in real life because James is dead.


Grimes identifies some mother figures as well. The ultimate anti-mother is Harry’s aunt Petunia who detests him, but ironically it is exactly her promise as a sister to Harry’s mother to take in Harry when he was orphaned that protects him the most from Voldemort vengeance.
 The ever-caring Mrs Weasley, the mother of his best friend, provides a suitable surrogate mother, but in HPOP  the adolescent Harry is starting to find her love and attention suffocating. He is beginning to find out who he is and what he is destined to and is annoyed that Mrs Weasley is fighting with Sirius over him.
 The one mother that Harry would of course prefer is his own, Lily, but as with his father he can never meet her. Only via magic or magical devices he manages to see them a few times but never to speak with them.
 They remain ghosts of his past, and no matter how many people still living that are trying to help him, Harry is always alone. The hero has to face his enemy on his own. 


Lastly, there are of course family alternatives. In both LWW and HPOP  the peer group is very important. As discussed in the above, the Pevensies are each other’s family and care for one another, and Harry finds the same kind of kinship with his fellow students at Hogwarts, Ron and Hermione in particular. The school itself has a similar parenting function: Hogwarts becomes the home that Harry never had, and as opposed to most students he prefers to stay at the school during holidays. Lisa Damour elaborates: “The Hogwarts house system provides the children with a sort of extended family with whom they eat and sleep.”
 Harry identifies strongly with the Gryffindor House which gives him a sense of belonging. Rowling never went to any boarding school herself, and at her time of writing only three to six percent of the English secondary school population attended this form of school, but this has not diminished the literature’s fascination with the phenomenon. The HP  books thus join a long line of school story novels dating back at least as far at to Tom Brown’s Schooldays of 1857.
 It is interesting to contrast the view on boarding schools in LWW and HPOP. Lewis, who contrary to Rowling lived in a time of boarding schools, had to attend one himself and would for the rest of his life refer to it as a horrid experience.
 This opinion of schools is evident in LWW: After Edmund’s moral ascend and the death of the Witch, Edmund is described as looking better than he has done in a very long time – “in fact ever since his first term at that horrid school which was where he had begun to go wrong. He had become his real old self again and could look you in the face.”
 When the siblings rule Narnia, one of their jobs is to liberate “young dwarfs and young satyrs from being sent to school.”
 The professor, too, expresses his scepticism about schools in general when he says: “I wonder what they do teach them at these schools.”
 Despite Lewis’s otherwise fairly conservative view of life, he differs here, and part of this break with the boarding school institution may also have its explanation in the fact that Britain of the forties was characterised by an ideological transformation of the school system. Rowling, writing from a nineties context when boarding school life was but a nostalgic part of days gone by, paints a very positive picture, and the description of funny subjects such as broom riding, the concept of houses and the fun that the students have in their common rooms is undoubtedly part of the reason for the books’ success. Apart from the magic and wizardry of the books, young modern readers have admitted to loving the portrayal of boarding school life.
 
2.5. ‘Bildung’ as a key feature

I want to finish the part of my analysis focusing on the forming of identity and stepping into character by looking at the element of the Bildungsroman since this is a very prominent aspect of both LWW and HPOP  and can be linked to my examination of the portrayal of growing up. With Goethe’s Wilhelm Meisters Lehrjahre (1795-96) as a prime example, a Bildungsroman is normally defined as a novel of education that portrays the journey of a person from childhood or adolescence to a state of greater self-knowledge, resulting in recognition of one’s identity and place in the world.
 Typically, the protagonist reaches personal maturity through physical as well as psychological journeys, and although all this reflection often leads to doubt and identity crisis, the protagonist manages to learn from his mistakes and come to terms with who and what he is. Part of the reason why this is so important is that only thus will he be able to fill his place in society and thereby be of any use to the world.
 


The idea of Bildung, personal development, is nothing new and dates back at least to the fairy tales. Lewis and Rowling exploit this theme too. Riber Christensen agrees that the Potter books are basically about coming of age and a form of Bildungsroman,
 just as Brown explains about the role of the Pevensies that “the children will have a cooperative role in saving Narnia: Aslan will play his part, and they must play theirs. And the tasks they must undertake will in many ways be the making of them.”
 The preoccupation with absent parents and particularly the father discussed above is another typical trait of the Bildungsroman.
 In addition, there are certain didactic elements in the books. Thematically, Rowling’s series is the moralising story of how good can overcome evil and about coming to terms with mortality, and Lewis has openly admitted to wanting to teach children about Christianity via his chronicles. However, whereas the feeling of being lectured does not arise when reading Rowling, it does manifest itself with Lewis. Writing in the 1940s he follows a more traditional tone in children’s literature, and the young reader is left with little doubt who is good and who is bad, just as Lewis takes extreme care to remind the reader at least five times to always leave a wardrobe door open as “it is very foolish to shut oneself into any wardrobe.”
 The means of narration will be elaborated below. 

In LWW  the idea of Bildung manifests itself in several ways: Peter, destined to be high king, becomes a man when he kills a wolf and fights the Witch in battle; Edmund finds his true self through betrayal of kin and forgiveness; and all the children “grew and changed” and “governed Narnia well”
 – they do not just journey from children to adults; they become the crème de la crème of adults, namely kings and queens. In HPOP the idea of personal development happens on two levels: On a very concrete level, the children must learn about magic and the magical world in order to fulfil their place in the Wizarding Community. Hence Rowling’s elaborate description of their many subjects at Hogwarts, and in HPOP  in particular we learn how they must start thinking about career options, reading pamphlets such as “HAVE YOU GOT WHAT IT TAKES TO TRAIN SECURITY TROLLS.”
 On a more spiritual and empirical level, the children must learn about life, and Harry and his friends certainly do learn of life and death, good and evil in their many encounters with Voldemort and his minions. I would argue that HPOP  can be seen as a turning point in Harry’s personal development since it is the volume where he learns of the prophecy and his destiny. In an essay, Lene Yding Pedersen points out that “though Harry develops as a character in the magical world (this is where the Bildung aspect manifests itself), his relation to the Dursleys does not develop.”
 Right from the first pages of the series, it becomes clear that Harry is a misfit in the so-called real world. It is not until he is transported to the Wizarding World that he develops a sense of belonging and is able to start growing as a character. The importance and representation of the various worlds will be discussed in chapter 3.


To sum up, I have in the first part of my analysis discussed the portrayal of social hierarchies, identity formation, gender stereotypes, the need for role models and the element of ‘Bildung.’ Perhaps rather surprisingly, my two objects of analysis resemble each other in many respects, despite the span of over fifty years in their time of writing. Although the contexts of these two works seem radically different from each other, certain underlying structures and ideas have not changed much, and the writings of both Lewis and Rowling display rather conservative social and political ideologies as to the topics mentioned in the above. 

2.6. Narration and point of view

After having discussed selected aspects of the representation of children, I want to finish this part of my analysis by considering how this representation is carried out. Narration is yet another point on which the two novels display similarities, although there are differences as well. Both LWW and HPOP  are fitted with an omniscient narrator which tells the story from a third-person point of view. As is tradition with children’s literature, both are focalised through children, but whereas Rowling sticks solely to Harry as the perceiver, Lewis shows us the feelings of all his four child protagonists, although not in equal measure. This can be seen by the use of mental verbs: Verbs such as ‘thought’ and ‘felt’ are frequently used in connection with Edmund and Lucy, who are the prime focalisers,
 and less in connection with Peter and Susan.
 In HPOP, these verbs are only connected to Harry, who is the only one whose head we ever get inside, and instead Ron and Hermione are described from the outside by verbs such as ‘sounding’ and ‘looking.’
 Thus, whereas Rowling has opted for limited omniscience, Lewis goes a little further, although he stays away from full omniscience with access to the minds of all characters as this may test the boundaries of credibility. The narrator of LWW  is overtly intrusive and evaluates on a running basis as to the thoughts and actions of the characters, for instance when in chapter 9 we are told on Edmund: “He had eaten his share of the dinner, but he hadn’t really enjoyed it because he was thinking all the time about Turkish Delight – and there’s nothing that spoils the taste of good ordinary food half so much as the memory of bad magic food.”
 In addition, the narrator frequently uses the pronoun ‘I’ and often couples it with direct reader address as in: “”I hope no one who reads this book has been quite as miserable as Susan and Lucy were that night; but if you have been – if you’ve been up all night and cried till you have no more tears left in you – you will know that there comes in the end a sort of quietness.”
 This style of narration is anachronistic and didactic and constantly reminds the reader that this is merely a story, which again serves to position the narrator as authoritative and as the ‘lecturing storyteller.’ Therefore, it can easily be concluded that Lewis employs the vehicle of telling in his portrayal of the children and their adventures.


