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Annotation  
This bachelor thesis analyzes Neverwhere by Neil Gaiman from the perspective of 

environmentalism, ecocriticism, social criticism, and urban fantasy. The thesis explores how 

the novel uses the image of two opposite worlds to highlight contemporary environmental and 

social issues. This work also analyzes features of fantasy and urban fantasy in Neverwhere.  

 

Keywords 
environmentalism, ecocriticism, fantasy, urban, social criticism, social norms, consumerism 

 

Název práce 

Environmentální a sociální problémy v Neverwhere od Neila Gaimana 

 

Anotace 
Tato bakalářská práce analyzuje román Neverwhere od Neila Gaimana z pohledu 

environmentalismu, ekokritiky, sociální kritiky a městského fantasy. Práce zkoumá, jak autor 
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Introduction 

In modern society, many individuals behave as though the world is a flawless, self-

sustaining machine, adopting an “out of sight, out of mind” approach to systemic crises such as 

pollution, climate change, and poverty. If these issues remain invisible or do not directly impact 

their personal comfort, there is a widespread tendency to assume they do not exist. However, 

these problems are pervasive, functioning as the silent foundation upon which modern 

convenience is built. This thesis focuses on Neil Gaiman’s Neverwhere to explore how the story 

represents these pressing environmental and social challenges. By examining the "cracks" in 

the city through which people and objects fall, this research demonstrates how Gaiman uses the 

genre of urban fantasy to expose the hidden pathologies and moral decay of the modern 

metropolis. 

The thesis begins by tracing the history and development of environmentalism and 

ecocriticism, two essential fields that explore the shifting and often fraught relationship between 

humanity and the natural world. It outlines how environmentalism emerges as a necessary 

response to growing concerns regarding ecological destruction, showing how the movement 

gradually gains political, scientific, and cultural recognition. The focus then shifts to 

ecocriticism, which applies environmental thinking to the study of literature and culture. This 

section introduces key theorists, such as Cheryll Glotfelty and Ursula Heise, and foundational 

questions that help shape the field, explaining how ecocriticism challenges traditional Western 

views of nature, identity, and the artificial separation of human culture from the biological 

world. 

The next part transitions toward urban ecocriticism and argues for its vital importance 

in contemporary scholarship. While early ecocriticism focuses primarily on "pristine" nature, 

such as wilderness, forests, and mountains, many scholars now argue that cities are essential 

sites for environmental discourse. This section engages with the work of Michael Bennett and 

Çağla Büyükkoç to show that cities are not separate from nature, but are unique, complex 

ecosystems. It also traces the historical development of urban perception, starting with early 

philosophical ideas from Rousseau, moving through the Romantic response to the industrial 

revolution, and finally examining how modernism begins to view the city as a sentient, 

multifaceted environment that mirrors the human psyche. 

Following this, the thesis explores the evolution of fantasy as a modern genre, tracing 

its roots from ancient myths and legends to its renewed popularity in the twenty-first century. 

It examines how fantasy functions as a tool, using the imaginative distance of the marvelous to 
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address contemporary social failures. This leads into a focused discussion of urban fantasy, 

characterized by its distinct blend of mundane settings with paranormal elements. This part 

emphasizes the city’s role as an active character and the genre's unique ability to render the 

"unseen" or marginalized inhabitants of the city visible to the reader. 

The discussion then turns to the broader theoretical frameworks of sociology, which 

provide the tools necessary to analyze the novel's complex social structure. This section 

introduces the sociological concepts that underpin the analysis of social issues in the novel. It 

examines "pluralistic ignorance" and Georg Simmel's "metropolitan type", which are concepts 

that explain how urban dwellers develop a psychological shield of apathy to survive the 

overwhelming stimuli and moral demands of the city. This framework allows for a deeper 

understanding of how social norms and social identities are constructed and maintained in 

crowded urban spaces. 

With this theoretical base established, the thesis provides a detailed analysis of 

Neverwhere. It applies the lens of urban ecocriticism to the novel's setting. It explores how 

pollution, hyper-consumerism, and the toxic byproducts of materialistic lifestyles are preserved 

in the "shadow ecosystem" of the underground. By contrasting the sterile efficiency of London 

Above with the decaying resourcefulness of London Below, the thesis highlights the 

environmental consequences of modern progress and the profound disconnection between 

urban society and the ecological reality that sustains it. 

