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CHAPTER I
INTRODUCTION
George Bailey, a student of C. S. Lewis' at Oxford
and a contributor to C. S. Lewis:

Speaker and Teacher,

observes that for Lewis, " . . . allegory, or 'allegory in
little'—the constant, systematic use of metaphor and
simile, 'picture thinking'—became the modus operandi for
his life work—in his speech as well as in his writing."
The corpus of Lewis' non-fictional writings reveals that
he constantly used analogy, metaphor, and simile to illustrate abstract ideas.

Clyde Kilby points out in his

essay on Lewis, "The Creative Logician Speaking," that
"Lewis loved the truth but never, if it could be helped,
in abstraction.

He always preferred the poetic over the
2

prosaic even when he was writing prose."

It is no sur-

prise, too, that many of Lewis* fictional scenes suggest
ideological meanings beyond the literal level. The
general impression gained through the bulk of Lewis' work
is that he was a man almost unable to think without
imagining at the same time.

This tendency to allegorize

may have been unintentional on Lewis' part, but I do not
think it was accidental.

Narrative infused with allegor-

ical meaning in his writings seems to have been the
natural result of a mind where reason and imagination were
long mutually operative.

Lewis himself claimed that in writing fiction he
never started with a message or a moral and held that a
writer should not try to decide upon a proper moral for
his story.

Rather, he believed, "the story itself should

force its moral upon you" and "the only moral that is of
any value is that which arises inevitably from the whole
cast of the author's mind."

Perelandra, for instance, has

been criticized as being too didactic, and Lewis admitted
that nearly everyone supposed that it was constructed for
a didactic purpose.

However, "they are quite wrong,"^ he

asserted.
As William Luther White points out in The Image of
Man in C. S. Lewis, however, "Lev/is' 'v/hole cast of mind'
. . . forced him to include moral and doctrinal elements
quite often in his imaginative books."

In Lewis' fic-

tional works one finds all sorts of places, characters,
situations, and events which pictorially portray spiritual
realities and conflicts—especially to the reader who is
familiar not only with basic Christian doctrines, but also
with the wealth of Lewis' own particular ideas concerning
metaphysics and morality.
Though Lewis' fictional images rarely seem contrived,
they do vary in degrees of subtlety.

In the Narnian

chronicles, for instance, allegorical meanings are often
quite obvious, and the tales lose no charm on that account.

Christian meaning is sometimes less easily
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detected in the science fiction trilogy'^ and is usually
infused into the story's elements with greater sophistication.

Perelandra, the second book of the trilogy,

contains both obvious and subtle elements suggesting
meanings beyond the immediate context of the novel.
^^ Perelandra is overly didactic, however, the problem lies not in the allegorical elements (even when they
are obvious) but in the passages where Lewis, through his
main character. Ransom, pauses to consider the meaning of
certain objects or events.

In these moments. Ransom often

explains too patly and conveniently the meaning of an incident.

The portrayal of the incident itself (minus the

commentary) is usually fresh and poetic, far more powerful
than the sermon to follow.

Lewis may have overv/orked his

moral on occasion once it appeaored, but on the whole his
Christian conviction served him well as it naturally found
its way into his fictional creations.

John D. Haigh, in

his dissertation entitled "The Fiction of C. S. Lewis,"
though concluding that Lewis' fiction is excessively
didactic, asserts that " . . . the best scenes in Lewis'
fiction owe their imaginative power to the intensity of
7
religious vision, . . . "'^ Stella Gibbons in her essay on
Lewis' "Imaginative Writing" further points out that "he
seems to have been perpetually haunted by the realities
lying behind appearances; allegory was one of the deepest
Q

founts of his creative power."

Because of the religious

intensity which dominated Lewis' thinking, it is reasonable to believe that his fiction should contain allegorical elements.

I do not claim, however, that Perelandra

is an allegory in form.

Scholars and critics have

generally agreed that such is not the case, and I hold
this view as well.

Further, Lewis specified in his brief

preface to Perelandra that none of the characters is
9
allegorical, and I see no reason not to take him at his
word.
To recognize that characters are not primarily
allegorical and to deny them any allegorical reference at
all to the Christian world-view are, however, two quite
different matters.

In the case of Perelandra, it seems

foolish to pretend that the Green Lady, Ransom, and Un-man
are not in some significant sense Eve, Christ, and Satan
figtires.

What one must not do is to think of them solely

in this light and thus limit his -understanding of the
story.
White has perceptively pointed out that Lewis' novels
could aptly be described by words Lewis himself once
applied to George MacDonald's works—" . . . 'fantasy that
hovers between the allegorical and the mythopoetic.'"
In Perelandra, Lewis has used elements of the Christian
world-view to create a whole new world, perhaps a new
myth.

The work is called Perelandra, A Novel, and it is

often classed in the science fiction category.

Some

scholars

(in addition to White), however, suggest that

it approaches the genre of myth more than any other. The
work has all the characteristics which Lewis himself used
to define myth:

(1) an extra-literary story; (2) a sense

of inevitability in the narrative (as opposed to such
usual attractions as suspense or surprise); (3) a minimum
of personal identification between the reader and the
characters; (^) a fantastic quality, in that it deals with
impossibles and preternaturals; (5) a mood of gravity;
(6) an awe-inspiring, numinous quality.

Knowing the

deep respect which Lewis has for the mythopoetic, I suspect that he was attempting myth in Perelandra, though he
might have felt it presumptious to label the work as such
himself.
If one considers Perelandra as myth, an illuminating
light is shed on the matter of allegorical interpretations.

In the 19^3 Preface to Lewis' first attempt at the

allegorical form. The Pilp:rim's Regress, he makes the
assertion that " . . . when allegory is at its best, it
approaches myth, which must be grasped with the imagination, not with the intellect."15
^ The statement is
amazingly relevant to Perelandra.

Through several read-

ings , my own overwhelming impression of the book is that
its chief value lies in presenting Christian truths and
Lewis' ideas in such a fascinating, imaginative fashion
that one feels he is receivin^^ something alL'^ost entirely

new.

At the least, he is seeing the Christian dogma in

whole new perspectives—rather like viewing something in
three dimensions which one had previously perceived as a
flat surface.

In experiencing Perelandra, the intellect

takes second place to the imagination; the imaginative
impressions are rendered so freshly and vividly that the
reader rarely thinks, "It's all the same old stuff, just
said in a different way."
The interesting thing is, of course, that from the
viewpoint of theme and allegorical meanings, it is the
"same old stuff." Most readers even recognize this fact
intellectually, while being enchanted by the Lewis "spell"
imaginatively.

Some of Lewis' own ideas may be new to

many readers, but the religious doctrines and meanings are
those of traditional Christianity.

The success of the

novel, both as a work of literary art and a carrier of
Christian ideas, lies in Lewis' ability to concoct out of
the Christian elements another world so vivid and appealing that it wakes the imagination to Christian possibilities in a way which the Christ story, because of its
familiarity, might not be able to do.
On the other hand, there are many readers in today's
secular world who actually know very little about historical Christianity.

With this type of person in mind,

Lewis corr^niented that " . . . any aniount of theolcG:-" cannow be smuggled into people's minds under cover of ror-ance

without their knowing it.""^^
The purpose of this study, therefore, is to point out
how Christian theology and related ideas peculiar to Lewis
are presented in Perelandra through an allegorical technique.

Since the allegorical aspects in the book are

often presented in a somewhat more sophisticated fashion
than simply a one-to-one relationship between a fictional
element and an abstract entity, the work can be further
illuminated by referring to the medieval allegorical
method exemplified by Dante.

In contrast to simple alle-

gory in which a single particular is created to represent
an insensible (such as a maiden on a white horse representing chastity), Dante's method causes a complex situation to suggest a meaning (or often multiple meanings)
beyond itself.

In Perelandra, Lewis, like Dante, is

ultimately concerned with the nature of the Christian life
and of the Christian view of existence as a whole—though
he is equally interested in the way in which the allegorical dimensions enrich the particular situation as in the
use of the situation to indicate higher levels of meaning.
The various dimensions of allegorical significance in
Perelandra can further be illuminated with reference to
Dante's four levels of allegorical rieaning:

a literal or

story level; an allegorical significance concerned with
truths relating to hiiir.anity as a whole as seen irozi the
Christian point of viev;; a tropolc^ical level dealin^^ v;ith

8
the moral development of individuals; an anagogical level
dealing with ultimate reality, or the Heavenly state. -^ I
mention these four levels because in certain instances
they are helpful, and I will refer to them when it proves
useful.

I am not suggesting, however, that they form a

strict allegorical framework for the novel or should be
rigourously employed when analyzing it.
In looking at Perelandra in terms of its allegorical
significance, one should consider the Christian meanings
to be found in three broad areas:

the setting, or the

natural world of the planet Perelandra; the characters,
their relationships to one another and their individual
development; and the primary events comprising the
narrative.

CHAPTER II
PERELANDRA, A PARABLE OF HEAVEN
Lewis claimed that in writing fiction he invariably
began with mental pictures of places or situations and
subsequently built a story to contain these images. Regarding Perelandra he mentioned specifically that "the
starting point . . . was my mental picture of the floating
islands.