In HPOP, on the other hand, it is much more difficult to make out whether the story is narrated via telling or showing as Rowling does not employ the same authoritative voice. A close textual analysis reveals that the narrator in HPOP  often hides behind the voice and viewpoint of Harry. One example is when Harry and Hermione are in a discussion and Hermione points out to him that 

‘Well ... you ...’ she looked more apprehensive than ever. [...] ‘... you got a bit ... carried away ...’

   A wave of hot, prickly anger swept through Harry’s body; how could she remind him of that blunder now? 

   ‘I mean, it was really great of you and everything,’ said Hermione quickly, looking positively petrified at the look on Harry’s face.
 

Offhand, it may seem like the scene is told by an omniscient narrator, but actually it is all focalised through Harry. The reactions and emotions of Hermione is portrayed via the verb ‘looking’ – we do not know whether she is actually petrified, only that she looks it – whereas Harry’s emotions are described clearly and from an inside view as we literally get inside his body and mind. Sometimes, however, it becomes evident that the narrator does not just stick to showing and describing events and emotions, and an evaluative or even biased tone can be detected underneath the viewpoint of Harry. The very first page of HPOP  is narrated by a fairly neutral-sounding omniscient narrator, but somewhere around the last lines of this page and the first lines of the next, a gradual shift happens, and suddenly the story is narrated indirectly by Harry in the sense that it is now focalised through him:

On the whole, Harry thought he was to be congratulated on his idea of hiding here. He was not, perhaps, very comfortable lying on the hot, hard earth but, on the other hand, nobody was glaring at him, grinding their teeth so loudly that he could not hear the news, or shooting nasty questions at him, as had happened every time he had tried sitting down in the living room to watch television with his aunt and uncle.

The description of the Dursleys is a subtle criticism of them as characters and their way of treating their nephew and brings to mind how the nuclear family is hailed as the great ideal in the novel. Of course, this negative attitude to the Dursleys mirrors Harry’s own view of them, but a more authoritative voice on behalf of the omniscient narrator is discernable as well, which is revealed through antagonistic words like ‘glaring’ and ‘nasty.’ Thereby, Rowling subtlety builds up the negative portrayal of Harry’s relations that is essential to their role as unpleasant characters in the story, and contrary to Lewis she avoids coming off as authoritative and lecturing. As Gamble and Yates would say, her text has a rather implicit way of displaying values and beliefs. One advantage of this choice of tone may be that young readers are not deterred as the narrating voice in HPOP  is much more at the level of the reader than in the more conservative LWW  where one soon gets the feeling that the narrator is lecturing and talking down to the reader. Clearly, Lewis has opted for a more explicit portrayal of existing ideologies. Also, Rowling does not remind her reader that it is merely a story being told. The effect is that to a modern reader HPOP  and its characters come off as more realistic and easy to identify with.

3. All grown up and then what: the representation of worlds
In the first part of my analysis I have explored the process of growing up, and in this second part I now want to look at what happens once the children do grow up. In doing so, I want to discuss the textual representation of worlds in LWW and HPOP, which will include a discussion of Jackson, Gupta and others, just as I will discuss the effects of plot structure in connection with this. The reason for my interest in this aspect of the books is that I find it essential to exploring my focus area of growing up. The travelling of the children from one world to another mirrors their journey from childhood and adolescence to adulthood, and we are therefore dealing with physical as well as metaphorical border crossing. The different worlds have different effects on the children and consequently affect the way they mature and what they become, but at the same time the magical worlds depend on the children. A comparison between the two series also reveals interesting differences: apparently, leaving childhood innocence behind may have consequences regarding the ability to stay in the magical world. In addition, I will argue that these worlds are not ‘equal’ in their portrayal; some are clearly better than others.

3.1. Identifying the worlds

Fantasy stories generally feature at least two worlds, which – using Tolkien’s terminology – are referred to as the primary world (our world) and the secondary world (a magical, alternative one) between which travel is possible. Others, however, such as Lord of the Rings only feature the secondary one. In the mapping of the various worlds of my objects of analysis I will initially turn to the characteristics of high fantasy. As mentioned in my chapter on theory, I would define the Narnia and HP series as high fantasy. Characteristically, both treat world-endangering matters rather than mere personal problems (as opposed to for instance sword & sorcery). High fantasy often comes in huge volumes where emphasis is placed on the secondary world itself and not on the individual characters who often change. Narnia and HP both include a substantial number of volumes, and Narnia in particular is a good example because the main characters are made up by different children throughout the series and because we follow the creation, existence and fall of the world of Narnia throughout the seven volumes. Equally typical, each of them primarily takes place in the secondary, magical world, although the primary ‘real’ world is never completely out of sight. In Narnia the children never know when they will suddenly find themselves back in the real, familiar world again, typically accessed via some portal, and in HP the world of wizards is a world-within-a-world, situated some indefinable place in modern England, which is typically reached by a magical train.
As touched upon in section 1.1., the fantasy world and the real world have a dependency relationship with one another; one cannot be properly appreciated without the other. One could argue that it is almost a commonsense division that defines ‘the real’ as the empirical and physical and ‘the unreal’ as the metaphysical. Jackson speaks of negative relationality when she argues that fantasy literature can only be understood by its positioning in relation to the real,
 adding that the definition of the real, “of what can ‘be’, and images of what cannot be, obviously undergo considerable historical shifts.”
 Although her focus area is the literature of the truly fantastic, her definition is useful in adding to the understanding of the characteristics of the kind of literature under analysis here. 

Tolkien uses the terms ‘primary’ and ‘secondary’ world and argues that the illusion of the reader must never be broken as this will result in the reader feeling expelled from the imaginative secondary world
 (the latter world being, in Tolkien’s view, obviously the lesser of the two). However, I would not agree with Tolkien that not sticking to a strict distinction between the worlds at hand will ruin the reading experience. The HP universe is characterised by its jumping in and out of the primary and secondary world, respectively, and yet, the fact that the reader is so frequently reminded of and confronted with ‘the real world’ does not seem to break the illusion or spoil the reading experience. It is possible to leave the secondary world and then come back without ‘magic failing’ as Tolkien put it. Contrary to HP, Lewis’s Narnia represents traditional fantasy with a rather distinct demarcation of where one world ends and another begins, whereas this in the case of HP  is fairly blurred as the parallel worlds here sometimes seem to almost melt together.
 However, in both books the secondary world is clearly set aside from the primary real one in that it is constantly described in terms of its unpredictability and changeability. The secondary worlds of Narnia and HP  are peopled with strange, magical creatures, and magic may overcome death and otherwise dismiss the laws of physics. In general, both novels succeed in depicting believable secondary worlds that intrigue the reader, and exactly this achievement is what Tolkien argues is essential in fantasy literature.

Discussing the findings of Steven Barfield, Yding Pedersen explains how the HP  series can be characterised as satirical fantasy as to its portrayal of worlds and reality, instead of merely being an example of fantasy in the Tolkien tradition or of the fantastic in Todorov’s sense. Therefore, it is not situated between the marvellous and the mimetic (Todorov places the fantastic here); rather, the universe of HP  relies on a form of expanded realism because its magical world relies on expanded natural laws.
 Thus, it “challenges Todorov’s definition of the fantastic because it undermines the binary opposition of “supernatural” and “naturalistic” explanations” and “presents a satirical comment on our real world.”
 In this view, the secondary, magical world of HP  is actually a comical comment on our world. I agree, but not all is comedy; the series comments, consciously or unconsciously, on more serious aspects of society such as gender roles, racism and class although there is no intention of radical reform.