Finally, drawing on insights from scholars such as Julia Kula and Irina Rata, the thesis 

examines Gaiman’s critique of contemporary values. This section focuses specifically on social 

issues, including homelessness, the commodification of human life, and the systemic neglect 

of those who no longer fit the image of a productive society. It discusses Gaiman’s use of 

intertextuality and the concept of "heterotopia" to show how London Below serves as a literal 

repository for everything the surface world chooses to forget, from discarded people to 

discarded histories. 
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1. Environment and Fantasy 

Ecocriticism is an intricate and multifaceted field that has developed gradually over the 

last several decades. Because it engages with numerous political, sociological, and cultural 

perspectives, it is difficult to define. One key reason for its relatively late emergence, especially 

when compared with other theoretical movements such as feminism or postcolonialism, was 

the intellectual tendency to treat nature not as an independent reality but as a sociohistorical 

construct. Within such a framework, the natural world seemed inseparable from the social and 

linguistic systems through which it was represented. That perception made it challenging for 

literary scholars to connect their interpretive work directly to environmental concerns. The 

result was a delay in forming a coherent ecological approach to literature. Today, however, 

ecocriticism stands as an established field devoted to analyzing the relationship between writing 

and the natural environment, as well as the ethical implications of that relationship.1 

As with other critical theories emerging in the latter half of the twentieth century, 

ecocriticism reexamines identity, subjectivity, and power, reconsidering how human 

psychology interacts with the world surrounding it. Like feminist and race studies, it aimed to 

move beyond the frameworks of modernism and Enlightenment thinking. Long-standing 

oppositions such as subject versus object, mind versus body, culture versus nature, or self versus 

environment are replaced by a more integrated view. The unique contribution of ecocriticism 

lies in displacing the human being from the center of analysis and emphasizing the position of 

the non-human. It calls for a redefinition of humanity that recognizes the agency, vitality, and 

interdependence of other forms of life. As Ursula K. Heise explains, ecocritical inquiry 

challenges the modern assumption that the value of nature derives solely from its usefulness to 

humanity. Modern industrial civilization treats the natural world primarily as a set of exploitable 

resources, such as forests to be harvested, minerals to be mined, and rivers to be redirected. 

This utilitarian viewpoint severs people from their ecological roots and narrows their sense of 

belonging. Ecocriticism, therefore, functions as both a literary and moral intervention, seeking 

to heal the conceptual rift between human culture and the living planet.2 

Environmentalism complements this theoretical movement on a practical and political 

scale. It may be defined as a concern for the natural world and the protection of ecosystems 

from human exploitation or degradation. Often referred to as the “green movement,” 

environmentalism presumes that through appropriate legislation, technological reform, and 

 
1 Ursula K. Heise, “The Hitchhiker’s Guide to Ecocriticism,” PMLA 121, no. 2 (2006): 506. 
2 Heise, “The Hitchhiker’s Guide to Ecocriticism.” 506–507. 



11 

 

social awareness, the damage created by industrial expansion can be lessened. In its political 

expression, it appeals to civic responsibility and global ethics; in its cultural expression, it 

influences art and literature to foreground humanity’s dependence upon ecological balance.3 

The modern environmental movement has its deepest roots in the United States during 

the second half of the twentieth century. Fabien Locher and Grégory Quenet, in Environmental 

History, locate its institutional birth in 1972, when the Pacific Historical Review published an 

article that crystallized earlier discussions into a recognizable discipline. Yet the groundwork 

was laid decades earlier. The first Earth Day, celebrated in 1970, mobilized around 20 million 

Americans, at that time the largest civic demonstration in U.S. history. The subsequent creation 

of the Environmental Protection Agency signaled governmental recognition of the ecological 

crisis. Simultaneously, academic initiatives such as The Environmental Newsletter and the 

founding of the American Society for Environmental History institutionalized the field at the 

scholarly level. These milestones combined activism, public education, and research, giving 

environmental consciousness a permanent presence in global culture.4 

Despite its current prominence, environmentalism initially struggled for recognition. 

Late-nineteenth-century journals devoted to nature rarely attracted more than a handful of 

subscribers, and universities offered few, if any, programs in ecological studies. In 1887, some 

journals reported fewer than twenty paying readers. Scholars or students interested in 

environmental topics often worked in isolation, lacking institutional support. Nevertheless, their 

persistence laid the foundation for future generations. The slow maturation of environmental 

thought illustrates how social awareness often precedes academic legitimacy: long before 

governments and universities recognized ecological study, local activists, scientists, and writers 

were already articulating environmental ethics.5 

By the 1980s, decades of scattered research and activism converged into a more unified 

movement. A new cohort of historians and critics began examining not only wilderness areas 

but also the cultural and economic mechanisms shaping America’s relationship with nature. 