The whole of the rest of my labours in a sense

consisted of building up a world in which floating islands
could exist."
In reading the novel it is not difficult to sense
Lewis' fascination with the world he created, the planet
Perelandra itself (which is in reality Venus) with its
warm seas and floating tropical islands.

He indulges in

detailed descriptions of the flora and fauna found on
Perelandra; and, strangely enough, these descriptions are
often more fascinating reading than the portions of the
narrative dealing with action.

The main character.

Ransom, often speaks for Lewis on theological matters, but
it is obvious that he and Lewis also share an intoxication
with nature on Perelandra—exemplified well in a passage
about the fragrance of the floating islands.
describes then:

Ransom

"v/arn and ov:eet, and ever^ ]T:cT.ent sv^eeter

and purer, and every Lioment stronger and more filled with
all delights, it came to him. . . . He would know it

9
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^
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^
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henceforward out of the whole universe—the night-breath
of a floating island in the star Venus."
Peter Kreeft accurately observes in his C. S. Lewis:
A Critical Essay that "Perelandra is not about Ransom,
or his adventures, or the Fall, but about Perelandra,"
and Kreeft further poses the complimentary question,
"what reader can forget Perelandra's Eden of floating
islands, . . . "^

Perhaps the reason Kreeft finds the

description of the islands unforgettable is that for Lewis
the imaginary planet is not only an Edenic state, but is
also, on the anagogical level, a version of heaven.

That

Lewis' fertile imagination was continually at work on such
ideas is evidenced by his including various portrayals of
heaven in several of his fictional works. The beautiful
landscapes of Perelandra resemble the heavenly scenes
throughout The Great Divorce and in parts of The Voyage of
the Dawn Treader and The Last Battle.

The association of

islands with a heavenly world also can be traced back to
The Pilgrim'sRegress in which the pilgrim, John, has
recurring visions of a beautiful island which he sets out
to find and which eventually leads him back to God.

In

this allegory, written in 1955i a decade before his
writing Perelandra, Lewis used the island as a symbol for
heavenly reality and the experience of peculiar longing,
or Sehnsucht, which in Lewis' own pilgrinage had led him
5
to belief in the Christian God.-^ I^athan Starr, in his
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commentary on another of Lewis' works (Till We Have
Paces), perceptively observes that the " . . . desire for
Heaven . . . is perhaps the strongest element in Lewis'
religious faith."

In Perelandra, this desire seems to

have motivated Lewis to develop his earlier use of the
island into a fully developed metaphor for his conception
of a heavenly world.

That this world represents alle-

gorically the heavenly object of Lewis' own experience of
longing is reinforced by a pertinent passage in which
Ransom thinks of Perelandra in terms strongly reminiscent
of Lewis' language in Surprised by Joy describing
Sehnsucht;
It was strange to be filled with homesickness
for places where his sojourn had been so brief
and which were, by any objective standard, so
alien to all o\ir race. Or were they? The cord
of longing which drew him to the . . . isle
seemed to him at that moment to have been fastened
long, long before his coming to Perelandra, long
before the earliest times that ziemory could recover in his childhood, before birth, before the
birth of man himself, before the origins of time.
It was sharp, sweet, wild, and holy, all in
one, . . . /
Early in the narrative Lewis hints that Ransom is
going to a heavenly place.

His actions immediately before

departing from earth are precisely those of a man who is
preparing to die—such as formulatir^ a will and discussing intimate matters with a close friend.

Levris, who

is himself the narrator of the tale and Ransom's confidante, recalls at the time his own feelings, which were
as though Ransom were dying.

When Ransom departs earth
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for Perelandra, Lewis seals him into a distinctly coffinlike box in which he travels through outer space.

Thus,

the description of Ransom's leave-taking strongly suggests
death and departure to a better world.
An aspect of heaven which the Edenic Perelandra is
calculated to evoke is a feeling for the presence of God.
Lewis found it convenient to use other worlds and other
planets in order to describe the world of the spirit.

In

the essay, "On Stories," he recalled that David Lindsay
(Voyage to Arcturus) " . . . is the first writer to
discover what 'other planets' are really good for in fiction. . . . His Tormance is a region of the spirit."
Conversely, Lewis felt that in order "to construct plausible and moving 'other worlds' you must draw on the only
Q

real 'other world' we know, that of the spirit."
For Lewis the purpose of tales about traveling
through space is that one may grasp the idea of ''otherness," an experience of the numinous which is part of
Q

encountering the Christian God.^

It is this experience

which the whole world of Perelandra is calculated to
evoke.

As White points out, "Lewis is far more intent

upon 'weaving a spell' than he is upon delineating characters or developing a plot."
purpose in "On Stories":

Lewis verified this

" . . . the plot, . . . is only

really a net whereby to catch something else.

The real

theme iLay c? , and perhaps a.-ually is, something that has
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no sequence in it, something other than a process and much
more like a state or quality."
To communicate a quality, particularly a quality such
as the objective otherness of God, is a difficult task.
It would likely be impossible in expository writing.

The

use of an allegorical form which approaches myth turns
out to be an appropriate method for Lewis.

The foreign

beauty and strange sensual impressions of Perelandra are
described so vividly that they permit the reader to detach
himself from earthly surroundings and to open his imagination to the wooings of Lewis' paradise.

With the reader's

earthly preconceptions set aside, Lewis presents God under
the name of Maleldil and the angel-type beings as eldils.
They are sufficiently unrelated to the typical mental
images of the Christian God and angels, though, that they
are capable of arousing a sense of awe in the reader.

The

spirit of Maleldil is further felt on Perelandra as a
strong and mysterious invisible force guiding and protecting the Green Lady and Ransom.

R. J. Reilly, in his

Romantic Religion, testifies to Lewis' success in communicating the "otherness" of God:

"There runs through . . .

what has come to be called . . . the feeling of the
numinous; . . . But the feeling of the numinous is never
directly attached to the Cnnstian God or to Cmdst, but
Maleldil or Maleldil the Young; awe is not felt in the
presence of the seraphim or powers but in the presence o:
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the planetary Oyeresu /eldils/." ^ .^^

xS

Another aspect of Lewis' idea'of heaven which is
highlighted in his creation of Perelandra is the importance of experiencing pleasure.

The conviction that

pleasure is essentially good, that God intended man for
great Joy and pleasure, runs through much of Lewis' work.
In the fictional portrayals of heaven found in his other
works, the characters consistently experience uninhibited,
carefree Joy and derive continual delight from the
J/

physical settings in which they find themselves.

So it is

on the planet Venus. After Ransom is deposited in the
warm Perelandrian seas, his first qualitative experience
is of a pleasure beyond any he had known on earth: he
accidentally gets a mouthful of the ocean water, which is
not only drinkable but utterly delicious—" . . . like
I'S
meeting Pleasure itself for the first time." -^ Similar
experiences of sensual delight continue to overwhelm
Ransom throughout his sojourn on Venus.
Although the pleasures Perelandra offers are intense
and strange, they are always innocent.

Unlike earth, the

planet is uncorrupted, corresponding on an allegorical
level to Eden before the Fall.

Its plants, animals, and

human inhabitants exist together in harriony v/ith each
other and v/ith Maleldil.

The presence of Maleldil is

constant in Perelandra, as Genesis indicates t'nat God communed more directly with Adan. and Eve before the Fall.
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Ransom reflects that even the smallest white lie becomes
an intolerable burden on the very air of Perelandra:
was a small lie; but there it would not do.
as he uttered it, like a vomit.
importance.

"It

It tore him

It became of infinite

The silver meadow and the golden sky seemed

to fling it back at him."

Thus in his allegorical

paradise Lewis relinquishes neither the Christian belief
that God intends man for ultimate Joy nor the Christian
dictum for moral perfection.

He insists on man's attain-

ing both happiness and purity at once—a perfected state
that can never exist on earth, but that Christians hope
will characterize a future Utopia.
In addition to the tropical islands as being suggestive of heaven, several particulars of Perelandrian
nature embody more specific allegorical meanings.
images are of major importance:
the Fixed Land.

Two

the floating islands and

The floating islands, which are in con-

stant motion and freely adapt their shapes to the waves of
the sea on which they ride, express the Christian idea of
surrender to God and of a Christian's continually giving
himself up to God's will.

The movement of the islands is

unpredictable; they may float together in groups to form a
chain or each may sail singly on the seas.

While on an

island, one is quite helpless to control his position on
the planet at large.

He may ^,o to sleep floating in calm

waters close to other islands and awake tossing wildly
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about in a great Perelandrian storm on the high seas.
In spite of the unpredictable movements of the
islands, or perhaps because of them, the islands are the
areas of the planet which Maleldil has chosen for the
Perelandrians to inhabit.

Though Ransom at first yearns

to find stable land, he gradually becomes accustomed to
the moving islands and ends by preferring to stay on them.
When he visits the Fixed Land, he finds it hard and comfortless compared to the springy, mattress-like surface of
the islands; by earthly standards, however, it is quite
beautiful.
Polarized with the image of the floating isles is
that of the Fixed Land.

Its mountains and valleys are

beautiful and inviting, but Maleldil has forbidden the
inhabitants of Perelandra to remain there overnight, i.e.
to dwell there.