Continuing the discussion of worlds, Gupta argues that there are in fact three worlds at play in the complex HP  series, referring to them as the Magic world, the Muggle world and our world, respectively. He clarifies the definition of the latter: “I am referring to a phenomenal and a (despite the singular and abstract air of that phraseology) pluralistic world – a happening world, the world of political and social effects, the world out there (empirically apprehensible).”
 He argues that the Muggle world (the fictional real world) does not equal our world; it is merely there to complement the Magic world – which goes to great lengths to ensure that the Muggle world never learns of the existence of the Magic world. Contrary to what one might think, it is not the Muggle world that is an indirect comment on our world, it is the Magic world.
 The Magic world is really where it happens and “appears to be the focal point.”
 An interesting point, and this is indeed no traditional secondary world; here we see political squalor and petty misconduct alongside the more traditional wand duelling between the forces of good and evil.

3.1.1. Accessing the magical world and cyclic plot structures

As mentioned above, the story in high fantasy primarily takes place in the secondary, fictional world where magic is ever present. This secondary world can be said to exist, or can be accessed, in three forms: A, a setting where the primary world does not exist or is next to irrelevant (e.g. Discworld); B, a setting where the secondary world is entered from the primary via a portal (e.g. Narnia); C, a setting where the secondary world is a world-within-a-world physically separated from the real world (e.g. HP).
 


Secondary parallel worlds can normally be accessed in a number of ways, typically via some sort of portals. Traditionally, mirrors have often functioned as such portals due to their transgressive nature, but both Narnia and HP  display great creativity when it comes to these matters. In Narnia, children can for instance be transported to Narnia via a wardrobe, by being magically summoned by someone inside Narnia, a painting, or even by death. In HP,  it can for instance happen by some sort of magical means of transportation such as steam locomotive, car or broomstick  or via Floo powder and portkeys, the latter being otherwise ordinary-seeming artefacts such as an old boot or a goblet. There is one important difference between the two series and their portals: in Narnia transportation between worlds via these portals are no matter of course, whereas Harry and his friends can – most of the time at least – decide for themselves when to go in and out of the magical world. To Lewis, entrance to Narnia is not subject to human wishes. In LWW Lucy finds her way through the wardrobe one day, but when she afterwards tries to access Narnia again to show her siblings, the wardrobe is nothing but a wardrobe. When the Pevensies finally do enter Narnia together, they are afraid to go back through the wardrobe for food as expressed by Peter: “[T]here doesn’t seem to be any certainty of getting into this country again when once you’ve got out of it.”
 However, Brown argues, whereas the passageway is not at the children’s bidding from our side, it is apparently always open from the Narnian side. It never becomes quite clear whether the wardrobe operates according to its own will or the will of another (Aslan). The message seems to be that not all can enter the wonderful country of Narnia, but none of those who can are compelled to stay there.
 Actually, the professor in LWW offers a few more details on the elusive nature of the entrances to Narnia as he says: “But don’t go trying to use the same route twice. Indeed, don’t try to get there at all. It’ll happen when you’re not looking for it.”


To Harry and his fellow wizards, things are easier. Most often, they do not depend on magical portals sucking them in or out of the Wizarding World; instead, they actively travel to and fro by means of transportation. This means that the parallel worlds in the Harry Potter universe are not as distinctly separate as in Narnia. The two series do have one element in common though: Both are cyclic in structure. Each book begins and ends with the children being in the primary world because they somehow have to go back. In LWW, the Pevensies must return because they belong in the primary world and have parents there who would at some point miss them if they did not return. As mentioned earlier, the children never express any longing for their parents, and we are told that they forget about them as time in Narnia goes by, but Brown speculates that the children may be expressing a subconscious desire to return to their parents when they at the end of the novel hunt the White Stag, a magical beast known for granting wishes. It leads them straight to the wardrobe and they return home, gradually recalling their past life.
 Harry, on the other hand, has no desire whatsoever to return to the real world when the school year at Hogwarts is over, since this means months of miserable living with the Dursleys who cannot stand the sight of him. He must, however, as Dumbledore reveals to him in HPOP, for one particular reason; it is the home of his maternal relative, Petunia: “You need return there only once a year, but as long as you can still call it home, whilst you are there [Voldemort] cannot hurt you.”
 The cyclic structure is found in the overall plot structure of both series as well. In Narnia we witness the creation, existence and destruction of Narnia focalised through the eyes of various children, and throughout HP  we follow Harry from his eleventh to his seventeenth year with each book equalling one school year and Harry maturing a little with every book and year. An epilogue in the last instalment shows him as an adult. Although Narnia has as its centre the magical world itself and HP  the child destined to save that world, they have the cyclic pattern in common. The individual books in the two series and the two series as a whole all echo the classic plot structure of home-away-home. Quoting Perry Nodelman, Gamble argues that this pattern is the most common pattern in children’s literature and explains that young readers “may prefer stories that include some form of closure where the emphasis is on security and the restoration of normality.”
 Although LWW and HPOP  have many dedicated adult readers, I find that they are to be classified as children’s books, especially due to their child protagonists, plot structure and happy ending. Yet, in both novels the classic plot structure is portrayed with a twist. The children in LWW  return safely to their own world where they started, but we are left hanging in the air as to the question of whether they will remain there or go back to Narnia again someday, as hinted by the professor. Likewise, in HPOP  things do not end with complete closure and happiness. Although the last lines of the book demonstrate optimism and the mysteries of the book have been explained, we are left with a feeling that the final battle is only about to begin. Thus, both Lewis and Rowling have employed an age-old plot structure and renewed it with a little twist at the end, leaving the reader with a feeling of suspense. Thereby, Tolkien’s concept of Eucatastrophe is not completely fulfilled. In LWW  it is ambiguous, which is seen by the very last lines: “And that is the very end of the adventure of the wardrobe. But if the Professor was right, it was only the beginning of the adventures of Narnia.”
 It is the end – and then perhaps not after all. The feeling of closure is immediately supplanted by suspense. Because the HP  books cannot be viewed as separate units in the same sense as the Narnia books, the feeling of lacking closure and Eucatastrophe is quite predominant. It originates from the main plot of the series, which is not yet at its end, whereas the feeling of closure comes from the wrapping up of the plot in HPOP, which functions as a form of subplot in the overall plot. 

A consideration of ideology in connection with the endings of these two novels is interesting as well. As mentioned in 1.2., ideologies from the context of a text may affect its form and not just its content. Most fantasy stories keep – like the fairy tales on which they build – to a fairly fixed and widely recognised pattern, for instance as regards plot structure, and often the ending in fantasy stories is a happy one. This normally includes a distinct form of closure: The prince gets his girl and slays the villain, and thereby his quest is over. Typically, the formulaic end phrase ‘The End’ underlines this. The vehicle of closed endings is seen in 19th century novels too: Here, the heroine usually ends up married, and the text thereby enforces one of the most dominant ideas of the 19th century – the great social institution of marriage. Whereas this kind of closure and thereby reaffirmation of dominant ideas and values can be argued to exist at the endings of the very last instalments in the Narnia and HP  series, the matter is more ambiguous in LWW and HPOP. As mentioned, there is closure as well as suspense. This goes to show that the content of these two novels may be quite influenced by ideology, while their form seems to be less affected.


Lastly, both novels characteristically display a preoccupation with borders and border crossing exemplified by various portals between the worlds and the metaphorical journey of the young children to adulthood. As mentioned, Armitt explains how fantasy deals with horizons and what lies beyond, and this preoccupation is designated by longing and desire. Lucy cannot help herself: She must know what this strange place inside a wardrobe is, and Harry is dying to grow older and be taken seriously by the adults in the Order of the Phoenix. Desire in various forms is a key ingredient of stories, particularly of tales of the marvelous. 

