Bunycxk 33 Tom 2

PO3AlJ1 6
NITEPATYPA 3APYBIKHUX KPAIH

uUDC 821.111:82311.9
DOI https://doi.org/10.32782/tps2663-4880/2024.33.2.33

MICHAEL MOORCOCK’S “LUNCHING WITH ANTICHRIST”:
A POSTMODERNIST PSYCHO-MYTH

MAWKJ MYPKOK «OBIJIA 3 AHTUXPUCTOM»:
IHNOCTMOAEPHICTCBKHUH IICUXOMI®

Lipina V.L,

orcid.org/0000-0001-9089-5150

Doctor of Philological Sciences, Professor,

Head of the Department of Comparative English and Oriental Philological Studies
Oles Honchar Dnipro National University

Lipin G.V.,

orcid.org/0000-0003-2341-548X

Candidate of Philological Sciences, Associate Professor,
Associate Professor at the Department of Foreign Literature
Oles Honchar Dnipro National University

The paper considers the highly disputable issues of the theory and history of British science fiction — the problem of
literary ventures that had been launched by the New Wave science fiction writers (Michael Moorcock, Brian Aldiss, James
Ballard) in the 1960s and 1970s. At the end of the century, new explorations have been directed toward the nature of the
mind in the relationship with the world, not limited to individual consciousness. The Universe, created by Michael Moor-
cock at the end of the century, is not a physical, but a psychic world, and it functions according to the inner rules of human
nature. The breakthrough into the new is noticeable in his collection of stories “Lunching with Antichrist” (1993) in the
shifting of the center of the fantastic into the inner space of the individual, into the internal world of the psyche. Not man
and humanity, but man and the randomness of the world are revealed to Begg, the Antichrist. At the end of the XX century,
Moorcock joined the discourse that scholars call “naming the Antichrist”, and offered an unexpected perspective for the
creative deconstruction of this image. The emphasis is laid on the hero’s repudiation of present reality, and creation of
the inner space governed by imagination and fantasy. It has become the defining feature of science fiction and fantasy in
post New-Wave history. The poetics of the genre is based on the discovery of the new subjects introduced by psychiatry
and psychology (the nature of dreams, amnesia, madness, etc.) and their new understanding. This interiorization of the
universal patterns of the archetypes (faith, truth, happiness, inspiration, and even punishment) is the main intellectual and
aesthetic principle in depicting Begg as an Antichrist. He is the rebeller, who in his desire to reform the world has overcome
this inert world with his imagination, illuminating his death with the expectation of a miracle. The main idea of Moorcock’s
provocative bestseller “behold the man” (1969) found new artistic development in the genre of postmodern psycho-myth-
ological fantasy.
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Y cTaTTi po3rnagaTbea AMCKYCIHI TMTaHHA Teopii Ta icTopii GpMTaHCHKOT HayKOBOI haHTacTMku — npobnema xyaox-
Hix BiakpuTTiB «HoBOI xBMni» y TBopyocTi Mankna Mypkoka, bpasiHa Ongicca, xenmca bannapga (1960-1970 pp.) Ta
X NoganbLIOro pO3BUTKY HaNPUKiHLi XX CTONITTA B OCArHEHHi Cy6’'EKTUBHOIO CBITY NIOANHM, HE 0BMEXYUnCh 306paxeH-
HAM iHAUMBIOYyanbHOI ceigomMocTi. TBopuicTb Mypkoka 1980—1990-x pokiB, X0 i He MoB’A3aHa 6e3nocepeaHLO 3 «HoBo
XBUME», ska HanpukiHui 1970-x niwna Ha cnag, no3HadeHa noganbluMM PO3BUTKOM BIOKPUTTIB, 3p0obneHnx paHiwe.
XyooxHin ekcnepuMmeHT Mypkoka noB’a3yeTbCst i3 MOCTMOLEPHICTChKMM BadyeHHAM cynepeynmBux peniriiHnx Ta eTM4HnX
nuTaHb, AKi TpaHcopMyBany TpaguuinHi napameTpy haHTacTUYHOro HapaTuBy.