Allegorically, the Fixed Land suggests

the opposite of the islands: man's desire to control his
own life, to govern his own circumstances and make himself
secure.

After the Lady successfully endures the Un-man's

temptation to disobey Maleldil by dwelling on the Fixed
Land, she gains greater insight into the nature of the
temptation and reflects on the reason for not living on
the Fixed Land:
'How could I wish to live there except because
it was Fixed? And why should I desire the
Fixed except to m-jke sure—to te -^ble en one day
to conL^nand v/here I should be the next and v/hat
should happen to me? It was co i-ojeot the
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wave—to drav7 my hands out of Maleldil's, . . .
to put in our own power what times should roll
towards us. . . . That would have been cold love
and feeble trust. And out of it how could we
ever have climbed back into love and trust
again?'15
The Fixed Land is also analogous to the Tree of the
Knowledge of Good and Evil in the Genesis story.

Like the

fruit of the tree, it is the object of the only negative
command given by Maleldil to the Perelandrians.

It repre-

sents a forbidden act, a command which the Green Lady
would violate only if she were trying to run her own life
instead of trusting the wisdom and love of Maleldil.
Obeying the command particularly reveals her trust in that
it is the only one of Maleldil's orders which, at the
time, has no obvious reasoning behind it.
Although the Fixed Land is forbidden, it is, also
like the Tree, associated with Maleldil in a special v/ay.
A sense of the holiness of a sacred place prevails upon
it.

When Ransom accompanies the Green Lady to its

mountainous heights (during the day), he observes that she
senses the presence of Maleldil there even more strongly
than she usually does on the islands.

Ransom also notices

some interesting details of landscape which add to the
suggestion of a holy place.

After climbing an area of

steep te^Tain with the Green Lady, he finds himself on a
high plateau of " . . . perhaps seven acres," surrounded
by nine immense piers of rock—" . . . not two or three of
them, but nine."

The numbers nine and seven are both

i
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associated with God and perfection in medieval mysticism,
and the number seven figures strongly in Biblical symbolism.

Since Lewis was surely familiar with these types of

number symbolism, it seems unlikely that he used the
numbers accidentally, but rather inserted them intentionally to add to the suggesuion of a holy place.
When Ransom first lands on Venus, he sees the Fixed
Land from a distance as " . . . the one thing fixed and
vertical in this universe of shifting slopes."
and " . . . pure lines and stable masses . . . "

Its height
''^ in con-

trast to the earthy tropicality of the floating islands,
mak:e it a point of reference and a physical reminder of
Maleldil in the Perelandrian world.
The images of the floating islands and the Fixed Land
function together on an allegorical level and together
express the main theme of the novel:

security versus sur-

render, or man's eternal desire to take things into his
own hands, to run his own life, instead of surrendering
totally and continually to the will of God.
Further, it becomes apparent that this major theme is
carried out in an allegorical fashion in numerous other
instances throughout the novel.

One such instance is

Ransom's experience in trying to reach the Green Lady when
he first sees her.

Tney are on separate floating islands

and it is nearly dark.

The L'^dy has not yet invited him

to come to ir.eet her, but llsaisoru is iir.patient 'a::id afraid to

19
miss the chance to communicate with another human.

The

islands start drifting apart, and Ransom impulsively Jumps
into the water to swim to the Lady.

Almost immediately he

finds himself swimming in the total blackness of the
Perelandrian night.

Desperately he strikes out in the

direction of the Lady, but the swelling sea abolishes his
sense of direction.

Becoming thoroughly confused, he

gives up the attempt to guide himself and finally finds an
island to sleep on for the night. Awaking the next
morning. Ransom sees that he is back on the island from
which he started.

The sea is now perfectly calm, however,

and, to his amazement, the Lady's island is floating be18
side his, separated by only a few feet of water.
The
little incident is a graphic portrayal of Lewis' theme
that man spoils his life by eagerly taking matters into
his own hands rather than calmly trusting God's wisdom.
A recurring episode which reveals a variation on this
theme is Ransom's experience in sampling the delicious
Perelandrian fruit.

Like his other sensual impressions on

Venus, the experience of tasting the fruit is not only
intensely pleasurable but also partakes of " . . . a
19
totally new genus of pleasures," ^ which lift him into
knowledge beyond that gained on earth.

Peter Kreeft com-

ments that Lewis is a master of the ability to expand our
experience,
tion:

"...

and the tascmg of the fruit is no excepit v;as so different from every other taste

J;
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that it seemed mere pedantry to call it a taste at all.
• . . For one draught of this on earth wars would be
PI
fought and nations betrayed."
After eating the first piece of fruit. Ransom naturally reaches for a second.

He then realizes that he is

no longer hungry or thirsty, " . . . yet to repeat a
pleasure so intense and almost so spiritual . . . " seems
the obvious thing to do.

Some new spiritual intuition,

however, suggests to him that repetition of such a
complete experience would perhaps be a vulgarity—
"...

like asking to hear the same symphony twice in a

day."^^
As Ransom further reflects on man's desire to repeat
pleasures, often Just for the sake of repeating them, he
begins to realize that the " . . . itch to have things
over again, as if life were a film that could be unrolled
twice or even made to work backwards . . . " may be a
significant part of man's attempt to take control of his
own experience.

When he is restrained again by the same

sort of intuition regarding the refreshing bubble trees,
he muses that perhaps this very desire is the root of all
evil.

Though the love of money is usually given that

title, perhaps money itself is valued primarily as a
" . . . defence against chance, a security for being able
2"
to have things over again. . . . " ' '
Yet again when Ransom finds a different kind of fruit
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and is forbidden a third time to overindulge, he reflects
that on earth man would soon find a way to breed such a
specialty and it would cost more than the other fruits.
"Money, in fact, would provide the means of saying encore
m

a voice that could not be disobeyed."

oil

Ransom learns that there are different types of
edible fruit on Perelandra, each delicious in its own way.
Following the Green Lady's example, he learns to accept
whatever fruit he finds at hand rather than trying to find
a favorite and overindulging in it.

He comes to realize

that siirrendering without care even in the matter of
choosing food brings peace and relaxed enjoyment.

Grad-

ually Ransom learns something of the Green Lady's carefree
trust in Maleldil and finds, as she says, that "the fruit
we are eating is always the best of all."
applies to all of life:

The principle

surrender to the will of Maleldil

brings Joy in every experience, and "every Joy is beyond
all others."^^
Lewis also uses the animals of Perelandra in communicating Christian doctrine.

The relationship between

the Green Lady and the beasts resembles the relationship
which, in Christian oral tradition, Adam and Eve had with
the animals in the Edenic state before the Fall.

The

picture of the Lady and ner beasts also presents aspects
of a model relationship between God and T.an.

The

Perelandrian animals love, honor, and Joyfully obey the
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Green Lady, and they mature under her guidance.

Simply

and poetically they reveal significant aspects of man's
appropriate response to God:

man's love for God, his

obedience to God, and his spiritual growth.

Because she

is pure and loving, the Green Lady stands to the animals
as Maleldil stands to her:
ing in the beasts.

loving, guiding, and delight-

Further, in Lewis' concept of the

hierarchy of all beings, man stands between God and
animal life, further enforcing the meaning of the Lady's
role of authority in the life of the beasts.
In choosing no particular beasts for pets, the Lady
suggests the impartiality of God's love for man.

When

Ransom first sees the Green Lady, she is amid numerous
types of beasts, all attentive to her and surrounding her
in a ceremonious fashion.

Later he notices that she takes

great care in choosing which of the silver dolphin-like
fish will carry her and Ransom to the Fixed Land.

After

two are chosen, the rest of the school playfully follow
the leaders across the water.

All are eager to be near

the Lady and are especially Joyful in her presence.
Though the animals obviously covet her favor, they show no
Jealousy when she chooses particular ones to help her.
She, in turn, explains to Ransom that she tries not to
choose the same fish too often.""
In another conversation, the Lady points out the
similarity between her relationship to Maleldil and the

25
beasts' to her.

She observes that whatever she tells the

animals to do becomes their desire and delight, and then
she compares herself to them:

"I am His beast, and all

His biddings are Joys."^
Although the Lady loves the animals, she does not
pretend that they are her equals, which strangely makes
them more important than Just beasts:

"There was in her

face an authority, in her caresses a condescension, which
by taking seriously the inferiority of her adorers made
po

them somehow less inferior. . . . "

Noticing how much

the animals love her and how well they obey. Ransom comments on their seeming rationality.

The Lady informs

him that they are actually growing in intelligence and
maturity each day through her guidance—suggesting the
Christian's constant spiritual growth through his relationship to God.
Lewis' descriptions of nature—particularly the
floating islands, the delicious fruits, and the romping,
carefree animals—are so vividly beautiful that they make
his theme of spiritual surrender not only understandable
but also appealing.

Whereas the idea of trusting God in

such a carefree manner might seem distasteful to some
readers, Lewis offers lively pictures of strength and
wholesomeness to characterize the spiritual life in
harmony with God.
Related to the allegory involving the natural world

2^
of Perelandra is the picture of the universe offered by
Lewis.