Some scholars emphasized the utopian imagery of untouched landscapes, while others revealed 

how capitalism and urban growth reshaped ecosystems and marginalized indigenous 

perspectives. Their works diversified the field: beyond wilderness protection, studies included 

 
3 Kevin Harrison and Tony Boyd, “Environmentalism and Ecologism,” Understanding Political Ideas and 

Movements (Manchester: Manchester University Press, 2018): 2. 
4 Fabien Locher and Grégory Quenet, translated by William Bishop, “L’histoire environnementale : origines, 

enjeux et perspectives d’un nouveau chantier,” Revue d’histoire moderne et contemporaine 56, no. 4 (2009): 10-

11. 
5 Locher and Quenet, “L’histoire environnementale.” 10–11.  
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agriculture, forestry, the politics of water management, suburbanization, and the gendered 

dimensions of space. These interdisciplinary expansions transformed environmental studies 

into a networked form of knowledge, spanning history, sociology, literature, and political 

science.6 

The literary dimension of this transformation found expression in ecocriticism. Its 

precise origins are difficult to pinpoint because writers had long engaged with ecological 

imagination without grouping their efforts under a single heading. As Cheryll Glotfelty, in her 

The Ecocriticism Reader: Landmarks in Literary Ecology, famously remarked, “In a sense, 

each critic was inventing an environmental approach to literature in isolation. Each was a single 

voice howling in the wilderness.” That evocative description captures how individual attempts 

at environmentally oriented criticism gradually grew into collective momentum. During 

the 1980s, academic conferences and journals began hosting panels on literature and nature, 

while universities established the first courses explicitly dedicated to eco-literary study. 

By 1992, these efforts ended in the creation of the Association for the Study of Literature 

and Environment (ASLE). The organization aimed to promote the exchange of ideas 

concerning how literature reflects relationships among humans, animals, and their habitats, 

while also encouraging original creative writing informed by ecological consciousness.7 

Within a year, the study of ecology in literature gained official recognition as an 

autonomous critical school. Glotfelty credits William Rueckert with introducing the term 

ecocriticism in his essay Literature and Ecology: An Experiment in Ecocriticism, originally 

published in the 1970s. Rueckert defined it succinctly as “the study of the relationship between 

literature and the physical environment.” Though simple, the formulation opened an expansive 

methodological space. Ecocriticism not only interprets representations of nature but also 

questions how textual forms enact ecological processes, how metaphors of growth, decay, and 

renewal structure narrative meaning, and how human stories intersect with non-human agency.8 

 
6 Locher and Quenet, “L’histoire environnementale.” 10–11.  
7 Cheryll Glotfelty, “Introduction,” in The Ecocriticism Reader: Landmarks in Literary Ecology, ed. Cheryll 

Glotfelty and Harold Fromm (Athens, Ga.: University of Georgia Press, 2009): 17. 
8 Glotfelty, “Introduction” 17.  
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Ecocriticism today encompasses a remarkable diversity of theories, yet its underlying 

purpose remains to illuminate the interconnectedness of natural and cultural systems. It 

interrogates how literature and language condition environmental awareness and how the 

stories we tell about the Earth shape the way we inhabit it. By exploring narratives, poetics, and 

metaphors, ecocriticism identifies ideological patterns that either reinforce or resist ecological 

responsibility. Through such analysis, it aims to cultivate sustainability not only as a policy but 

as a mode of perception.9 

Historically, much ecocritical work privileged depictions of untouched nature, such as 

forests, oceans, deserts, and mountains, as the ideal sites of ecological reflection. The pastoral 

tradition, with its celebration of rustic simplicity and harmony, dominated early ecocritical 

readings. Yet this emphasis left an important dimension unexplored: the environmental meaning 

of urban life. Contemporary ecological realities are largely urban. Since more than half of the 

world’s population now lives in cities, to exclude them from environmental inquiry is to 

overlook the primary stage of human–nature interaction. Cities concentrate pollution, energy 

consumption, and resource distribution. Cities are also laboratories of adaptation and resilience. 

Recognizing their ecological character is therefore essential for any complete ecological 

critique.10 

Michael Bennett addresses this urban oversight in his essay From Wide Open Space 

 to Metropolitan Places: The Urban Challenge to Ecocriticism. He contends that traditional 

ecocriticism, by idealizing wilderness, perpetuates a false dichotomy between natural purity 

and urban corruption. In reality, cities are complex ecosystems where human and non-human 

forces merge. Pigeons and foxes adapt to architecture, weather creates micro-climates, and 

waste circulation forms subterranean ecologies. By examining literature set in cities, ecocritics 

can explore how environmental processes manifest within urban infrastructures and how rivers 

flow through concrete canals, how trees reclaim abandoned lots, and how human neglect 

generates new forms of life. The city emerges as a site where ecological and social questions 

intersect.11 

 
9 Glotfelty, “Introduction” 17.  
10 Michael Bennett, “From Wide Open Spaces to Metropolitan Places: The Urban Challenge to Ecocriticism,” 

Interdisciplinary Studies in Literature and Environment 8, no. 1 (2001): 31. 
11 Bennett, “From Wide Open Spaces to Metropolitan Places.” 32. 
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Scholar Çağla Büyükkoç traces the intellectual lineage of this “urban turn” in 

ecocriticism through three historical moments. The first appears in the philosophy of 