3.1.2. Not for everyone
An important aspect of the magical worlds of LWW and HPOP  is that not everyone can enter. In HP, only wizards can access the magical world because they are the only ones who know about the many portkeys and other portals. Age does not really play a role: adults and children alike can enter in and out the magical world as long as they know of the exact means to do so. Muggles, however, will never enter: They lack the necessary knowledge of magic, and the Wizarding World actually goes to great lengths to conceal the magical world from the Muggles. There is no ‘greater force’ similar to the god-like Aslan in Narnia to keep non-magical people from the enthralling magical world: it is the wizards themselves that do not want Muggles into their world. By use of magic, the existence of the magical world is kept from them. In HPOP  for instance, Harry is transported to the headquarters of the Order of the Phoenix in number twelve, Grimmauld Place, an ancient house situated in the world of Muggles but not visible to them. Asked to memorise the address of the house, Harry initially cannot see it:

They were standing outside number eleven; he looked to the left and saw number ten; to the right, however, was number thirteen. 

   ‘But where’s -?’

‘Think about what you’ve just memorised,’ said Lupin quietly.

   Harry thought, and no sooner had he reached the part about number twelve, Grimmauld Place, than a battered door emerged out of nowhere between numbers eleven and thirteen. [...] It was as though an extra house had inflated. [...] The stereo in number eleven thudded on. Apparently the Muggles inside hadn’t felt anything.

It illustrates the superiority of the magical world as the Muggles notice nothing even though this is taking place in the middle of London. Mad-Eye Moody even puts out all the street lights in the street with a magical device because “[t]hat’ll take care of any Muggles looking out of the window.”
 The magical people simply act as gatekeepers.


In Narnia, there are no live gatekeepers; all is apparently controlled by magic itself. I have already discussed how the wardrobe of Narnia seems to open and close at its own discretion, but it also seems that only children – the right sort of children – can enter the country of Narnia. Despite the fact that the wardrobe has probably been sitting in the professor’s house for years, we never hear of neither him nor his housekeeper actually discovering its contents. (Although, the professor reveals a striking knowledge of Narnia, which is never explained). There are coats hanging in it, so apparently someone has put these into the wardrobe without discovering the entrance. Not due to lack of attention, but because they were not supposed to discover it. Narnia opens only when it wants to let someone in. Yet, Lewis may have changed his mind a bit on this in later volumes. In PC it is revealed that the Telmarines are actually descendants of adult human pirates happening to stumble into the magical world.
 However, it seems that generally only children, not adults, are allowed to discover and enter Narnia, and LWW  is the only volume where Lewis has his child protagonists grow up. Brown muses that perhaps Lewis got bored with his grown-up characters like many child readers would be and decided to keep his characters forever young in the rest of the series.
 This sounds very plausible: The adult Pevensies are not that much fun. They speak in complicated Elizabethan prose and are long done fighting each other for position; consequently, all the fun is gone. 


Being a child is not enough to ensure access. Even the pure-hearted Lucy is denied access when she wants to prove to her siblings that Narnia really exists.
 We never learn why; possibly because she only wanted to prove herself right and not because of some grander wish to assist Narnia and its inhabitants. As mentioned, it is possible to gain access to Narnia and then later be denied it: Susan falls from grace as she ‘decides’ to grow up and stop playing games. The attitude towards adulthood being expressed in the series is generally negative. In LB when the true friends of Narnia are called to follow the Narnians into a new and better Narnia Susan is missing. The other children, especially the girls, are hard on her:

“Oh, Susan!” said Jill. “She’s interested in nothing these days except nylons and lipstick and invitations. She always was a jolly sight too keen on being grown-up.”

   “Grown-up, indeed,” said the Lady Polly. “I wish she would grow up. She wasted all her school time wanting to be the age she is now, and she’ll waste all the rest of her life trying to stay that age. Her whole idea is to race on to the silliest time of one’s life as quick as she can and then stop there as long as she can.”

The reference to adulthood as ‘the silliest time of one’s life’ is striking. Obviously, the worst crime a child can commit is to grow up. The consequence is that one can no longer be ‘a friend of Narnia’ – a terrible fate as the excellence of the magical country to all other countries is stressed time and again in the series. Susan is doubly punished for growing up: she is excluded from Narnia, and she loses all her siblings in a train wreck.


Oddly enough, though the three other Pevensies are allowed to return to Narnia in the final volume, now for good, there are prior to that several indications that they are getting too old to visit anymore. In the end of PC after a solemn talk with Aslan, Peter must tell his youngest siblings that he and Susan can no longer return:

“Never?” cried Edmund and Lucy in dismay.

   “Oh, you two are,” answered Peter. “At least, from what he said, I’m pretty sure he means you to get back some day. But not Su and me. He says we’re getting too old.”

   “Oh, Peter,” said Lucy. “What awful bad luck. Can you bear it?”

“Well, I think I can,” said Peter. “It’s all rather different from what I thought. You’ll understand when it comes to your last time.”

Interestingly, judging by Peter’s remarks it seems that once one is denied access to Narnia, one automatically gets a feeling of acceptance. A feeling that a wonderful era in one’s life is over, and that it is now time to move on – to adulthood presumably. In this light, adulthood does not seem as bad a thing as in the case of Susan. Perhaps it depends on the way one goes about reaching adulthood; we never hear of Peter chasing any girls, whereas Susan is obviously interested in attracting the opposite sex with her lipsticks and nylons. Exactly what is meant by becoming ‘too old’ is never explained, just as the age of the children is never revealed in detail. Yet, it seems that once they approach adolescence, they do not belong in Narnia anymore.


I find it rather striking how there seems to be a notion in Narnia that being a child is better than being an adult. Time and again adulthood and the desire to be grown-up is criticised and sometimes compared to something almost wicked and wrong. The theme is found in Peter Pan as well. It resembles the Romantic idea of the innocent child, still uncorrupted by the hardships and temptations of life. Perhaps it is not surprising to find this idea in Lewis’s works. He writes in the 1940s, has no children of his own and was a professed lover of anything old, simple and nostalgic. Rowling, on the other hand, makes no such distinction between childhood and adulthood. To her, the journey from one to the other is completely natural. Her characters may leave their own childhood behind, but in the epilogue of the final volume we see them grow up, marry and have children of their own, thus representing an ongoing cycle.

Another observation on the portrayal of the two types of worlds is that the magical, alternative one always somehow seems to be better, which is primarily seen by the fact that expulsion from this world is viewed as something negative by the characters. In HP, the children with magical abilities are either born into the magical world or introduced to it at the age of eleven. Once in, you never have to leave this world. With Narnia, things are very different, as the children have to leave upon reaching a certain age or when a task is completed. Only if they die and are still ‘friends of Narnia,’ they can come back permanently. This, however, means leaving everything behind in the real world – a sacrifice which the friends of Narnia make most willingly. Apparently nothing compares to the magical world of Narnia. In HP  we get the feeling that the Muggles are really missing out on something because the Wizarding World seems so exciting and rich compared to the world of Muggles. Also, the only Muggles portrayed in detail, the caricature-like Dursleys, hardly contribute to a positive attitude towards the fictional real world. Consequently, the magical world is portrayed as more attractive than the slightly dull, unknowing Muggle world. This echoes the relationship between Narnia and the fictional real world: There is no doubt that being in Narnia is better – at least if you are the right sort of child and do not start caring for lipstick. Lastly, a little comment on a rather funny parallel between the two novels. Lucy voluntarily steps into a wardrobe and enters a magical worlds, while Harry must involuntarily live in a cupboard under the Dursleys’ staircase until he is admitted to Hogwarts and transported there on the magical Hogwarts Express. Both cases have an almost womb-like quality to them, and I would argue that they function to symbolise the rebirth of the child into another (better) world. 

3.1.3. Is home where the heart is?

Looking at why the children enter the magical worlds in the first place reveals similarities as well as differences. In HP, it happens because the children must begin their magical education. Harry needs to learn about magic and the magical world in order to fulfil his place there as an adult. He is there to stay. Besides, he personally has another purpose quite out of the ordinary: Ridding the magical world of the most dangerous wizard ever known. His presence is much needed: In HPOP  the Wizarding World is a crumbling world, with anarchy and corruption threatening to take over. In Narnia, the children are called to Narnia to assist the declining country in various ways. There are no humans in the country of Narnia, and it seems that most times it is only human children that are able to help the country, as seen by the prophecy on Adam’s flesh and bone quoted by Mr Beaver. The land of Narnia may be the land of their dreams to the children, but Narnia certainly also needs them. The prophecy quoted by the beaver almost likens the children to the messiah, as Harry is. It should be noted that the door to Narnia will only open to children from our world. They can enter and leave, but the Narnians themselves cannot, making Prince Caspian say: “I wonder why you can get into our world and we never into yours? If only I had the chance!”
 Perhaps this serves to underline the dependency of Narnia on the human children. As a contrast, no Narnians are needed in the fictional real world.