When Ransom first Journeys through outer space in

Out of the Silent Planet he discovers that, contrary to
modern thinking, the universe beyond the earth's atmosphere is not a black void but is rather a life-giving
ocean of light.

On the way to Mars he reflects:

. . . the very name 'Space' seemed a blasphemous
libel for this empyrean ocean of radiance in
which they swam. He could not call it 'dead';
he felt life pouring into him from it every
moment. How indeed should it be otherwise, since
out of this ocean the worlds and all their life
had come? He had thought it barren: he saw now
that it was the womb of worlds. . . . ^9
Later he learns that the name the rest of the universe
gives to space is "Deep Heaven."

The name and the de-

scription suggest the medieval Christian concept of the
universe where heaven is considered to be a place beyond
the earth's atmosphere.
Ransom also learns on Mars that the universe was
created by Maleldil the Young who now dwells with Maleldil,
or the "Old One." Maleldil is a "spirit without body,
parts or passions"^

and does not dwell at any particular

place in the universe at one time. Maleldil the Young,
however, once became a man and lived on the silent planet,
Thulcandra (earth), which had previously rebelled against
Maleldil and had since been cut off from the rest of the
cosmos.

Obviously Lewis has translated the Christian be-

liefs concerning God the Father, Christ, and the Fall into
his mythic construct.
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Throughout the trilogy Ransom also encounters
" . . . the great and ancient servants of Maleldil. The
creattires that neither breed nor breathe.

Whose bodies

are made of light. "^"^ The Christian counterpart of these
spiritual creatures of greater intelligence than man is
presumably angels, although Lewis' invention of the
"eldila" actually goes beyond mere allegory into the creation of beings not much like the pictures of angels in
the Bible and still less like the popular image of angels
with feminine faces, wings, and golden curls.
The analogy between the eldila and the angels is
enforced, however, when Ransom learns that it was a very
powerful eldil who was responsible for the rebellion of
Thulcandra.

This evil eldil and the other eldila fol-

lowing him are presently at war with Maleldil and his
forces, and the silent planet, earth, is in a state of
siege.

Maleldil has bound the evil eldila within the

moon's orbit so that they cannot contaminate the rest of
Deep Heaven.

Since Maleldil the Young invaded Thulcandra,

a sabotage has been underway to overthrow the forces of
the evil eldil.

The evil eldil is, of course, Satan, fol-

lowing in the Christian tradition that Satan is a fallen
angel.

Since the evil eldila in their own forms are bound

to Thulcandra, Satan finds it necessary to use Weston, the
scientist, as a vehicle in which to travel to Venus—thus
offering a portrayal of demon possession as mentioned in
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the New Testament.
A statement of Lewis' basic theory which finds its
embodiment in the trilogy's cosmic myth can be found in
his Mere Christianity:
Christianity agrees with Dualism that this
universe is at war. But it does not think
this is a war between independent powers. It
thinks it is a civil war, a rebellion, and
that we are living in a part of the universe
occupied by the rebel.
Enemy-occupied territory—that is what
this world is. Christianity is the story of
how the rightful king has landed, you might
say landed in disguise, and is calling us all
to take part in a great campaign of sabotage.32
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CHAPTER III
HEAVEN, HELL AND EVERYMAN
Inherent in the setting of Perelandra is the allegory
involving heaven, but that which is revealed through the
main characters has to do with the antithesis of heaven
and hell.

As in two of his other fictional works on sim-

ilar themes (The Great Divorce and The Screwtape Letters),
Lewis portrays the state of the human psyche as consti1

tuting, in itself, a heaven or a hell.

In so doing he

shows a keen insight into human psychology as it functions
on the spiritual level.
The polarization between heaven and hell is exemplified primarily through the two secondary characters:

the

Green Lady, who is a portrayal of a human being in perfect
communion with God, and Weston, the physicist, who is a
picture both of a damned soul and of the devil.

Ransom,

the primary figure, standing on the side of the good but
somewhere in between these two, represents ordinary man in
the human struggle for truth which is fought against the
backdrop of two terrifying ultimates.

The Lady and Weston

embody the two final alternatives toward which all men are
progressing:

a perfectly white goodness and a black evil.

In the Preface to The Great Divorce Lewis discusses
his conviction concerning the antithesis of heaven and
hell and explains why he feels the need to write about it:
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The attempt to marry good and evil, or heaven and hell, is
perennial and is based on the belief that reality never
presents man with clear-cut unavoidable choices. Man
hopes that through time, patience, development, and refinement evil can somehow be turned into good without his
having finally and totally to reject anything he wishes to
retain.

Lewis takes this belief to be a "disastrous

error."

He holds rather that

we are not living in a world where all roads are
radii of a circle and where all, if followed
long enough, will therefore draw gradually nearer
and finally meet at the centre: rather in a
world where every road, after a few miles, forks
into two, and each of those into two again, and
at each fork you must make a decision.-^
Lewis' awareness of man's perilous position furnishes
strength and continual suspense for his narrative.
C. S. Lewis:

In

Apostle to the Skeptics Chad Walsh aptly

suggests that " . . . much of the steady power of Lewis's
writing comes from his constant conviction that the human
drama, for each of us, can end in only two ways; every
person is a battlefield of cosmic forces of good and evil,
2
and the individual cannot evade taking sides."

Peter

Kreeft also points out that in Lewis' writings heaven and
hell are not places for escape, but rather they make earth
more important.

"Life acquires a new profundity and its

decisions an awesomeness" v;hen viewed against Lewis'
picture of man's ultimate possibilities.'^
In order to portray more clearly the spiritual

i!-
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choices and realities facing man within his chosen form of
cosmic myth, Lewis thought it best not to indulge in the
complex characterizations employed by modem novelists.
In his essay "On Science Fiction" he explains that "every
good writer knows that the more unusual the scenes and
events of his story are, the slighter, the more ordinary,
the more typical his persons should be. . . .To tell how
odd things struck odd people is to have an oddity too
much."

He further adds that the central character should

be an Everyman as much as possible.
The Everyman in Perelandra is, of course, Ransom, the
middle-aged Cambridge don who observes strange places and
events and relates them to us. Within the context of
Lewis' purpose to illuminate "odd things," Ransom's simple
characterization is successful.

One relates to him as to

another human being with spiritual problems and choices
much as oneself, without becoming particularly intrigued
with Ransom as an individual.

The Green Lady and Weston

are more startling characters, and Lewis rightly focuses
on them.

The Lady and Weston are characterized no less

impersonally than Ransom, however; they are important primarily as fictional portrayals of spiritual realities, not
as unique individuals.
I think Lev;is has done well not to bow to the modern
demand for deep sensitive characterization in Perelandra.
The novel, which is perhaps only called a novel for lack
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of a more appropriate term, better allows the reader
to fix his attention upon its deeper levels of meaning
through the use of simple characterizations.

The lack of

intimate identification between the reader and Ransom also
strengthens the mythic quality of the work:

One's think-

ing is directed toward the spiritual predicament of all
men, rather than being limited to the unique situation of
a particular character.^
The meanings portrayed through the character of
Ransom are, therefore, universal and not individual.

In
>

his interesting study, "Unifying Themes in C. S. Lewis'
Trilogy," W. D. Norwood, Jr. has explicated what he terms
the archetypal themes in the science fiction books. He
sees the first work, Out of the Silent Planet, as portraying a confirmation in Christian experience, Perelandra
a baptism, and That Hideous Strength, a new life.

I

agree with Norwood in that the development of Ransom is
an allegorical expression of these three Christian
experiences.
In Perelandra the pattern of death and resurrection
which baptism symbolizes is quite explicitly carried out
by Ransom.

When the narrator. Lewis, packs him into a

casket for the Journey through space in Chapter Two,
Ransom, who has been ill, is described as " . . . a tall,
white shivering scarecrow of a man. . . . "

Lewis is

repelled by having to fasten " . . . the cold lid down on

1
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top of the living man. . . . "

But when Ransom returns to

earth about a year later, Lewis is astonished at the suntanned form which rises from the casket—" . . . almost a
new Ransom, glowing with health and rounded with muscle
and seemingly ten years younger."^

Ransom is apparently

in better physical condition than he has ever been before.
The image of the new Ransom, picturing not only his
new life physically but also picturing his new spiritual
life, is consistent with the unity of life on Perelandra;
his physical and spiritual natures are now one.

Ransom

discovers that in that world there is no such thing as the
separation of body and soul—" . . . that unhappy division
. . . which resulted from the Fall."
On a tropological level. Ransom's spiritual development goes allegorically from Christian belief to surrender
and commitment to death to self and to resurrected life.
When Ransom lands on Perelandra he is primarily an observer who doesn't fully understand why he has been sent
to another world.

Through the Green Lady and the presence

of Maleldil, he attains a deeper conception of surrender
and trust.

When the evil Weston appears to tempt the

Lady, Ransom commits himself to fighting the demonpossessed man, even though it appears to mean sure death
for himself.

Ransom does not physically die; his descent,

however, to a dark underground cave to fight the Un-man,
Weston, his lying unconscious for an unknown period of
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time after the battle with evil, and his re-ascent to the
beautiful mountainside are a sure depiction of spiritual
death and resurrection.
At the beginning of the novel, then. Ransom is a
faithful, though ordinary. Christian; but at its conclusion he is a radiant new creature.