Jean-Jacques Rousseau, who argued that social institutions drastically transform and often 

corrupt human nature. His notion of the state of nature, in which individuals lived with physical 

freedom but without moral consciousness, implied that civilization both constrains and refines 

humanity. In viewing morality as an artificial construct and nature as a lost origin, Rousseau 

laid the groundwork for later critiques of modern society’s estrangement from its 

environment.12 

The second pivotal moment arises during Romanticism. Romantic writers responded to 

industrialization, scientific positivism, and the congested life of early modern cities by 

retreating imaginatively into wild landscapes. Nature became an emblem of emotional 

authenticity and spiritual renewal, in contrast to the alienation of urban life. However, this 

nostalgic idealization contained the seeds of later ecological insight. By defining itself against 

the city, Romanticism inadvertently acknowledged the inseparability of environmental 

consciousness and urban modernity, and the growth of cities was the very condition that 

produced nostalgia for wilderness.13 

The third milestone occurs with modernism, which inverted the Romantic opposition by 

finding vitality within the metropolis itself. For many modernist thinkers, the city was no longer 

merely a moral decay but a living, shifting organism capable of aesthetic and psychological 

stimulation. Writers began to view the city as an ecosystem composed of intersecting energies, 

technological, natural, emotional, and social. This reconceptualization narrowed the gap 

between urban and natural, suggesting continuity rather than opposition. It also foreshadowed 

later ecological theories that imagine networks of interdependence instead of static 

dichotomies.14 

 
12 Çağla Büyükkoç Sütlüoğlu, “Concrete Jungles: A Study on Urban Ecocriticism.” Academia.edu. (February 8, 

2018): 2. 
13 Büyükkoç Sütlüoğlu, “Concrete Jungles,” 3. 
14 Büyükkoç Sütlüoğlu, “Concrete Jungles,” 3. 
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In this light, urban spaces can be read as a distinctive form of wilderness, 

what Büyükkoç calls “concrete jungles in which all kinds of mysteries and dangers await.” The 

metaphor underlines not only danger and disorder but also vitality and adaptation. Streets 

swarm with non-human life, buildings approximate geological strata, and transit systems 

resemble circulatory organs. The ecological perspective reveals an uncanny parallel between 

urban and natural complexity. Urban ecocriticism consequently broadens the field’s horizon, 

inviting readers to consider that human culture, rather than standing apart from the environment, 

is itself one of its most dynamic ecosystems.15 

Fantasy literature provides a particularly rich ground on which these environmental and 

cultural theories intersect. As a genre, fantasy constantly negotiates between the familiar and 

the marvelous, between ordinary life and alternative worlds. This capacity to imagine difference 

makes it a powerful medium for ecological reflection, and by displacing readers from the known 

world, fantasy enables them to see new angles and realities.  

Weronika Łaszkiewicz notes that fantasy has existed for as long as storytelling itself. 

Ancient epics such as Beowulf, The Odyssey, and the legends of King Arthur blend natural and 

supernatural forces, presenting landscapes where heroes encounter gods, monsters, and 

mythical creatures. Through such tales, early societies articulated moral and cosmological 

questions. With the Renaissance and Enlightenment, however, growing faith in reason 

marginalized the fantastic, associating it with superstition or childish imagination. Realism 

became the dominant literary mode, while fantasy survived largely in folklore and oral 

tradition.16 

The modern revival of fantasy in the nineteenth and twentieth centuries reasserted the 

value of imagination but also drew critical skepticism. Because of its magical elements, fantasy 

was often categorized as literature for children. Works such as Alice’s Adventures 

in Wonderland, The Wonderful Wizard of Oz, and Peter Pan indeed target young audiences but 

simultaneously contain philosophical and psychological depth that appeals to adults. Later 

fantasy writers, among them J. R. R. Tolkien and George R. R. Martin, transformed the genre 

into a vehicle for mature reflection on power, ethics, and mortality. The Lord of the Rings 

portrays environmental devastation caused by industrialism through the horrors of Mordor, 

while A Song of Ice and Fire exposes ecological vulnerability via the looming threat of climate-

related catastrophe beyond the Wall. These examples show that fantasy, far from simple 

 
15 Büyükkoç Sütlüoğlu, “Concrete Jungles,” 4. 
16 Weronika Łaszkiewicz, “The Antique and Modern Dimensions of Fantasy Literature,” Annales 

Neophilologiarum, no. 7 (2013): 2. 
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escapism, often dramatizes humanity’s relationship with both natural and constructed 

environments.17 

Another continuity between early mythic storytelling and modern fantasy is the 

recurrent “heroic journey,” what Joseph Campbell and later critics call the monomyth. The 

pattern consists of three major stages, separation, initiation, and return, each involving trials 

that transform the protagonist’s understanding of self and society. Often, the hero sacrifices 

personal safety or even humanity to achieve renewal for the community. Symbolically, these 

quests mirror ecological cycles of death and regeneration, articulating the tension between 

individuation and collective survival.18 

Critics of the genre frequently charge it with a lack of realism, arguing that fantasy 

evades the social and psychological truthfulness central to modern literature. Yet this very 

departure from realism constitutes its distinct strength. By removing the constraints of empirical 

plausibility, fantasy can interrogate reality’s assumptions from new angles. It reintroduces the 

element of wonder into ordinary life, transforming escapism into a reflective act. 