Yet, the children could be said to need Narnia as well. Brown suggests that they are brought there not only to aid it but also to learn something themselves: “In some of the Chronicles, the adventures can be seen as corrective. Edmund will be turned away from his tendency towards selfishness and bullying, and Susan will have the chance to conquer her fears.”
 In addition, he points out how Aslan provides another explanation in VDT  when telling Edmund and Lucy that they too are now too old to return. The children are distressed despite Aslan’s exhortation that they must begin to come close to their own world now instead, and Lucy is particularly distressed by the thought of never seeing Aslan again. Then the great lion ensures the children that he is in fact present in their world: “But there I have another name. You must learn to know me by that name. This was the very reason why you were brought to Narnia, that by knowing me here for a little, you may know me better there.”
 The Christian undertones are of course obvious, and it certainly is possible that Lewis simply means to say that the children are brought to Narnia to find Christian faith. It might also be possible, however, to read this as the message that through childhood an individual learns what is needed to become an adult and fulfil its role as such in the world. Thus, in Narnia the magical world does not exploit the children of the real world – or the other way around for that matter. The two parties have a dependency relationship with one another. 

In HP  this conclusion is harder to make because everything is more blurred between the worlds here. The Wizarding World certainly needs Harry Potter, and if we conceive of him as a representative of the non-magical, real world, the story then resembles that of Narnia which needs the human children. However, despite Harry being raised in the Muggle world he is actually a wizard by blood. He belongs in the magical world and stays there for good once he has entered it apart from his obligatory summer breaks at the Dursleys’. Seen in this light he does not represent the non-magical world, and the Wizarding Community with its magical superiority to the Muggles does not seem to depend on the non-magical world at all. 

Having discussed the children’s entrance into the magical worlds, I would now like to look more into their leaving it. As already mentioned, this does not apply to Harry Potter as he does not want or have to leave the magical world. Rather paradoxically, his world view gradually changes: On his first entering the Wizarding World it seems strange and unnatural to him, but as he gets used to it and starts to feel at home, his view of the non-magical world left behind starts to change, making him soon think of non-magical people as ‘Muggles’ and their world to be unnaturally poor without the presence of magic. He is a true wizard, and he belongs in the magical world. This paradigm shift of his as to worldview is echoed by the reader because the identification with Harry is so strong. 

I have already touched upon the reasons for the children having to leave the magical world of Narnia (family waiting in the non-magical world), but would like to explore another possible explanation as well as going into detail about the process of maturation that happens while the children are in Narnia. It would seem that once the children have aided the magical country, they are sent back to their own world to wait until next time when they might be summoned. In PC they are ushered through a kind of door and soon find themselves back at the London railway station which they were suddenly ‘pulled’ to Narnia from in the first place,
 and in VDT  they are whisked away to their own world by Aslan opening a portal in the sky. The children are distressed as he has just told them they can return no more, but Aslan cuts them short with: “Come, I am opening the door in the sky.”
 Seen in this light, Aslan has a rather ungrateful way of treating the saviours of his country. Thus, the answer to the question of why they have to leave Narnia again when they love it so much may be that they have simply fulfilled their task there. They are no longer needed, and instead they need to focus on their life in their own world, as Aslan explains.

In an excellent essay on maturation in Narnia, McBride argues that Lewis wants his young readers to consider what growing up means and to experience the process of it through his chronicles.
 Discussing the portrayal of maturing in the stories, McBride explains how Lewis provides several forms of maturation experience for his protagonists: “The first of these is the most mundane: while in Narnia the children mature physically as well as emotionally.”
 By the end of LWW, Peter has grown to be tall and deep-chested, Susan is tall and beautiful and so on. When they go back through the wardrobe, they de-mature physically as well as emotionally, although the memories and experiences of their life in Narnia stay with them. McBride then goes on to explain how “[t]he most important means of Narnian growth toward maturity is the intensely painful or frightening life-changing event. Such events produce emotional, intellectual and spiritual growth.”
 In LWW  Peter kills a wolf and is knighted, and Edmund is morally sobered through being beaten and starved by the Witch. In general, the concept of maturity in Narnia is rather complex and linked with the fact that the concept of time is not the same in our world and in Narnia. As Armitt puts it “it is not unusual for the temporal dimensions of the fantasy text to be understood in terms of otherness.”
 A second in earthly time may be equal to hours or years in Narnia. However puzzling it could be seen as rather practical, as it allows the children to go to Narnia for years and mature, while remaining children back home. Looking at the entire series, the children go through several stages of maturation whenever they visit Narnia. When the Pevensies return to the country in PC, they have lost the mental and physical maturity reached at the end of LWW when they grew up to be adult kings and queens, and yet “a few hours in Narnia returns to their minds and bodies some of the maturity they had achieved in their earlier visits;”
 Peter, for instance, is indefinably transformed when he unsheaths the sword given to him by Father Christmas in LWW, and soon they all feel like their old Narnian selves. At the same time, they enter the magical country in a more mature state than on their first visit because they have aged a bit in earthly terms. Thus, part of the maturity reached in Narnia stays with the children when they leave it, but not all. Some must be laboriously re-attained during the ensuing visits, just as their bodies need time to remember. However, as the wise professor puts it: “Once a King in Narnia, always a King in Narnia.”
 Perhaps it is exactly his use of the little word ‘in’ that best explains the complexities of maturity reached through Narnian experiences: To get the most of it, you need to actually be in Narnia. Once you leave it, something is lost. 

McBride points out something important:

Maturity is most often a value, in life and in fiction, something positive, desirable and beneficial. Lewis’ life and writings, however, illustrate its trade-offs, negatives that accompany the positives.

This underlines the rather ambiguous nature of the concept of maturation present in Narnia, especially coupled with the element of Bildung clearly at play in the novels. On the one hand, reaching a higher level of personal maturity is clearly positive, but on the other hand this is portrayed as having some rather disturbing consequences such as exclusion from Narnia (unless you are willing to sacrifice your life in the real world). As an effect, it is not difficult to detect in LWW  the Romantic ideal of the open-minded child, yet unspoiled by adulthood, and this really seems to be the main idea of the child running through the novel. It is a rather nostalgic and conservative notion, even for a 1940s context. The HP  series generally portray this a little more nuanced; here growing up and attaining maturity may be difficult, but it is always positive and natural in the end.

4. Issues of Subversion and Conservative Ideologies

I want to finish my analysis with a discussion of the possible elements of subversion, contrasting the views of Gupta and Christiansen with those of Jackson and Armitt, and a look at the nature of ideologies at play in my objects of analysis. In the chapters on identity formation and the question of gender I have already argued how certain conscious or subconscious ideologies, which could be described as conservative, are present in LWW and HPOP, and I now want to link this to the question of which world the child characters prefer. 
4.1. Conservativeness and setting

Despite the fact that they have spent the first part of their lives in the fictional real world, both the Pevensies and Harry obviously prefer the magical world. Although the meeting with this world is at first confusing and frightening, they soon decide where their hearts lie. Harry is depressed every summer when he has to return to the Dursleys, and Lucy and Edmund are distressed whenever Aslan tells them that they must leave Narnia. Through their meeting with the alternative, magical world, their worldview changes until the point when they almost find their old world strange and empty of meaning and fun. In both LWW and HPOP  the magical world is where the children develop the most. Here is the confidence in the prowess of children and the freedom which the child characters have apparently been missing in their ordinary, non-magical worlds. 