His new state suggests

both physically and spiritually the Christian promise of
new life after death.

As Norwood points out, he is

baptized " . . . on a level somewhere between the symbolism or sacramentalism of water immersion and the
literal death and rebirth of Christ."-^
The interpretation of Perelandra as an archetypal
baptism for Ransom is further strengthened by the clear
portrayal in That Hideous Strength of Ransom as a semidivine character, radiating youth and spiritual life to
those about him.

That he is a Clirist-figure in both

novels is perhaps the most obvious of the allegorical
meanings associated with Ransom.

It is clear that he is

to Perelandra what Christ is to earth:

a saviour.

As

Christ came to redeem man from sin. Ransom is sent to prevent sin on Venus. Jle is also the Raphael in Perelandra,
as he tries to explain the ways of Maleldil to the Green
Lady and keep her from the peril into which the Un-man
would lead her.

Ransom sees victory for the Un-man, or

Satan, however, if he continues merely to play the Raphael
role.

He gradually realizes that the very salvation of
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Perelandra depends on him.
Finally Ransom understands that the only means he
has of stopping the temptation is to destroy the body of
Weston, thus leaving the demon no foothold in Perelandra.
As he struggles with the repulsive idea of physical combat, the significance of his own name is impressed upon
him through the Voice of Maleldil which he hears mentally:
"'It is not for nothing that you are named Ransom.'"

For

a peculiar reason Ransom knows that the idea is no fancy
of his own:

his surnaone was not originally derived from

ransom but from Ranolf's son.

He perceived that what was,

to philogists, an accidental resemblance of two sotinds
" . . . was in truth no accident."
Ransom's combat with the Un-man becomes an allegory
of the struggle of Christ with Satan on earth.

As Jesus

died and descended into hell in order to defeat the power
of Satan, Ransom descends into a black underground cave
where he fights the Un-man.

The deep cavern is also

reminiscent of Lewis' allegorical image of hell in The
Pilgrim's Repress—the black hole.
Another experience of Ransom's in which Lewis uses
Biblical imagery is his method of destroying the body of
Weston:

he throws it into a pit of fire in the underworld

of Perelandra, reflecting the Biblical prophecy that
Christ will ultimately bind Satan and cast him into a lake
of fire.-^-^

3^
Another Biblical prophecy concerning Christ and Satan
which Lewis brings to life allegorically through Ransom is
that found in Genesis 3-15» as God places sentence on the
serpent:

"And I will put enmity between . . . thy seed

and her seed; it shall bruise thy head, and thou shalt
bruise his heel."

Immediately before Ransom throws the

Un-man into the fire he notices that "it had hardly any12
thing left that you could call a head. . . . "
Of more
solid significance, however, is the wound Ransom receives
in his heel from the Un-man's bite:

It is the only one of

his wounds which does not heal; even when he returns to
earth a doctor cannot stop its slow bleeding.

In That

Hideous Strength one learns that the wound will not be
healed until Ransom returns to Perelandra.

Clyde Kilby

in The Christian World of C. S. Lewis comments that the
bruised heel " . . . splendidly suggests that Christ's
wounds for the sins of man will have their final great
reconciliation." 15
In the Biblical myth, Satan is able to "bruise the
heel" of Christ because Christ takes on the form of humanity.

Similarly, through the rest of the trilogy the

wound is Ransom's only apparent weakness, a reminder of
his humanity.

In the Arthurian Triptych Charles Moorman

says thau vcjjison's wound also suj^gests the ^chilles myth,
wherein the heel is again a symbol of the hero's hu•^ 1^
manity.
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Yet a further allegorical significance of the
"bleeding heel relates to the Biblical concept of the
shedding of blood without which there is no remission of
sin.15
^ The Old Testament practice of blood sacrifice in
order to secure salvation is culminated in the crucifixion
of Christ as He becomes the sacrificial lamb for the sins
of earth.

So Ransom, as the Saviour of Perelandra, fol-

lows the pattern of Christ in the necessity for the
shedding of blood.
As Ransom is the Christ-figure of Perelandra, the
Green Lady is the Eve and Queen of that world.

She and

her husband, to whom she refers as "the King," are the
sole human inhabitants of Venus, living in perfect harmony
and love with each other and with Maleldil.

When Ransom

meets the Lady, he learns that she and the King have been
separated by a storm; the King does not appear until the
end of the novel.

Like Eve, the Lady undergoes temptation

alone, although we later learn that Maleldil has made
known to the absent King also the possibility of sinning.
As Adam and Eve were naked before the Fall, so the
Green Lady has never heard of garments.

Her emerald green

body seems not odd, but beautiful, in her colorful tropical world.

Ransom finds her nakedness quite appropriate

and natural on Perelandra and is not at all embarrassed by
it as he would be by a nude woman on earth.

As in the

Genesis story, the Lady's nakedness is aptly expressive of
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her innocence and guilelessness before Maleldil.

Norwood

points out that "while body and soul are not separable,
the body can stand as an image of the whole man."

As

Ransom's new body is an image of the new Ransom, the
Lady's nakedness is an image of her utterly candid life
before Maleldil.
Ransom is also nude throughout the novel, a fact
which seems appropriate to him and to the reader as well.
It is in keeping with the baptismal theme of shedding the
old life of sin, and Kilby says that it " . . . might be
taken to suggest an ingenuous intent simply to do God's
will."17
' The nakedness of the Lady and Ransom gain added
allegorical significance when Weston arrives on Perelandra
clothed and remains so.

Further, a part of his temptation

is to try to persuade the Lady to wear clothes and, in so
doing, to create a role for herself, rather than to remain
the unselfconscious person she has been.

Thus, nakedness

helps to allegorize the Genesis myth as well as the
spiritual candidness of the Lady and Ransom.
In Perelandra Lewis makes use of pagan, as well as
Biblical, myth; there is one instance particularly in
which the Green Lady aptly represents the goddess Venus,
or Aphrodite.

Legends on earth tell of Aphrodite as a

goddess rising from the sea foam; analogously Ransom first
sees the Lady when she emerges from the sea and dismo'ints
from one of the dolphin-lir:e fish and Isnds on a floating
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island.

Later Ransom meets the ruling eldil of Perelandra

and finds it a being of feminine gender who " . . . glowed
with a warm splendour, full of the suggestion of teeming
vegetable life. . . . ""'•^ Perhaps it was not only in
order to suggest the Genesis story but also to allegorize
pagan myth as well that Lewis made the main character a
woman to represent the planet Venus.
As mentioned early in this chapter, however, the most
significant allegorical meanings suggested by the Green
Lady have to do with her as a heavenly creature, a human
being in total harmony with God.

Her perfect innocence in

contrast to Weston's total depravity forms a striking
presentation of what it means psychologically to be in
heaven.

That she stands for the Christian ideal of resur-

rected man, a citizen of heaven, is indicated by the moral
and spiritual concepts which Lewis uses to characterize
her:

she is perfect in faith, abounding in love for

Maleldil and his creatures, and full of Joy.

Further, her

body and personality resemble the inhabitants of heaven in
The Great Divorce:

She is strong, lithe, and colored a

beautiful emerald shade.

In Divorce the heavenly char-

acters seem like supermen in comparison to the visitors
from hell, and they are referred to as the Bright People.
Also like these characters, tne Lady is utterly honest.
Jovial, and capable of solcimity v;ithout anxiety.
Her complete freedom from anxiety is perhaps her most
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distinguishing unearthly characteristic, and Ransom is at
first disturbed by it:
Never had /Ke7 . . . seen a face so calm, . . .
despite the Tull htimanity of every feature. He
decided afterwards that the unearthly quality
was due to the complete absence of that element
of resignation which mixes, in however slight
a degree, with all profound stillness in terrestrial faces. This was a calm which no storm
had ever preceded. It might be idiocy, it might
be immortality. . . . 19
The Eve of Perelandra is a perfect fulfillment of those
many New Testament admonitions for the Christian to have
no anxiety whatsoever, but to trust God in all things.
In the Lady's perfect childlikeness she also gives
allegorical embodiment to Jesus' teaching that we become
as little children.20 Yet her childlikeness is coupled
with a wisdom far beyond that of earthly men.

Earthly

wisdom is usually associated with experience, and experience with a certain degree of error and worldliness.

In

Christian doctrine, however, true wisdom comes from
knowing and obeying God, not from worldly experience.
Thus, after the Lord and Lady of Perelandra survive the
Un-man's temptation and retain their innocence, they rise
to yet a higher level of goodness and wisdom, even gaining
greater knowledge about evil:
We have learned of evil, though not as the Evil
One v;ished us to learn. Ve have learned better
than that, and know it more, for it is waking
that understands sleep and not sleep that understands w:ir:in-p. There is an ignorance of evil
that comes from being young /innocent7: there
is a darker ignorance that corses from doing it,
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as men by sleeping lose the knowledge of sleep.
. . . But Maleldil has brought us out of the
one ignorance, and we have not entered the
other.21
The Green Lady is also a beautiful embodiment of St.
Paul's command, "Pray without ceasing."