Psychologically, it satisfies the enduring human need to envision alternative futures and to 

process trauma symbolically. In times of environmental anxiety and social fragmentation, 

fantasy offers not flight but perspective, the freedom to imagine other forms of coexistence.19 

Because of its expansiveness, fantasy has been divided into several subgenres. 

Lissa Tuttle identifies a variety of subgenres, ranging from heroic fantasy, the traditional quest 

narrative, to high or epic fantasy, characterized by vast scope and multiple interlaced storylines. 

Dynastic fantasy extends the epic through generational sagas, tracking the descendants of 

legendary heroes. Dark fantasy introduces elements of supernatural horror and the occult, 

blurring the boundaries between fear and fascination. Magical realism integrates extraordinary 

occurrences into recognizable everyday settings, while time-slip fantasy manipulates temporal 

movement to explore history and destiny. Additional varieties include romantic fantasy, where 

love and magic share central importance, and humorous fantasy, which parodies its own 

conventions. This diversity demonstrates the genre’s adaptability to different cultural 

contexts.20 

Dieter Petzold comments that attempts to define the word fantasy itself are fraught with 

contradiction. The term carries multiple meanings, from imaginative invention to illusory 

 
1717 Łaszkiewicz, “The Antique,” 2. 
18 Łaszkiewicz, “The Antique,” 4-5. 
19 Łaszkiewicz, “The Antique,” 6. 
20 Lisa Tuttle, Writing Fantasy and Science Fiction (London: A. & C. Black, 2005), 10–13. 
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perception. Scholars employ related descriptors, fantastic, speculative, and imaginative, often 

interchangeably. Petzold suggests resolving this ambiguity by restricting fantasy fiction to the 

literary corpus that deliberately constructs secondary worlds, while preserving fantasy as a more 

general category describing the creative faculty of the mind. Borrowing from Tolkien’s essay 

On Fairy Stories, he regards fantasy as a “sub-creative art,” a natural human activity expressing 

the imaginative impulse inherent in culture.21 

This thesis focuses particularly on Neil Gaiman’s Neverwhere, a work that exemplifies 

the subgenre of urban fantasy and demonstrates the intersection of ecological and social 

critique. Urban fantasy, while situated within concrete metropolitan landscapes rather than the 

forests or mountains beloved by traditional ecocritics, still engages environmental themes by 

depicting the interdependence between built and organic systems. In Neverwhere, the city itself 

becomes a living organism, complete with circulatory tunnels, forgotten arteries, and parasitic 

hierarchies. The novel exposes the environmental and moral consequences of modern 

urbanization, such as pollution, alienation, poverty, and the erasure of collective memory. Seen 

through an ecocritical lens, Gaiman’s imagined London, both Above and Below, reflects the 

ecological imbalance created when humanity isolates itself from the non-human world.22 

To understand Neverwhere within its generic context, it is important to trace the broader 

characteristics of urban fantasy. Amanda Jo Hobson and U. Melissa Anyiwo describe the genre 

as inherently fluid and hybridized, resisting rigid categorization. Urban fantasy merges 

elements of romance, horror, science fiction, crime, and mystery, sometimes even incorporating 

comedic or young-adult tones. This adaptability allows writers to explore the instability of 

modern identity, where myth and reality coexist in uneasy tension. The multiplicity of 

influences mirrors the complexity of urban life itself, a web of overlapping histories, 

technologies, and mythic residues. As a result, urban fantasy often becomes a mirror in which 

contemporary anxieties about social fragmentation, environmental decay, and moral ambiguity 

are refracted through the fantastic.23 

One of the genre’s defining traits is the setting. Urban or suburban landscapes are not 

neutral backdrops but dynamic spaces that shape plot and character alike. Streets, underground 

tunnels, abandoned factories, and decaying architecture acquire symbolic and even sentient 

qualities. The city operates as a character, alive and mysterious. The urban setting also mediates 

 
2121 Dieter Petzold, “FANTASY FICTION AND RELATED GENRES,” Modern Fiction Studies 32, no. 1 (1986): 

11. 
22 U. Melissa Anyiwo and Amanda Jo Hobson, “Introduction: What Is Urban Fantasy?” in Gender Warriors: 

Reading Contemporary Urban Fantasy, Teaching Gender 10 (Leiden: Brill Sense, 2019): 11. 
23 Anyiwo and Hobson, “Introduction,” 11. 
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between the ordinary and the extraordinary. Magic often lurks in alleys, behind subway doors, 

or beneath manhole covers. In this equilibrium between realism and wonder lies the 

psychological power of urban fantasy, where readers recognize the city as their own, yet 

discover hidden layers of meaning and possibility.24 

Irina Rata, in her work Trials and Tribunals of London Below, defines urban fantasy as 

fiction that occurs exclusively within a metropolitan space. The entire narrative universe, its 

physical geography, culture, and supernatural extension, exists within the boundaries of a city. 