I find it quite notable that the worlds which the authors have their characters like the best are fitted with a remarkably conservative set of values, which matches the conservative, nostalgic setting. Hogwarts with its towers, dormitories and candles is Medieval compared to the high-tech world of Muggles, as is the kingdom of Narnia with its primogeniture, knights and pre-industrialised setting. In both worlds the young children experience a sense of friendship, unity and purpose that they do not seem to find back home in their non-magical worlds. Mendelsohn argues that as regards the authoritarian structures of the books, the writings of Lewis and Rowling place themselves in the company of Tolkien in constructing their secondary worlds as “a lament for old England, for the values of the shires and for a “greener” and simpler world.”
 She also claims that “[t]he structure of J.K. Rowling’s books is predicated upon a status quo and a formal understanding of authority in which hierarchal structures are a given.”
 She bases this particularly on the stereotyped gender roles portrayed in the books as well as the strict hierarchal nature of Hogwarts as an institution and the Wizarding World as a whole. This echoes the strict, age-based hierarchy found in Narnia between for instance the Pevensie siblings. McBride argues that “Lewis implies a hierarchical chain of authority for the Pevensies.”
 Also, Narnia is not a democratic world; it is ruled by kings and queens anointed by Aslan, and all the exotic inhabitants of Narnian seem generally happy to subject to human rulers. The message implied in this seems to be that a more conservative structure of society is to be preferred. It is underlined by the subtle longing for times gone by and old virtues expressed in both Narnia and HP. It is all very well with modern technology, unisex toilets and absolute democracy, but these things all tend to carry with them a lot of bother.  

In this respect setting is important. Both novels are characterised by secondary worlds that have a distinctly Medieval quality to them where naturalness and magic is better than artificiality and technology. I would argue that the general setting of the novels plays an active part in two respects. Firstly, it serves to enhance the otherness of these worlds and place the novels in the mode of fantasy literature. Magic and weird worlds are simply what we expect from this kind of story, and the many strange creatures and the very ‘topsy-turvyness’ of the novels demonstrate the to some extent unnatural and unfamiliar nature of the secondary worlds as opposed to the world of the reader. Secondly, it supports the conservativeness found in the values and ideas of the novels. As mentioned, old virtues like solidarity, self-sacrifice and general good conduct are portrayed as something important, which the children must learn, and this all seems very natural due to the placement of the children in a pre-industrialised romance setting. Therefore, the setting in LWW and HPOP  is not incidental and mere backdrop. The setting is also important in concrete scenes. In LWW  it is winter when the Pevensies first enter Narnia, and we are told that the Witch “has made a magic so that it is always winter in Narnia – always winter, but it never gets to Christmas.”
 But when Aslan and the Pevensies join forces, the Witch’s power starts to dwindle, and this is directly illustrated by the change in season. Suddenly Edmund notices the “drip-drip-drip from the branches of all the trees,” and “[e]very moment the patches of green grew bigger and the patches of snow grew smaller,” making at last the Witch’s dwarf servant say: “This is no thaw. [...] This is Spring. [...] Your winter has been destroyed, I tell you!”
 The seasons are actively employed to illustrate the change in power. 

In HPOP  the setting underlines the feelings and realisations of Harry when he goes into the sinister ‘underbelly’ of the Ministry’s Department of Mysteries at night in search of his godfather. In a chapter symbolically titled “Beyond the veil” a nerve-racking battle between Harry with his followers and Voldemort with his Death Eaters results in Sirius’s death and the finding of the prophecy. Next morning when Harry emerges, he is sat down in Dumbledore’s office where “[t]he sun had risen now. Dumbledore’s office was bathed in it”
 to receive an explanation of the prophecy and his destiny. In only a night Harry has reached a higher level of understanding, and this mental journey has been illustrated by his physical journey from nightly battles in the sinister Department with its twisted magic and hallways (much like the subconscious) to the quietness of Dumbledore’s tower office, where all is revealed and nothing is left but to reconcile oneself to one’s fate. Thus, setting definitely serves to set the atmosphere.
4.2. Conservative subversion?

As mentioned in the initial exposition of Jackson, she distinguishes between the type of fantasies that actively tells of desire and the type that expels desire, arguing that the former is subversive and the latter not, as it is too conservative in nature and always reaffirms cultural order in the end.
 Since the terms conservative and subversive would normally be considered opposites, it would be logical to conclude that works like LWW and HPOP  are not subversive, especially seen in the light of my demonstration of their incorporated conservative ideologies. In addition, the series both end fairly happily, reaffirming the dominant order. In an essay in the book Marvellous Fantasy of 2009, Steen Christiansen discusses Jackson’s views on fantasy and the subversive element and concedes that fantasy is generally seen as an inherently conservative genre almost in the Tolkien sense with elves, kings and happy, consolatory endings.
 However, contrary to Jackson, he argues that the more conservative fantasy narratives too can function as alternatives to the dominant order:

[E]ven conservative fantasy represents an alternative to the capitalistic hegemony, in the way that feudal society is represented as an ordered, structured, and attractive society. Kings are benevolent, serfs are content, and only encroaching evil can disturb the peace. Viewed this way, all fantasy becomes subversive in its representation of alternatives.

His concept of subversion is rather broad, but I agree with him on this interesting point. In a way, it answers the questions put forward by Gupta, who as mentioned above criticises Jackson for “expelling conservative fantasies from the realm of fantasy [...] without expressing too much analytical curiosity about this.”
 Contrary to Jackson, and Armitt who agrees, both Gupta and Christiansen take another look at the fantasies dubbed conservative, and Christiansen explores it even further by suggesting that these texts may indeed be subversive. Although he thinks that “subversion is not an inherent feature of the genre,”
 he agrees with Jackson that fantasy narratives of a more transgressive nature certainly have the ability to radically examine the ideological and cultural boundaries of the real, but he includes the conservative fantasies too.


Following the argument of Christiansen, conservative fantasies can then be viewed as subversive in the sense that they present to the reader an alternative world that may differ from the real world as regards power structures, the laws of physics and socio-political ideologies. I would argue that LWW and HPOP can be conceived as subversive in a number of ways. Firstly, both present a secondary, magical world as an alternative to the primary real. The worlds of Narnia and the Wizarding World both display a plethora of otherness personified by strange, magical creatures ranging from fauns to unicorns, none of which can be found in our world, as well as a sometimes very different set of natural laws. For instance, magic may overcome death here. As Jackson puts it, “[p]resenting that which cannot be, but is, fantasy exposes a culture’s definitions of that which can be: it traces the limits of its epistemological and ontological frame.”
 In these secondary worlds what is normally conceived as unnatural are naturalised, and the familiar is defamiliarised. Amitt explains how “defamiliarization techniques are the presiding characteristic of all fantasy forms.”
 This is exemplified by for instance Harry’s astonishment on his first entering the magical world; here cooking is done with the use of wands, and portraits come alive and have their ‘inhabitants’ visit each other. The otherness of the secondary worlds is portrayed in another way as well: These worlds are unpredictable, especially since some of the normal laws of physics seem to be put on hold. Harry must adjust to stairs shifting position and school books suddenly snapping at his fingers, just as Lucy and Susan are astonished to see Aslan magically come alive. It is the very changeability and unpredictability of these worlds that marks their otherness and alternative nature. They take the boundaries of the real and normative as a point of departure, break them and subvert them. Yet, it should be remembered that Armitt’s comment is aimed primarily at the literature of the fantastic, which tends to be more ‘extreme’ and subversive than that of fantasy. In my two objects of analysis some laws of physics are indeed turned upside down, but for instance the general concept of space is still three-dimensional, and people still need to eat. That makes the novels fairly traditional, which is also seen by their keeping to many of the traditional motifs and themes of fantasy.


Secondly, both magical worlds display values and socio-political ideologies which to some extent differ from the ones of our world. Christiansen argues: “Freed from the constraints of reality or realism, fantasy is able to enact possibilities that have been negated or neutralised in hegemonic discourses, thus representing alternatives to hegemonic thought and ideology.”
 For instance, both the writings of Lewis and Rowling hold rather stereotypical gender roles, which do not completely match their individual contexts. As mentioned in 1.3, any writer at any given time operates within a dominant system of values; Lewis wrote at a time when women were only beginning to leave the home and become paid workers, and Rowling writes in modern times around the millennium when female CEOs or prime ministers are not as unusual as they once were. Although females may be heroes in the writings of Lewis and Rowling, the boys still hold the top positions and seem to have the final say. Thus, the gender ideologies of these works more or less consciously seem to advocate for a return to a time when gender roles were firmly fixed with the man as the one in charge. Thereby, they propose an alternative to their historical contexts when it was becoming an ideal that women take over in more and more traditionally male spheres.