She has a di-

rect and almost constant communication with Maleldil which
again is effortless on her part.

Repeatedly Ransom is

astounded as she reveals a knowledge of universal events
far beyond her limited experience on Perelandra.

Often

when Maleldil speaks to her. Ransom too feels His presence
more strongly than usual.

On the first occasion that she

relates unusual information. Ransom asks in amazement,
"'How do you know?' . . . 'Maleldil is telling me,'
answered the woman.

And as she spoke the landscape had

become different, though with a difference none of the
senses would identify. . . . the garden world where he
stood seemed to be packed quite full, . . . "25"^
The final picture of the Green Lady at the close of
Perelandra is an image of great poetic magnetism and obviously had deep allegorical significance for Lewis.
Actually the portrayal is of the King and Queen together,
for the King has now rejoined her, and they appear as
" . . . Paradise itself in its two Persons, Paradise
walking hasnd in hand, its two bodies shining: in the light
like emeralds. . . . "

The purity and grandeur of the

Lord and Lady are such that, on the anagogical level, they
represent a glorious heaven in their own persons.

Ransom
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is completely awed and falls to his knees before the pair.
It is clear that Lewis intends the King and Queen to be
images of redeemed humanity, to suggest the glorious
resurrected bodies to which Christians may look forward.
Ransom says, "'I have never before seen a man or a woman.
I have lived all my life among shadows and broken
images.'"
As the Bible promises that in the resurrection
Christians shall be made like Christ, so Ransom finds in
the King of Perelandra a resemblance which " . . . was, in
its own fashion, infinite, so that almost you could wonder
at finding no sorrows in his brow and no wounds in his
hands and feet."25
^ I suspect this particular allegorical
image was a favorite with Lewis, for in his non-fiction
writings he refers time and again to the great hope of
Christians to become "little Christs."
In addition to the captivating images of the floating
islands and the glorious King and Queen, the third most
significant image of the novel is that of the Satanpossessed scientist, Weston, to whom Lewis gives the ingenious title, Un-man.

Lewis pictures people in hell in

The Great Divorce and portrays devils in The Screv/tape
Letters, but the complete portrait of both a damned soul
and a devil is that of Weston.

Cnad V/alsh comments on

Lewis' special talent of depicting dair.nation, which avoids
the melodr:rj.atic by its " . . . terrifying illusion of
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reality."

I think it is a testimony to Lewis' talent and

insight that he can realistically characterize both innocence and evil.

Few authors can do either with such

originality; Lewis does both in Perelandra.

Even the

attempt to picture such a genuinely devilish character is
unusual today, and Walsh points out that the modern temper
is unprepared for the portrayal, which perhaps is why the
critics have said so little about Weston's loss of humanity and eventual doom.

Walsh feels, however, and I

agree, that " . . . the description, chapter by chapter,
is so discerningly worked out and so hideously plausible
that it is one of the most memorable psychological
achievements of any contemporary author."
As the portrayal of innocence in the Lady is
strengthened through contrast to the evil scientist, the
picture of damnation also gains power through comparison
with purity.

Through the antithesis of these convincing,

vivid characterizations, Lewis shows his belief that both
heaven and hell are " . . . alarming and operative realities. . . . " 27 Norwood also points out that as Lewis
pictures the possibilities of spiritual rebirth in Ransom,
he also parables spiritual death in Weston, who undergoes
a horrible deterioration of mind and body.

Likewise, as

the Lord and Lady image tne object of Christian hope—
heaven and resurrection—so the Un-man provides the object
PR
of Christian fear—hell and damnation.
In each
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comparison, the allegorical significance is heightened
through Lewis' use of antithesis.
Allegorically, then, the Un-man suggests Satan and
hell as the state of a damned soul.

In the framework in

which the Green Lady represents Eve and Ransom represents
Christ, Weston obviously allegorizes Satan, the Tempter.
Before he becomes completely demon-possessed, Weston tells
Ransom that he has been "'Chosen. Guided . . . set
apart . . . »"29^ for a purpose by the Life-Force whom he
identifies with both God and the devil. When the demon
takes over completely, it becomes clear that Weston's
elan vital is a living force and none other than Satan
himself.

His mission on Perelandra is the corruption of

yet another world, and his task becomes the relentless
tempting of the Green Lady.
Weston reinforces the allegory of the Garden of Eden
by trying to persuade the Lady to do the very thing which
Maleldil has commanded her not to do:
Land.

live on the Fixed

As the serpent lied to Eve and promised her that,

rather than dying, she would become like a god if she ate
the fruit, so the Un-man tries to convince the Lady that
Maleldil really intends for her to dwell on the Fixed
Land, that good will come of her taking the initiative to
do so herself, and that it will cause her to become a
"little Maleldil."
The Un-man's prime target is the Fall of the Lady,
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but while she sleeps he is also quite satisfied to bring
destruction to the natural world of Perelandra as well.
Christian theology teaches that not only death but also
deterioration and destruction in general came to earth
through Satan and the Fall.

Thus it is horribly appro-

priate that the Un-man delights in maiming the Perelandrian animals, or even tearing up the plants if no animals
are available.

When Ransom finally decides to kill the

Un-man, and it becomes clear to the latter that he will
have no further opporttmity to tempt the Lady, he tries to
harm her physically as a last resort.
If a reader of the novel has any doubts about the
allegorical identity of the Un-man, they are dispelled by
a chilling incident, which is arresting and poetic in its
horror:

At the beginning of the death struggle with

Ransom,
. . . the creature suddenly threw back its head
and cried so loud that it seemed the golden
sky-roof must break, 'Eloi, Eloi, lama
sabachthani.'
And the moment it had done so. Ransom felt
certain that the sounds it had made were perfect
Aramaic of the First Century. The Un-man v/as
not quoting; it was remembering.30
The words were those spoken by Jesus from the cross in his
darkest hour and mean "My God, my God, why hast thou forsaken me?"''

In "hideous parody" the Un-ir.an quotes the

words from his brief hour of victory which have burned in
his memory across the centuries.^52
Lewis' Un-man allegorizes the Biblical devil most
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suggestively through his intelligence and his puerile
wickedness.

The Bible characterizes Satan as being ex-

tremely clever and a great liar.

The Un-man continually

lies to the Lady, but his arguments are so well organized
and contain a sufficient amount of truth that it is often
difficult for Ransom to prove his deception to the Lady.
In fulfillment of the Biblical warning that man, by himself, is no match for the wits of Satan, Ransom gradually
comes to the realization that he will never defeat the
Un-man through mere argument.
Kilby also points out that the Un-man's successful
arguments are due to Lewis' deep respect for reason as an
effective instrument, even when used by an enemy.

Because

Satan is a superior intellect to man, it follows that at
55
least a portion of his case will be highly convincing.-^^
Though the Un-man shows a great deal of subtlety when
talking to the Lady, Ransom soon discovers that it regards
intelligence merely as a weapon,
. . . which it had no more wish to employ in its
off-duty hours than a soldier has to do bayonet
practice v;hen he is on leave. Thought was for
it a device necessary to certain ends, but thought
in itself did not interest it. It assumed reason
as externally and inorganically as it had assumed
Weston's body.3^
Rather, the Un-man prefers to spend all his spare time in
any sort of ciael or dedcrucuive act it can think of, no
matter how petty or childish.

Ransom realizes that he was

in some way prepared for temptation, blasphemy, and

^5
various horrors, but hardly for the simply black puerility, the " . . . aimless empty spitefulness content to
sate itself with the tiniest cruelties. . . . "^^
In other words, Lewis' Un-man is precisely a Biblical
devil:

he is clever, but his main characteristic is

simply wickedness, and his only aim is to spread evil in
the most effective way possible.

Ransom discovers that

the Prince of Darkness is not a gentleman and comes to
feel that a sophisticated Mephistopheles or a tragic Satan
out of Paradise Lost would be a welcome release from the
childish, obscene creature he is forced to observe.
The whole-hearted evil of the Un-man is such that it
" . . . bore a horrible similarity to innocence. It was
55 As Ransom
beyond vice as the Lady was beyond virtue."-^
kneels in awe before the beautiful perfection of the King
and Queen, he stumbles and faints the first time he looks
the Un-man fully in the face—its complete evil is negatively over-powering.

The face of the Un-man represents

one of man's ultimate alternatives:
As there is one Face above all worlds merely to
see which is irrevocable Joy, so at the bottom
of all worlds that face is waiting whose sight
alone is the misery from which none who beholds
can recover. And though there . . . were, a
thousand roads by which a man could walk through
the world, there v/as not a single one vhich did
not lead sooner or later either to the Beatific
or the iiiserific Vision.^''
In addition to the allegory of Satan, there is the
picture of hell as the pGychological state of a danmed

46
soul.

Lewis knew that the doctrine of hell is highly un-

popular and admitted that he himself found it detestable.
He insisted, however, on its existence as the option which
man himself chooses when he will not surrender to God.^®
As Peter Kreeft points out, though, "there are . . . mitigations which make the doctrine almost tolerable.