BcecsiT, ctBOpeHuin Maiknom MypKkokoM, He € Di3YHUM — Lie CBIT NCUXIKN NIOANHM, | (PYHKUIOHYE BiH 3rigHO 3 BHY-
TPiLWHIMK NpaBuiamu NAcbKoi npupoau. MNpopuB y HOBE NMOMITHWN Yy kHU3i onoBigaHb «O6ian 3 aHTuxpucTom» (1993)
y nepemileHHi LeHTpy PaHTacTUYHOrO y BHYTPILLHIA CBIT NCUXIKK, Y 3MIHEHIN KOHLEMNLT NIOACHKOro XUTTH Ta MIOACHLKOro
wnsaxy. AHTMXpUCTY Berry BigKpMBaEeTbCA HE CKMaAHICTb NOAMHM i NOACTBA, @ BUNAAKOBICTb CBIiTY. HanpukiHui XX cTo-
nitta MypKok NnpMegHyeTbCA OO OUCKYPCY, SKMIA HayKOBLi HA3MBalOTb «iMeHyBaHHAM AHTUXPUCTay, i NPOMOHYE Hecnogi-
BaHWIA paKkypc TBOPYOI AEKOHCTPYKLIT Liboro obpa3dy. AKLEHTYeTbCS yBara Ha BigMOBI repos Bif TenepillHbOi pearbHOCTI,
CTBOPEHHI BHYTPILLHLOrO MPOCTOPY, KEPOBAHOIo ysiBOK Ta (haHTasielo. Lle cTae BM3HAYanbHOK pUCO HaykoBOI (aH-
TacTukn Ta cpeHTesi B icTopii nitepatypu nicns HoBoi xBuni i 6yno noe’s3aHo 3 AOCNIMKEHHAM HOBUX SIBMLL, BBEAEHUX
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ncuxiaTpieto Ta NCUXOMOrieto (Npupoaa CHOBMAiHb, aMHe3ist, HOXEBINNS TOWO), Ta iX HOBUM PO3yMiHHAM. [HTEpiopu3aLis
CTa€ OCHOBHUM iHTENEKTYyanbHO-€CTETUMHUM NPUHLMNOM Y 306paxeHHi berra sik aHTMXpucTa, Skui 3ymiB nogonatn Len
yborvin peanbHuUii CBIT BNAcHOK ysIBOK, OCBITIIIOKOYM HaBiTb CBOKO CMEPTb OYikyBaHHSAM AuBa. [onoBHa iges npoBokain-
Horo Bectcenepa Mypkoka «ce ntoguHay (1969) 3Haiiluna HOBE XYAOXHE BTINEHHS.

KnwouoBi cnoBa: Hoea xsuns, «O6ign 3 aHTuxpuctom», Marikn Mypkok, iHTepiopu3aLis, auBo, ncuxomid, nocTmo-

OepHi3m, deHTesi.

Statement of the problem and its connections
with important academic issues. The paper con-
siders Michael Moorcock (b.1939) as one of the
most prolific and controversial English writers of
the New Wave in science fiction who, together with
Brian Aldiss, James Ballard, etc., has been explor-
ing new spaces of the fantastic. However, his literary
innovations in science fiction have not yet received
the adequate critical response they deserve.

In the paper, Moorcock’s artistic experiment at
the end of the XX century is associated primarily
with a postmodernist vision of controversial reli-
gious and ethical issues that have transformed the
traditional parameters of fantastic narrative. In the
paper, the problem of science fiction status concern-
ing Moorcock’s writings is approached in terms of
new artistic possibilities of this literature.

Analysis of recent publications. A first approach
to the fantastic indicates that the number of studies
on science fiction and fantasy abroad far exceeds
the number of works published in our country
(T. Todorov, S. Lem, R. Scholes, D. Suin, J. Bailey,
W. Bainbridge, D. Broderick, C. Greenland, etc.). In
Ukrainian literary criticism, this problem is attract-
ing increasing interest (A. Niamtsu, O. Stuzhuk,
0. Kovtun, O. Stuzhuk, Yu. Zaichenko, S. Khorob,
Ye. Shkurov, etc.). From a historical and literary
point of view, it is obvious that there is still insuf-
ficient knowledge of the main trends in the develop-
ment of foreign science fiction and, foremost, British
science fiction and fantasy, which for a long time was
represented exclusively by G. Wells.

K. Greenland in the monograph “Entropy
Exhibition. Michael Moorcock and the British “New
Wave” in Science Fiction” (1983) considers this liter-
ary phenomenon in the most general terms as “anar-
chic” [4, p. 9]. A different level of analysis and general-
ization is characteristic of the work by W. Bainbridge,
where the New Wave science fiction is considered
in the aspect of general trends in the development of
modern science fiction [1]. The most characteristic
feature is an emphasis on a content-thematic approach
without elucidating the artistic and aesthetic features
of Moorcock’s fiction, as it is demonstrated in the
monograph by Mark Scroggins “Michael Moorcock
Fiction. Fantasy and the World’s Pain” (2016) [12].

Main research material. Moorcock’s writ-
ings in the 1980s and 1990s, although not directly

related to the New Wave, which was on the wane
in the late 1970s, are also marked by the further
development of the discoveries made in the 1960s
and 1970s. Shortly after publishing his provocative
novel “behold the man” (1969), the writer attracted
more critical interest, which became more objective
in accentuating Moorcock’s talent and extraordinary
imaginative ability [12; 14; 15].