When it comes to the idea of the child, both novels generally portray children as highly capable and insightful – often even more so than the adults who ought to be in charge. The children may be scared but they are never really whiny and do what is right. As a contrast, it is the adults who threaten to corrupt and ruin the world: In LWW  the Witch has usurped power and keeps Narnia in an iron grip, and in HPOP  Voldemort plots the same. Besides, most adult wizards refuse to believe Harry when he claims Voldemort has returned, and especially the Minister of Magic, Fudge, is portrayed as weak, cowardly and one-eyed. Even the mighty and just Dumbledore must in HPOP  ask Harry for forgiveness for not telling him about his destiny sooner: “And now, tonight, I know you have long been ready for the knowledge I have kept from you for so long, because you have proved that I should have placed the burden upon you before this.” He even refers to this as an “old man’s mistake.”
 Of course, the hailing of children as strong, competent heroes is a common feature of children’s literature, but it could also serve to illustrate the fact that the idea of the child in the magical world differs a lot from the one in our world, where children are normally watched over, taken care of and tutored all the time, just as there exists children that are in fact not  ‘good’ children who always do what is morally right. The idea of subversion in connection with young children in particular is backed up by Millard who argues that adolescents “have the potential to reconfigure the existing social structures and institutions to which they find themselves heir, and thereby in some senses change society.”

Another trait in the novels which could be said to be subversive is their nostalgic, regressive nature. As mentioned, they both display a preference for historical, pre-industrialised settings and old virtues such as self-sacrifice and bravery, and Hogwarts is an example of the longing for Victorian boarding school life with common rooms and houses, just as the castle of Cair Paravel with its thrones for the Pevensies reveals a yearning for chivalrous times. In HP  the technological, modern world of the Muggles is portrayed as rather oblivious and helpless compared to the magical world, and the only references in Narnia to the real world  are negative, typically focusing on pointless boarding schools and fondness of finery such as lipsticks. In fact, this regressive nostalgia applies not only to the layout of the secondary world itself but also to the behaviour of children. Although children can act as brats (Edmund and Harry), their true nature is always good, fair and brave, it seems, and especially in LWW  there is no doubt what constitutes a ‘good child.’ I would not find it wrong to think that this rather idealised image of children and their actions may differ quite a deal from the actual children of our world, regardless if it be the historical context of Lewis or Rowling.

Then there is the question of power structures. I have already discussed how social hierarchies is prevalent in the novels, and how school stories such as HP  are hierarchical. Narnia too is hierarchical in that the country is governed by a royal ruler anointed by the god-like Aslan. LWW  seems to advocate for a return to simpler times when the world was governed by one ruler (or four siblings in unity) and did not have to deal with troublesome democracy. In Narnia absolute monarchy is not a problem to anyone: the creatures of Narnia happily subject to human rulers. Power structures are a little more complex in HP  as this world actually mirrors our own with its Prime Minister and council of wizards that constitute a democratic government. Yet, this democracy is troublesome: It is rather catastrophic to have the world invaded by an evil wizard when the world’s top leaders refuse to accept the reality of this. Both Harry and Dumbledore are frustrated with the almost deliberate ignorance of the Ministry. Rebecca Stephens argues that “[i]n Rowling’s books, traditional power structures are actively subverted.”
 In her view, this happens for instance when Harry and his friends constantly break the rules of either Hogwarts or the Ministry. Actually, Dumbledore himself contributes to this when he gives Harry the invisibility cloak. Thus, on the one hand the portrayal of power structures in HPOP  could be read as a suggestion that the world ought to revert to older times with a more practical form of government than democracy, and on the other hand it could look like Rowling takes pleasure in undermining dominant structures of power through the insubordination of her characters.

Finally, there is the concept of time. In LWW  time in the magical world is nothing like the real world, enabling children to mature in Narnia while remaining children at home. Time itself proves an unstable and unpredictable factor when travelling back and forth between the worlds. In Narnia the children are able to go in and out of Narnia, changing from children to adults to children again in the process, and this disrupts the concept of time as something linear and chronological. As Armitt explains, fantasy often presents time as a state “situated outside the realms of the dominant discourse and thus beyond its coherent articulation.”
 In HPOP, time is not that different from the one in the world of Muggles or the reader’s world which has to do with the fact that the worlds in HP  are unusually close and intertwined. However, in volume three in the series Hermione is able to manipulate time when she is given a time turner. The alternative representation of time contributes to the general otherness of the novels.

To conclude, I would go against Jackson and argue that the novels can be viewed as subversive in the sense that they present an alternative world with alternative values and power structures, while at the same time preserving and revealing their conservative socio-political ideologies. Thereby, I do not interpret the concept of subversion as radically as Jackson and Armitt, just as I am aware that my understanding of the concept can be considered as fairly broad. My conclusion is perhaps rather surprising, as subversion is often associated with radicalism; yet, it is important to appreciate that neither of these novels are overly subversive and definitely not radical in scope. There may be certain views, ideas and ideologies at play in them, which differ from the individual contexts of the novels, but the aim of these stories is certainly not to effect any radical societal change. As regards HPOP, I find that Mendelsohn’s words on Rowling are quite to the point:

There is no obvious political or evangelical intent other than relaying an oft-told tale about the battle of good against evil. She is not an authoritarian writer with a message to be propounded via the morality tale, nor is she seeking to create a society or world that can, through its mere depiction, inspire us to change. [...] However, while Rowling clearly does not intend to engage with ideology, its role in her work is inescapable.

This evaluation does not fit LWW nearly as well. As mentioned above, Lewis comes off much more authoritative, and it seems that he would certainly like to change the way young girls chase after boys as well as to educate his young readers in Christian morality. However, he is by no means a radical, and neither he nor Rowling encourage the readers to go out and overturn the system. The novels of LWW and HPOP  both present an alternative world marked by extensive otherness compared to our real world, and in that sense they can be viewed as subversive. However, in the end they mainly reaffirm the dominant cultural order. As Christiansen explains, “it is a common ending for most fantasy fictions to re-establish order and harmony,”
 and LWW and HPOP  both end fairly happily. Although the latter ends on a rather gloomy note, the very last lines of the volume signal a form of happiness and optimism. Harry returns to the world of Muggles, which he left at the onset of the story, and the Pevensies too are returned to the real world and restored to their state as children.

Conclusion
The concept of the child is a cultural construct, and it changes over time according to the dominant political and socio-cultural ideas of a particular period. This is in fact the case with all ideologies – defined as existing values and beliefs – as they are always subject to change. As an effect, literary texts and their content are never neutral, as argued by both Gamble & Yates, Bennett & Royle and Jackson, but reflect and debate the dominant notions of their individual context. In this study I have sought to identify and discuss the representation of children and their growing up as it is played ot in LWW and HPOP. In general, the dominant notion seems to resemble that of the Romantic pure-hearted child yet unspoiled by adulthood and therefore particularly well-suited for heroic deeds such as unselfishly saving the world. The children may at times be brats like the children of the real world and may stray from the path of virtue, but in the end they always do what is right over what is easy and thus position themselves as archetypal heroes. This rather positive as well as conservative view of children and their capacities is not just seen by the characters and their actions but is mirrored in the overall setting. Typical of fantasy, the stories primarily take place in a pre-industrialised, archaic setting with castles, kings and no technology, and the advantages of these surroundings are expressed via ideological assumptions that nature (including magic) is better than technology and that life together with others in a castle is better than modern institutions and broken nuclear families. 