Though
«

Christianity insists on the existence of Hell, we are free
to construe its nature in different terms than fire and
brimstone."^^
Lewis construes hell in terms of psychological deterioration, to become less than hioman—to become, in
fact, an "Un-man":
You will remember that in the parable, the saved
go to a place prepared for them, while the damned
go to a place never made for men at all. To
enter heaven is to become more human than you
ever succeeded in being on earth; to enter hell,
is to be banished from humanity. What is cast
(or casts itself) into hell is not a man: it
is 'remains.'^0
According to Lewis the typical characteristic of a
lost soul is an extreme egotism, which reveals itself in
countless ways and which so erodes the perspective of the
human mind that it finally loses all meaningful touch with
41
reality.
The visitors from hell in The Great Divorce
are prime portrayals of this idea, and so is Weston.

By

the time he arrives on Perelandra, he is so near concr.ania
that he is not even curious about how Ransom got there,
but launches instead into a grand lecture on his latest
ideas and experiences.

His new philosophy turns out to be

4

4

«
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an extreme effort at the marrying of heaven and hell and
resembles that of the clergyman in Divorce.

His confused

theology and extreme egotism cause him to invite the
Satanic force into him so that he may be united with it.
After Weston becomes fully demon-possessed, his mind
and body rapidly deteriorate.

Again the physical body

becomes a picture of the whole man—or in Weston's case
the partial man who decays to Un-man.

The putty-colored

face and stiff unnatural movements of the limbs image the
spiritual death of the creature.
Another characteristic of hell embodied in Weston is
Lewis' idea of the confusion of personages in damnation.
In The Screwtape Letters Lewis offers a horrifying picture
of devils being absorbed into one another.

In Perelandra

Ransom is never quite sure whether Weston or Satan is
speaking through the corpse-like figure.

Finally he

realizes, however, that it makes little difference:

"The

question whether Satan, or one whom Satan has digested, is
acting on any given occasion, has in the long run no clear
significance."42
Within the context of the antithesis of heaven and
hell as revealed through the Green Lady and Weston,
another allegorical meaning may be suggested.

As Lewis

believed thac in hell a ii;an loses his identity, conversely, in heaven creatures continually grow in individuality.

In contrast to Weston's gradual submersion in
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Un-man, heaven is embodied in two people at the end of
Perelandra. each radiant in holiness but glorious examples
of unique individuals.

CHAPTER IV
ARCHETYPAL CHRISTIAN EXPERIENCES
Three primary events form the narrative framework of
Perelandra:

the temptation of the Lady, the battle with

the Un-man, and the renewal of Ransom and the King and
Queen.

Together these events allegorize the archetypal

Christian experiences of Christ himself:

his temptation

by Satan, his defeat of Satan through death, and his
resurrection.

As mentioned in Chapter III, the narrative

framework also suggests the archetypal baptism of every
Christian:

temptation, defeat of sin through death to

self, and new life in Christ.
The Un-man's long and intricate tempting of the Lady
is basically analogous to the serpent's temptation of Eve
in the Garden of Eden.

As in the Garden, the temptation

centers on persuading the Lady to do the one thing
Maleldil has expressly forbidden—to dwell on the Fixed
Land.

All of the other vague, noble intentions which

the Un-man suggests to her ultimately rest on the one
forbidden act.
A further comparison to the Genesis story lies in the
Un-man's attempt to make the Lady dissatisfied with her
present knowledge, to tiak^.- her desire s greater knowledge
and maturity which, supposedly, can be gained only through
disobeying Maleldil.

As the serpent promised Eve that she
49
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would become like a god, so the Un-man tempts the Green
Lady to do as the women of earth have done and become
"little Maleldils":

"Their minds run ahead of what

Maleldil has told them.

They do not need to wait for him

to tell them what is good, but know it for themselves as
He does.

They are, as it were, little Maleldils.""^

The Un-man also tempts the Lady to become as Maleldil
in yet a more subtle way.

He tries to persuade her to

usurp the role and power of Maleldil in her life and in
her husband's life as well through taking matters into her
own hands and performing a deed which neither Maleldil nor
her husband would approve—but a deed which would supposedly change their lives for the better.

The Fixed Land

as an allegorical symbol of man's attempt to govern his
own affairs becomes especially meaningful within the context of the temptation.

The Un-msin appeals to the Lady to

establish a more secure life for herself and her future
family through living on the fixed island.

He points out

to her that her refusal " . . . stands between you and all
settled life, all command of your own days."

Later he

chides her with her reluctance to disobey Maleldil:

"'I

had forgotten that you would not live on the Fixed Land
nor build a house nor in any way become mistress of your
2
own days.'"
Tne temptation, wnicn alxegorizes the
Genesis account, is thus also tied to the main theme of
the novel (discussed in Chapter II) as expressed
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allegorically through the floating islands and the Fixed
Land.
Another major aspect of the Un-man's temptation reflecting a favorite theme of Lewis' is the attempt to
create in the Lady's mind a conception of herself as a
noble, tragic figure.

He tells her stories of earthly

women whose vision and bravery enabled them to bring about
great good for their families, but who were rejected in so
doing by their short-sighted loved ones—thus forming a
picture in her mind of a great woman as a type of tragic
queen.

The Un-man's aim is to destroy the unselfconscious

beauty and humility of the Lady.

When he gives her a

mirror in which to see her own beauty. Ransom perceives
that the mirror is
. . . only superficially concerned with . . .
female vanity. The image of her beautiful body
had been offered to her only as a means to awake
the far more perilous image of her great soul.
The external and, as it were, dramatic conception of the self was the enemy's true aim. He
was making her mind a theatre in which that
phantom self should hold the stage.3
The danger of role-playing is a recurring theme with
Lewis.

He implies that to be one's natural self involves

a certain honest humility—which is spiritually beautiful.
On the other hand, the playing of a role, and particularly
the mentally watching and enjoyin;^ of oneself in the role.
is a hideous form of spiritual pride.

Lewis' extremely

good chairacters such as Psyche in Till We Have Faces and
the heavenly beings in The Great Divorce are often
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characterized by such marked unself-consciousness.

Like-

wise , Eustace in The Voyage of the Dawn Treader and many
of the people from hell in Divorce reveal the obsession
with role-playing.

One character in particular in Divorce

sheds light upon the Un-man's temptation to create a
"phantom self."

The Dwarf and his projected image, the

Tragedian, portray the outcome of such dangerous roleplaying.

Finally the real self is totally swallowed up

by the phantom self, and only a lie, " . . . the thing
which is not,"

remains. As the Un-man swallows up

Weston's personality in taking possession of his psyche,
we see in his tempting of the Lady a similar desire to see
her real self diminished.
Through the temptation and its outcome, Lewis also
deals with the concept of the fortunate Fall.

Ransom

tries to persuade the Lady not to follow the Un-man's
suggestion, telling her how Eve disobeyed Maleldil and
brought great sorrow to earth thereby.

Turning the argu-

ment to his own favour, however, the Un-man points out
that it was the breaking of the commandment which brought
Maleldil to earth as a man.

Responding with great convic-

tion. Ransom then echoes Lewis' belief concerning the
Fall:
'Of course good came of it. , . . whatever you
do, He will make good of it. But not the good
He had prepared for-you if you had obeyed Him.
That is lost for ever. The first King and
first Mother of our world did the forbidden
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thing; and He brought good of it in the end.
But what they did was not good; and what they
lost we have not seen.'5
Even more forcefully Lewis gives his belief an allegorical embodiment through the final glory which the Lord
and Lady attain through remaining obedient to Maleldil.
History on earth has shown how God can make good out of
evil; in Perelandra Lewis pictures the originally planned
good.

Through obedience the Lord and Lady become glori-

ously beautiful and powerful in their purity, yet they
also acquire a wisdom and experience far beyond that of
fallen man.

The image of the two in their glorious state

suggests the lost possibilities of earthly man and thus
fills a yearning in Ransom's soul.

On beholding them, he

beseeches, "'Oh, my Father and my Mother, . . . My own
father and mother I have never seen. Take me for your
son.

We have been alone in my world for a great time.'"
Because the Lord and Lady remain innocent, there is

no need of redemption on Perelandra.

However, their ul-

timate salvation is made possible by the intervention of
a third party, Ransom, who destroys the evil threatening
their paradise.
intermediary.

Thus Perelandra too has a saviour, an

The preservation of paradise on Venus is

made possible because Ransom, seeing that the Lady's resistance is ebL<ing, inter/enes to figxnt the Un-man
himself.
Ransom's destruction of the devil is a key portion of

5^
the archetypal baptism motif, bearing significant resemblances to the passion of Christ. The eve of the battle,
when Ransom spends a time in deep contemplation and communication with Maleldil before surrendering to the fate
of physical combat with the Un-man, is analogous to
Christ's prayer in Gethsemane the night before the crucifixion, " . . . let this cup pass from me:

nevertheless

not as I will, but as thou wilt."'^
As mentioned in Chapter III, Ransom's descent to the
dark underwater cave to fight the Un-man and his destroying the body by throwing it into a pit of fire are also
suggestive of Christ's descent into hell and his ultimate
destruction of Satan.
The archetypal struggle of every Christian in defeating sin through death to self is also allegorized by
the combat.