During this period, in addition to continuing cycles
of heroic fantasy, new cycles are created (“Mother
London”, 1982; “The Brothel in Rosenstrasse”,
1982), that have changed the image of the fantasy
writer in the direction of postmodernist agenda in art.

In the 1980s, Moorcock published studies on
the nature of fantastic fiction and the fantasy genre:
“Aspects of Fantasy” and “Wizardry and Wild
Romance: A Study of Epic Fantasy,” which he has
been refining over ten years. He considers the fan-
tasy genre to be the boundless world of metaphor,
which reveals rich hidden territories and depths of
our consciousness [11, p. 17]. The concept of fantasy
formulated by Moorcock has much in common with
the theory of Ursula Le Guin. The American writer
reduces the entire nature of fantasy to the process
of translating non-verbal images into worlds-sym-
bols [6, p. 15], and she, like the New Wave writers,
sees her goal as an artist in studying the worlds of
imagination — internal spaces (“to explore imagina-
tive worlds: the Inner Lands” [6, p. 17]). This is viv-
idly represented in the story “A Trip to the Head,” in
which the hero, who has lost his name, goes in search
of it. Finally, he experiences even greater despair
when he finds his loss. Fantasy in her interpretation is
nothing more than the author’s worldview (“writer’s
vision of the world” [6, p. 18]).

Fantasies for Moorcock are also “psychomyths”
that are outside history, outside time, and real space,
in the realm of living consciousness. For him, the
fantastic is similar to a hallucination or nightmare; it
opens the “floodgates of the unconscious” 8, p. 7-35]
and floods the whole world in the writer’s mind. This
psychomythology far outpaces reality. Moorcock
has proclaimed these ideas in his main historico-
theoretical studies: “Aspects of Fantasy” (1985), and
“Wizardry and Wild Romance” (1987).

The type of postmodern fantasy-psychomyth
Moorcock created in the story “Lunching with the
Antichrist” (1993), gave the name to the book. In
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this book, the stories are grouped around the Von
Bek family who move between everyday and fan-
tastic, looking for some kind of fulfillment in their
lives [10].

The story “Lunching with the Antichrist” does
not fall under any genre definition of science fiction
or fantasy which Moorcock has been writing before.
The plot is based on the drama of “discovering one-
self” and the inability to be satisfied with what one
knows. The fantasy and originality of what is hap-
pening to the hero highlight the writer’s thoughts
about the deadly inertia of the minds of those who
surround the hero.

Thus, the vicar of a small London parish becomes
an urgent orator, saying things of which the Church
does not approve when he admits that he had a vision-
inspiration in the image of Rose, a beautiful young
lady. That is why he is called the Clapham Antichrist
and finally becomes a traveling passionate preacher
of goodness and inner freedom of man.

The story reveals that life acquires meaning and
value only when a person discovers new feelings and
possibilities in himself when he suddenly begins to
see. “I took the train down the coast. The sun had
given the olive trees and vines an astonishing sharp-
ness and the white limestone glared so fiercely that
it became for a while unbearable. The sea lacks the
Atlantic’s profundity...” [10, p. 20].

And this new quality of his soul is a real miracle
for him. Rose, a beautiful young lady, enters his inner
space as a precious miracle.For Begg, the reality of
this miracle was so vivid that he even built up his
own “plot” of his relationship with Rosa (marriage,
birth of a daughter). It confuses the interlocutor,
who begins to think that Begg is a drug addict or a
psychopath.

Moorcock creates not an allegorical, but a fan-
tasy-poetic image of Rose, a beautiful young lady.
For Begg, Rose was sent by God, “she was flesh.
A miracle” [10, p. 100]. But she is also seen as a real
woman: “about my own height, with graceful beauty
and the air of peace I associate with the Virgin. My
unconventional madonna stood in a mannish, confi-
dent way, a hand on her hip, clearly amused by me”
[10, p. 83]. Moorcock creates a lyrical and poetic
image of a magical phenomenon that seems real to
the hero: “She appeared to have emerged from the
earth or from the tree. Shadows of bark and leaves still
clung to her. There was something plantlike about the
set of her limbs, the subtle colors of her flesh, as if a
rose had become human and yet remained thoroughly
arose” [10, p. 83].

The comparison of a beautiful woman with a tree
and nature can be traced in world literature. In the

story, this image-symbol is marked by lyricism and
a smile, reinforcing the mythological plot. For Begg,
Rose is more than a miracle of beauty. For him, she is
the discovery of truth and new feelings (“A discovery
of new senses” [10, p. 102]), the quintessence of life
at large, like trees, flowers, animals, etc.

Thus, in the story, two versions of life collide:
one is romantic and mythological, full of entries
into worlds of fantasy (Rose for Begg is not only a
beloved dream-woman, but also faith, truth, happi-
ness, inspiration, and even punishment), where the
supernatural of what is happening does not surprise
the hero, and the other -rationally skeptical approach,
that is prevailing in the world, and according to which
any fantasy is either a disease or the devil’s tricks.