Because of this self-containment, most urban-fantasy settings are based on real cities such as 

London, New York, Paris, Prague, Los Angeles, or San Francisco. These locations carry 

enormous symbolic capital accumulated through centuries of storytelling, myth, and 

architecture. Authors draw upon that inherited cultural map, transforming familiar landmarks 

into thresholds between visible and invisible worlds. When readers encounter Gaiman’s London 

Below, they simultaneously navigate the geography of reality and imagination. The effect 

makes the readers see familiar environments in new ways, opening new perceptions of urban 

life.25 

Stefan Ekman’s Urban Fantasy: A Literature of the Unseen remains one of the most 

thorough theoretical examinations of the genre. Ekman organizes his analysis around several 

essential categories. The first category, “Settings and Worlds”, addresses how the environment 

defines narrative. Drawing on earlier scholarship, including John Clute, Caroline Ringel, 

Adam Roberts, and Farah Mendlesohn, he argues that a text qualifies as urban fantasy when an 

overtly fantastic element manifests within a setting that is recognizably contemporary. The 

Encyclopedia of Fantasy similarly characterizes the genre as a fusion of the mundane and the 

marvelous, where visions of myth intrude upon the streets and subways of modern cities. This 

interaction may unfold entirely within our known “primary world,” or involve a hidden 

“secondary world” existing beneath or beside it. In both variants, the integrity of the city as an 

environmental system must be preserved; the fantastical cannot simply hover above it but must 

integrate with its infrastructure.26 

Another interpretive line that Ekman pursues draws on A Short History of Fantasy, 

which connects urban fantasy closely with “low fantasy.” According to this view, an urban 

fantasy must be situated in “the conventional here and now” rather than in an invented realm. 

 
24 Anyiwo and Hobson, “Introduction,” 11. 
25 Irina Rata, “Trials and Tribulations in London Below,” Brumal Revista de Investigación sobre lo Fantástico 5, 

no. 2 (November 2017): 87. 
26 Stefan Ekman, “Urban Fantasy: A Literature of the Unseen,” Journal of the Fantastic in the Arts 27, no. 3 (2016): 

456. 
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The sense of realism anchors the supernatural, generating tension between belief and 

skepticism. Some authors, including Nene Ormes, explicitly exclude other-worldly settings 

from the category, insisting that urban fantasy demands a direct confrontation between 

contemporary life and the inexplicable. Other theorists adopt a more flexible stance, accepting 

stories set in alternate but familiar worlds, as long as those worlds clearly reflect the structures 

and anxieties of our own. This inclusive understanding acknowledges that urban fantasy 

evolves alongside the modern metropolis itself, as cities globalize and digitize, so too does the 

genre expand into cyberpunk, techno-fantasy, and post-industrial myth.27 

Ekman also discusses the importance of cities in the urban fantasy genre and to what 

degree the setting has to be urban. Some authors put emphasis on the urban in any contemporary 

location. Other authors like Waller and Ormes, urban fantasy does not specifically need to be 

set in a metropolis, the possibilities are towns, rural areas, or simply a journey, as long as it is 

set in a contemporary world. Young also accepts urban fantasy without a city, mentioning the 

possibility of sub-genres of urban fantasy, set either in suburban areas of a metropolis, or sub-

urban fantasy happening due to the fantastical elements intruding from some other place or 

time. She believes that the urbanity of urban fantasy does not have to come from a city, it is 

a state of mind, exploring situations where “modernity’s suppressed history re-surfaces.”28 

Equally significant to the genre are its characteristic figures and narrative archetypes. 

Ekman highlights two recurrent character types that dominate contemporary urban fantasy. The 

first is the strong, self-reliant female hero, often a detective, monster-hunter, or cunning 

mediator between the human and supernatural realms. Frequently depicted with distinctive 

physical features such as dark or flame-colored hair and armed with visible symbols of agency, 

she embodies both independence and resilience. Critics such as Mandelo link this figure to 

feminist reinterpretations of myth and the growing presence of female authors within 

speculative fiction. Elizabeth Young expands the archetype beyond combat-oriented roles to 

include artists or scholars who “create meaning from chaos,” decoding the hidden logic of their 

extraordinary environments.29 

The second principal figure is the non-human counterpart, usually charismatic, 

brooding, and morally ambiguous. This character may serve as an antagonist, ally, or romantic 

partner. The idea of non-human characters is important in urban fantasy to determine the type 

and nature of the specific genre. Most of these non-human characters originated in folklore or 
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Gothic horror stories. Some authors remark that the definition of urban fantasy keeps changing, 

and others suggest that contemporary urban fantasy draws mainly from popular culture, 

including TV shows, horror movies, and lore about paranormal creatures. According to these 

authors, the most prominent paranormal characters in urban fantasy are faeries, werewolves and 

vampires, but there are many creatures originating in European folklore.30 
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2. Social Criticism in Literature 

For a long time, literature has served as one of the most sophisticated instruments for 

exploring the social norms and values that govern human society. These norms are essentially 

the informal rules that define acceptable behavior and actions within a specific group. It is 

necessary to distinguish social norms from other authoritative structures, such as formal legal 

regulations or strictly internal moral codes. While legal rules are enforced by institutions, social 

norms are maintained through mutual expectations and constant interpersonal communication. 