What could be characterised as conservative values and beliefs are also visible in the representation of gender roles, family and power structures. In the children’s journey towards adulthood and adult identity, it quickly becomes clear that identity is gendered. As discussed by Mendelsohn and Dresang, girls in both LWW and HPOP display stereotypical behaviour such as fainting and giggling, and particularly in the former boys are the ones who actively fight the villain, whereas girls must passively keep to nurturing the dead and wounded. Thereby, both novels to some extent seem to advocate for traditional gender roles. Both novels deal with family structures, but whereas the Pevensie parents are remarkably absent, the orphan Harry’s desire for a family is spelled out and makes up one of the main themes of the novel, as argued by Riber Christensen. The age-old institution of the family is clearly an ideal, and denied this the children in both novels find alternatives either by grouping together as siblings or friends or in the safety and camaraderie of the boarding school – an age-old institution which is nostalgically hailed as a reliable fixing point for the children. A penchant for traditional, fixed social hierarchies and power structures can be detected in both novels. In LWW, power is hereditary and governed by primogeniture, Brown argues, which is underlined by the fact that Narnia is a monarchy, and in HPOP  the relationship of power between the student houses as well as the politicians of the Wizarding World is carefully outline

In their representation of traditional and conservative ideologies within the areas mentioned above, the novels could be said to be fairly traditionalistic and conservative when it comes to their form as well. As argued by Bennett and Royle, changing ideologies may affect literary form. Both novels draw heavily on the tradition of the Bildungsroman as well as the cyclic plot structure of home-away-home, and in general they both stay rather close to the generic characteristics of fantasy and the subgenre of high fantasy in particular. This, of course, is also due to the formulaic nature of fantasy, but I would argue that it can be ascribed to the ideologies at play in the novels as well. Interestingly, the novels are rather ambiguous when it comes to endings. They provide a form of closure and wrapping up of the plot, but at the same time unresolved issues remain, creating a feeling of suspense. Thereby, Tolkien’s rule of explicit happy endings and Eucatastrophe is not completely fulfilled. This is traditional plot structure with a twist. When it comes to narration, particularly LWW  comes across as archaic on the surface as it is fitted with an intrusive narrator which comments and evaluates authoritatively, making the ideas and beliefs present in the text quite clear. Rowling, who generally appears much more unceremonious and much less didactic than Lewis, has opted for a different and rather ambiguous strategy: Her narrator appears to stick with mere description most of the time, but often Harry, the sole focaliser, is used as a cover to put forth implicit views and beliefs, which can be detected by looking at the use of mental verbs connected to each character. 

Yet, something happens when the child is about to grow up, and this is reflected in the children’s relationship to the worlds present in the novels. Using Tolkien’s terms, the children in both come from the primary world and travel to the secondary, magical world which needs them. They need the magical world as well; their stay there is corrective and helps them mature, which is why it is essential to their identity formation. On a symbolical level, their journey towards adulthood is mirrored in their physical journey into the magical world. The preoccupation with border-crossing so inherent of the genre is seen in the exploration of adolescence. In HPOP  this is portrayed via Harry’s teenage tantrums and his interest in the opposite sex, and although he is fairly miserable, adolescence and reaching adulthood is not portrayed as something essentially negative. In LWW, on the other hand, there are indications that children such as Edmund and Susan are in danger of being ‘lost’ when they start displaying behaviour not inherent of the innocent child. Edmund is morally sobered in LWW, but later in the series Susan is excluded from Narnia because she has been too keen on growing up and started dating. McBride argues that Lewis is pointing out the backsides of growing up by portraying the ‘dire consequences’ it may have. 


Another aim of this study has been to discuss whether these novels may be considered subversive. Jackson argues that nostalgic fantasies which perpetuate the ideal of pre-industrialised England shy away from debating the desire for change and alternatives to the dominant order, and in her view LWW and HPOP  would be considered popular conservative fantasies. I agree that they are, but like Gupta I would argue that she makes a mistake in ruling this kind of literature out. Christiansen argues that even conservative fantasies present an alternative to the dominant ideologies of the nonfictional world. If we concede that this presupposes a broader and softer definition of the concept subversion than the fairly radical one put forth by Jackson and Armitt, LWW and HPOP  can be considered subversive in the sense that they present an alternative world and reality, marked by a mixture of recognisable tradition and otherness. For instance the concept of time in these novels differs from the nonfictional world as it can be manipulated or varies according to which world one is in. Although the words subversive and conservative are often considered opposites, it could possibly even be argued that part of these novels’ subversion is interlinked with the conservativeness inherent in them. Both novels seem to argue that good old virtues such as solidarity, self-sacrifice and the nuclear family and a nostalgic pre-industrialised setting are better than the hurried individualism and technology of the postmodern world. In that sense they could be seen as suggesting or at least dreaming of a return to this kind of life. However, it should be pointed out that neither LWW nor HPOP  are ‘radical’ in any way. Thus, despite their origin in very different historical contexts and their seeming quite different from one another as regards for example narrative techniques and tone, these differences are mainly on the surface. The ideological currents embedded in these texts seem to be surprisingly similar despite a span of more than fifty years. 
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Referat på dansk
Målet med dette speciale har været at analysere de to fantasyværker The Lion, the Witch and the Wardrobe  og Harry Potter and the Order of the Phoenix for at undersøge, om de udviser nogle af de samme konservative og traditionalistiske ideologier – det vil sige værdisæt og overbevisninger – når det kommer til synet på børn, deres modning til voksne og livet generelt. Umiddelbart synes disse værker ellers temmeligt forskellige, hvilket især ses i forskellen i fortællestil, idet der er langt fra den lettere arkaiske og didaktiske tone i LWW  til den uhøjtidelige og til tider næsten spilopmageragtige  tone i HPOP. Desuden er fantasy-universerne i de to værker umiddelbart meget forskellige, ligesom deres vidt forskellige historiske kontekst i henholdsvis 1950 og 2003 ikke taler for, at de skulle have synderligt meget til fælles. Alligevel viser en nærmere analyse af de to, at de har overraskende mange ligheder, når det kommer til de underliggende konservative ideologier omkring navnlig kønsroller, identitetsdannelse, familie- og magtstrukturer samt at barnet typisk betragtes som et renhjertet, ressourcestærkt individ, der altid vil vælge det rette frem for det lette. Hvor tydeligt dette kommer til udtryk varierer fra værk til værk alt efter emnet. Med hensyn til udsigelsen fremstår fortælleren i Lewis’ værk langt mere autoritativ og belærende end den tilsvarende hos Rowling, og man får fornemmelsen af, at Lewis advokerer temmeligt åbenlyst for de ideologier, der er til stede i LWW. Rowlings fortællestil er mere neutral og dermed ’moderne,’ men ofte dækker fortælleren her sig ind bag Harrys synsvinkel, og derved fremstår eksempelvis kritik af Dursley’erne ikke så brysk. Generelt serveres ideologierne og overbevisningerne i HPOP mere subtilt end i LWW. Kun hvad angår konsekvenserne af, at børnene langsomt begynder at udvikle sig til voksne og lader den uskyldsrene barndom bag sig, er der tydelige forskelle at spore i de to værker. Disse konsekvenser ses i børnenes forhold til den magiske verden, sekundærverdenen i Tolkiens terminologi. I LWW  ekskluderes man fra landet Narnia, hvis man vover at vokse op og få kærester, mens pubertet og voksenliv i HPOP  nok beskrives som besværligt men aldrig egentligt negativt.


Derudover har målet med dette speciale været at diskutere, hvorvidt disse to værker kan karakteriseres som subversive, altså i en eller anden forstand i opposition til det herskende nonfiktive samfund. Både Lucie Armitt og Rosemary Jackson mener, at den historiske og socio-politiske kontekst er af essentiel betydning for et litterært værk, og Jackson erklærer, at det at være subversiv er et afgørende træk ved fantasylitteratur, men afskriver de såkaldte populære, konservative fantasyfortællinger, såsom LWW  og HPOP, som værende for nostalgiske og tilbageskuende til at kunne være subversive. Både Suman Gupta og Steen Christiansen opponerer dog imod dette, og Christiansen argumenterer for, at selv konservativ fantasy kan defineres som subversiv, i og med at den fremstiller en markant anderledes, magisk verden med ofte afvigende værdier og normer som alternativ til den nonfiktive verden og dennes herskende ideologier. Dette fordrer blot en mindre radikal definition af subversionsbegrebet end Jacksons. 


Trods et spand i tid på mere end 50 år viser disse to fantasyværker for børn sig altså at indeholde betydeligt flere fællestræk, hvad angår ideologier og opfattelser end først antaget. De forskelle, der umiddelbart springer i øjnene, er primært på overfladen, mens de underliggende strukturer og tanker langt hen ad vejen ligner hinanden.
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