White makes these perceptive comments con-

cerning the battle motif in Lewis:
The conflicts between God-centeredness and selfcenteredness, between the forces of good and
evil, between God and Satan, are featured in
many of Lewis' imaginative works. . . . One does
not become good or carry out God's will effortlessly. Righteousness is always accompanied by
struggle.S
Ransom not only is a saviour to the Perelandrians, but he
himself becomes a new man through the battle with evil.
Strengthening the interpretation of the allegorical
baptism of Everyman is the allegorical picture of baptism
Lewis gives in The Pilgrim's Regress.

Vaen. John, the
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pilgrim, finally decides to return to the Landlord (God),
Mother Kirk (the Church) tells him that in order to return
he must dive into a deep pool of water:
' . . . You must dive so that you can go right
down to the bottom of the pool: for you are
not to come up again on this side. There is a
tunnel in the cliff, far beneath the surface
of the water, and it is through that that you
must pass so that you may come up on the far
side.'9
In Perelandra, Ransom descends with the Un-man into the
depths of the sea and goes through an underwater tunnel to
come up inside the heart of the mountain.

Like John in

Regress, he then comes out (after killing the Un-man) into
a beautiful green land.
Ransom's descent into the dark pool and emergence as
a new creature into a beautiful land also pictures an idea
closely related to archetypal baptism.

It is the concept

which Lewis referred to as the pattern of descent and reascent, a pattern characteristic of life on all levels.
In Miracles Lewis discusses this pattern of life in reference to God and to man, again using the metaphor of the
diver and the deep pool:
In the Christian story God descends to re-ascend.
He comes down; . . . down into humanity . . .
down to the very roots and seabed of the Nature
He has created. But He goes down to come up
again and bring the whole ruined world with Him.
. . . one may thinly-of a diver. . . . first reducing himsei-f to nakedness, . . . rushing do^/ra.
through green and warmi water into black and cold
water, dov.-n through increasing pressure into the
death-like region of ooze and slime and old decay; then up again, back to colour and light,
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his lungs almost bursting, till suddenly he
breaks surface again, holding in his hand the
dripping, precious thing that he went down to
recover. He and it are both coloured now that
they have come up into the light: down below,
where it lay colourless in the dark, he lost
his colour too.10
Lewis then points out how this pattern is common to
vegetable and animal life and is also characteristic of
the moral and emotional life of man:
The first innocent and spontaneous desires have
to submit to the deathlike process of control
or total denial: but from that there is a reascent to fully formed character in which the
strength of the original material all operates
but in a new way. Death and Re-birth—go down
to go up—it is a key principle. Through this
bottleneck, this belittlement, the highroad
nearly always lies.H
The fight with the Un-man also gives embodiment to
the concept of the original unity of body and soul.
Ransom is first repulsed by the idea of physical combat, thinking that "it would degrade the spiritual
warfare. . . . "

Maleldil shows him though that such a

distinction between the physical and the spiritual and intellectual is part of the division between soul and body
which resulted on earth from the Fall.

Ransom then

realizes that "even on earth the sacraments existed as a
permanent reminder that the division was neither wholesome
nor final.

The Incarnation had been the beginning of its

disappearance.

In Perelandra it would have no meaning at

1p

all."
Thus, the fight with the Un-iran is both an integral part of the whole battle and stands as a symbol for
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the spiritual fight.
The ending sequence of the novel corresponds allegorically to the resurrection of Christ and also portrays the
possibilities of a saved humanity.

After the battle with

the Un-man, Ransom suffers from severe exhaustion.

Waking

only to eat, he sleeps for about three weeks, a period
which Lewis refers to as a "long Sabbath."

The rebirth-

resurrection motif is strongly suggested by Ransom's description of these weeks:

"It was a time to be remembered

only in dreams as we remember infancy.

Indeed it was a

second infancy, in which he was breast-fed by the planet
Venus herself:

unweaned till he moved from that place."15
^

When Ransom is completely well he stands, in his glorious new body, as a symbol for the resurrected Christ and
for resurrected human.ity.

As soon as he feels fit, he be-

gins climbing the beautiful mountain which has nurtured
him.

RaJisom's remembrance of this time resembles the

closing chapters of The Last Battle in which the characters who have died immediately and naturally begin
climbing the beautiful mountains in that heavenly country.
Climbing mountains as a metaphor for a heavenly existence
also figures into The Great Divorce.

For Lewis, such

climbing of "transmortal mountains" obviously is expressive of the heavenly sta^e.

Raixsom reflects that "to

be always climbing this was not, in his present mood, a
process but a state , and in that state of life he was
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content."

111

Though Ransom stands for the resurrected Christ and
redeemed humanity, it is the King and Queen, whom he meets
again on the top of the mountain, who are the truly captivating images of a glorified mankind.

Through enduring

temptation victoriously they are saved and lifted to an
even higher state of beautiful purity.

As discussed in

Chapter III, they fulfill the Biblical promise that
Christians shall be made perfect like Christ.

They also

embody the Biblical teaching, " . . . God created man in
15
his own image." ^ The resemblance of the King to Maleldil
the Young is so great that the narrator, Lewis, says that
"you might ask how it was possible to look upon it

/^he

King's Ta.ce/ and not commit idolatry, not to mistake it
for that of which it was the likeness."

Then in an

ecstatic lyrical vision of man's potential as a being created in the image of God, he answers the question:
But here, where His live image, like Him within
and without, made by His own bare hands out of
the depth of divine artistry. His masterpiece of
self-portraiture coming forth from His workshop
to delight all worlds, walked and spoke before
Ransom's eyes, it could never be taken for more
than an image. Nay, the very beauty of it lay
in the certainty that it was a copy, like and
not the same, an echo, a rhyme, an exquisite reverberation of the uncreated music prolonged in
a created medium.1^
The allegory involving archetypal Christian experience is thus interwoven in a sophisticated fashion between
Ransom and the Lord and Lady of Perelandra.

CONCLUSION
In considering the body of allegorical meaning revealed through setting, characters, and plot, one finds
that C. S. Lewis functions as both myth-maker and Christian apologist in Perelandra.

Through the natural world

of the planet and through the Lord and Lady of that world,
he entices the reader with a highly imaginative and poignantly beautiful vision of the Christian heaven.

Through

the portrayal of the Un-man as a Satanic figure, Lewis
renders the doctrines of hell and damnation at once
believable and horrifying.

The hope for such a heaven and

the fear of such a hell are the two powerful edges of
Lewis' sword of the imagination.
Lewis further defends the ways of God to man through
Ransom, the Christ-figure and the Everyman.

One comes to

understand and appreciate better the nature of Christ's
sacrifice for man.

He also gains significant spiritual

and psychological insight into the Christian experience of
rebirth.

The portrayal of Ransom's transformation into a

new man in Christ, together with the narrative framework
allegorizing baptism, offers a poetic embodiment of the
Christian doctrine of resurrection.
Perhaps the most si^-rnificant, if m.ost subtle, allegorical and apologetic achievement of Lewis' in Perelandra
is the presentation of a coherent, appealing Christian
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world-view.

Lewis weaves his Christian elements so mas-

terfully that the logos becomes one with the poiema, and
the poiema is beautiful and compelling.
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APPEITDIX:

SUGGESTED ORIGINS AND ALLEGORICAL

MEANINGS OF NAMES IN PERELANDRA"^
Ar-bol—the sun; from "bolide," large meteor, or the Greek
bolls, missile; and the Latin iris, belonging to, of
the kind or form of.
Eldil—angel-type being; from "eld," age, or "elder";
possibly also from the Hebrew Elohim, name of God or
the gods and also used in the Bible to denote earthly
potentates.
Elwin—Ransom's Christian name; from the Old English
AEtheIwine, noble friend (aethel—noble, wine—
friend).
Maleldil—God, also called the "Old One"; from "male" and
"eld"; i.e. the elder male; possibly also from the
Hebrew Elohim, a name for God.
Maleldil the Young—Christ, the son of God.
Oyarsa,. pi. Oyersu—ruling eldil; from Anglo-Norman oyez,
oyes, a call of command.
Perelandra—the planet Venus; from "peregrinate," to sojourn or travel abroad, and "land," i.e. the
traveling or floating islands; also symbolic of the
allegorical spiritual journey of the novel.
Ransom—a consideration paid for the redemption of a captured person; to deliver from sin or its penalty.
Tellus—earth; from Latin tellur, tellus.

•

70

71
Thulcandra—another name for earth, the "silent planet";
from the Greek Thule, of unknown origin; perhaps also
from the Old English Thule, the name of an island
supposed by Polybius to be the northernmost region in
the world; both the Greek and the Old English suggest
the mystery and remoteness associated with the
"silent planet" in relation to the rest of Deep
Heaven.

Definitions and et:^riiolon;ical infornation fcr the
AT:cendix is taken ::rcz: Tne Cxiori Dic-:ionc-ry oi English
EtviTiology, ed. by C. T. Onions (Oxford: Clarendon Press,
l % o ) ; TT^o Oxford English Dic-cionary (Oxford: Clarendon
Press, T553T1 and Z. G. Withyconibe, The Oxford Die::ionary
of English Christian Names, 2nd Edition (Oxford: Clarendon Press, 1--JOJ)).
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