Individuals typically adhere to these norms not out of fear of legal sanctions, but rather due to 

a desire for social approval and a profound fear of judgment or exclusion from their 

community.31 

According to the Stanford Encyclopedia of Philosophy, social norms are often 

categorized into specific types, namely social norms, conventions, and descriptive norms, based 

on the specific functional role they play within a collective. Although these distinctions are 

frequently overlooked in general social science, they are vital for accurately diagnosing the 

nature of various behavioral patterns. Philosophers approach these norms through several 

different lenses. Some argue that social norms should be conceptualized as a form of "social 

grammar", a system that specifies what is acceptable within a culture. Much like linguistic 

grammar, this system is not a deliberate product of human design but emerges naturally through 

continuous human interaction. Other scholars identify norms as observable patterns of behavior 

that repeat over time. Some approaches suggest that norms act as mechanisms to enhance social 

welfare and prevent market failures, while other theories emphasize the accountability that 

norms provide. In this view, norms allow individuals to hold one another responsible, thereby 

establishing a shared sense of meaning and collective identity.32 

However, certain social norms can be harmful, inefficient, or discriminatory. Theoretical 

research often focuses on how these negative norms emerge and propagate through repeated 

social learning and shifting expectations. While positive or cooperative norms, such as honesty, 

tend to originate in small groups before spreading to the wider public, inefficient norms can be 

remarkably resilient. The Stanford Encyclopedia of Philosophy describes these persistent 

behaviors as “clusters of conditional expectations.” Under this framework, people follow a 

norm only if they believe that the majority of others will both follow and approve of it. This 
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can lead to a state of “pluralistic ignorance,” a social phenomenon where individuals personally 

reject a specific norm because they believe their opinion is shared by other individuals, 

therefore making it acceptable.33  

The Stanford Encyclopedia of Philosophy further explores theories regarding the 

internalization of norms and how an individual’s upbringing significantly influences their 

behavior. While every person possesses the agency to make independent choices, they often 

default to what social norms dictate because the rules of their society have already been 

internalized. This process of socialization begins in infancy, as individuals start to form their 

core values. Every long-term social interaction helps in internalizing these standards, which are 

then used to categorize actions as either appropriate or inappropriate. This often results in a 

psychological feeling of guilt when a norm is violated. However, it should be noted that this 

theory is not universally accepted, as some evidence suggests that there is not always a direct 

correlation between an individual’s personal beliefs and their outward behavior.34 

Another significant theoretical framework involves the shift from personal identity 

toward social identity when influenced by society or a larger group. In this process, individuals 

may follow specific norms to secure their place within a group, often depersonalizing their own 

unique behaviors in the process. This leads to a phenomenon known as "self-stereotyping," 

where a person adopts the traits of the group to better fit the collective mold. In such cases, 

personal goals are often redirected to benefit the person's standing within the group, which can 

ultimately complicate or damage relationships between members of different social groups.35 

Anthony Glinoer, in his work The Literary and the Social, investigates the connection 

between literature and society across different historical periods. He examines how various 

schools of thought have understood the social conditions and functions of literature and the 

subsequent effects these views have had on literary production. Among the most critical 

historical developments are the foundations of "proto-sociological" studies. Debates regarding 

the social nature of literature have existed for as long as discussions concerning verbal art itself. 

One of the earliest foundational theories is the concept of “mimesis”, primarily associated with 

Plato. This theory proposes that “literary art must resemble reality because it has a political and 

moral objective, or as Glinoer describes it, literature provides the public with a version of the 

truth while allowing them to experience complex emotions.36 Aristotle expanded upon this by 
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explaining that literary art, unlike historical records, does not merely document what has 

already happened but remains open to the universal possibilities of what might happen. This 

allows readers to use their imagination to connect the artwork to their own lived experiences, 

which in turn generates aesthetic enjoyment.37 

One argument states that literary art is tightly linked to the social world, and it does not 

simply imitate reality but actively participates in shaping it. Gilnoer introduces the concept of 

"symptomatic reading," which suggests that literature can be utilized to identify and analyze 

underlying problems within society by bringing out the ideology hidden beneath the surface of 

the text.38 Urša Vogrinc Javoršek writes that literary art has the power to make the invisible 

structures of power visible and to highlight the gaps and issues present in the human experience. 