Here the author wants to touch on another impor-
tant problem — the dialectics of freedom and service,
which has always been Moorcock’s concern. The
press made Begg a monster, Antichrist, attributing
to him black magic, sexual perversion, sorcery, sac-
rilege, witchcraft, only because he, having become
a passionate preacher of goodness and Christian
virtues, called on parishioners to act according to
their principles and sacrifice their material ambitions
to the common good, “to take a risk on God being
right” [10, p. 68], instructing them how to become
equal with the angels. In its mission of universal
love [10, p. 69]), he is decries vice and the decline
of morality, and announces that if those who com-
mit evil are called Christians, then he is rather the
Antichrist. The clerics did not forgive him for such
an attack.

At the end of the century, Moorcock joins the
discourse that scholars call “naming the Antichrist”
[2, p. 10], and offers an unexpected sacralizing per-
spective on the image of Antichrist. The emphasis is
laid on the hero’s repudiation of present reality, and
creation of the inner space governed by imagination
and fantasy.

The main idea of Moorcok’s provocative bestseller
“behold the man” has found a new artistic manifes-
tation. The story reveals another important concept
for the organization of the Universe — the idea of “a
multiverse”. Moorcock’s hero views the world order
not as a linear set, but as randomness and variability
(“a naturally turbulent universe, the swirling cosmos”
[10, p. 80]). “We have scarcely glimpsed any more of
the multiverse than a toad under a stone” [10, p. 81].
Like the Great Conqueror of his heroic fantasies, he
cannot imagine progress without confrontation with
Chaos and Anarchy (“Only through Chaos and Anarchy
could the Millennium be achieved” [10, p. 82]).

Significantly, the plot of this psychomyth is based
on conversations between the narrator, who writes

190



3akapnarceKi ¢inonoriudi cryaii

the story of the Antichrist for a London newspaper,
and Begg during their lunches together. This story-
conversation, text-discourse, fits into the modern
panorama of postmodern literature, where there is no
story in the traditional sense. The features of fantasy
as psychomyth are manifested in the elements of the
incredible and unexpected that are projected through
the perception of the hero. This narrative strategy but
not the depiction of a character,dominates over other
components of the text’s poetics.

There is an opinion that in science fiction and
fantasy, characters, as a rule, are conventional and
schematic. Major masters of science fiction are
criticized for the fact that their characters are “two-
dimensional” (flat) [3, p. 132]. However, it seems
that this quality of science fiction is explained not
by a lack of talent on the part of the writers, but by
the conventions of the genre itself, the poetics of
which consists of the models of the world and not of
character-drawings. Any deviation towards psycho-
logical detail can destroy the main principle of the
structure of the text.

M. Green, studying the scientific and literary basis
of science fiction, believes that it is precisely this
property of science fiction that scares talented writers
away from it [3]. However, he still finds in this genre
not only the inherent contradiction between the con-
ventions of form and the artistic capabilities of the
writer but also a hidden force capable of the develop-
ment and production of new genres.

Michael Moorcock has artistically demonstrated
that this dilemma can be resolved in the fantasy genre

as psychomyth.

Conclusions. Michael Moorcocks’s fantasy
writings, with  distinctly = metaphorical and
multidimensional messages, addressed moral

psychology and the humanitarian sciences. His
writings were distinctly different from “cosmic”
science fiction, moving away from the cosmic
horizons to the microcosm of the human soul and
psyche and creating a new generic synthesis. An
individual fantastic idea, and not a scientific concept,
not a scheme-action, now determines the specifics of
new literature. The plot itself is developing according
to a different scheme — mental, rather than logical
laws. His hero, the Antichrist, is the rebeller, who
in his desire to reform the world has overcome this
inert life with his imagination, illuminating his death
with the expectation of a miracle. The innovations
in Michael Moorcock’s science fiction and fantasy
writings are viewed as a radical transformation,
representing the general situation in culture since the
mid-twentieth century.

Among the problems that require serious analysis,
it is necessary to highlight the area of fantastic
literature in which the process of violation of science-
centrism is artistically reflected, and the process of
the birth of new fantastic genres is underway.

Moorcock, indeed, accomplished this plan; he did
everything to restore the artistic quality of science
fiction and fantasy as great literature. When asked by
a journalist about how the nature of the fantasy genre
is changing in his writings, Moorcock replied that
he evaluates this genre as escapist, rejecting today’s
nightmare of reality but not life at large.His goal is
to reverse this genre into a simple humanistic par-
able (“to produce simple, humanitarian fables...to
celebrate human strength and weakness” [9, p. 352]).
This writer’s program reflects the changes that take
place in literature today, which IThab Hassan defines
as the search for a postmodern “aesthetics of faith”
[5, pp. 199-213].
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