Additionally, the essay discusses the process of defamiliarization, a technique where art takes 

the familiar elements of everyday life and renders them strange or alien. This allows the reader 

to perceive their social reality from an outside perspective, breaking the nature of daily 

existence and forcing a critical re-evaluation of the social environment. By altering social norms 

or spaces within a narrative, literature exposes the irrational nature of these rules and prompts 

the reader to question the reality of their own world.39 

A vital topic when discussing the structure of society is the experience of the individual 

living within the modern metropolis. This is explored by Georg Simmel in his essay, The 

Metropolis and Mental Life. Simmel describes the fundamental difference between rural and 

metropolitan living as a shift from an emotional existence to a more intellectualized one. People 

who live in the city develop a psychological "protective organ", an intellectualized, rational 

attitude that allows them to navigate a world focused on economics and strict efficiency. Simmel 

illustrates this urban reality by noting: “Through the entire course of English history, London 

has never acted as the heart of England but often as its intellect and always as its money bag.”40 

Individuals living in a metropolis tend to react to their environment rationally rather 

than emotionally, which Simmel interprets as a defense mechanism against the overwhelming 

nature of the city. Metropolises are, and historically have been, centers of the money economy, 

a trait shared by the people who inhabit them. Both a money-based economy and a rational, 

intellect-driven society share a specific, detached attitude where people and objects are treated 
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with the same calculated hardness. Purely intellectual individuals tend to become indifferent to 

deep personal relations, as such connections cannot be maintained through logic alone. Much 

like the function of currency, these individuals often care primarily about exchange value, the 

objective worth of a person or thing. Consequently, social relationships become determined by 

numbers and objective metrics. According to Simmel, the relationship between this 

intellectualistic attitude and the money economy is so deeply intertwined that it is nearly 

impossible to determine which factor originally influenced the other.41 
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3. Neil Gaiman’s Neverwhere 

The narrative structure of Neverwhere is built upon the existence of two separate yet 

overlapping worlds: London Above and London Below. As Julia in her article, The Image of 

Contemporary Society in Neil Gaiman’s Kula explores Neverwhere, London Above functions 

as “a reflection on the contemporary world,” whereas London Below is defined as “the realm 

of things lost and forgotten.” According to Kula’s analysis, London Above serves as a critical 

representation of the social relations, cultural norms, and moral frameworks prevalent in the 

late twentieth century. Gaiman depicts this surface-level London as a site of constant motion, 

population density, and overwhelming urban chaos. The inhabitants of London Above operate 

within a rigid value system that is almost entirely dictated by materialism and economic utility. 

In this social environment, individuals choose their standards of behavior based on personal 

convenience and perceived necessity, and consequently, people or objects that possess no 

obvious monetary or social value are systematically ignored or marginalized. Unless a specific 

issue personally affects their own lives or trajectories, these citizens demonstrate a profound 

lack of compassion for issues such as poverty, social misery, and institutional injustice.42 

In the world of Neverwhere, specific geographical locations are utilized as powerful 

symbols of societal hierarchies and cultural values. A notable example is the British Museum, 

an institution that is traditionally regarded as a sacred space for the preservation of history, 

memory, and global cultural heritage. However, within the context of the novel, the museum is 

reimagined as a venue for contemporary art exhibitions, catering almost exclusively to the upper 

class and the social elite. This functional shift in the museum’s purpose highlights a broader 

cultural tendency to prioritize present-day social performance and status over genuine historical 

reflection or the preservation of the past. The setting thus functions as a subtle yet sharp 

commentary on a society that has become disinterested in its own history, preferring instead to 

fixate on the aesthetics of modernity and the maintenance of social prestige.43  

The exhibition hosted by the British Museum is a carefully orchestrated event managed 

by Jessica, designed with the explicit goal of impressing Mr. Stockton, the wealthy and 

influential sponsor of the evening. In this specific scenario, the museum’s role as an educational 

institution is completely eclipsed by its function as a high-society social venue, where 

contemporary art is used as a backdrop for the elite to display their influence. Gaiman uses this 
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scenario to offer a critique of the superficiality and self-interest that dominate modern 

metropolitan life. In this world, attendance at cultural events is motivated more by the desire 

for networking, the preservation of appearances, and the pursuit of social status than by any 

authentic or heartfelt appreciation for art, culture, or the lessons of history.44 

In stark opposition to the surface world, London Below is characterized as a 

mesmerizing, surreal, and often eerie realm, shrouded in darkness and appearing as if it has 

been neglected for centuries. This hidden city stands in dramatic contrast to the polished 

exterior of London Above, embodying an oppressive sense of abandonment, danger, and 

mystery. Within its shadows, one finds the literal remnants of a forgotten world, discarded 

objects, lost artifacts, and broken dreams that constitute a physical record of a history that the 

surface world has chosen to overlook. In this realm, the inhabitants possess a deep-seated and 

inherent appreciation for the historical remains and cultural artifacts that have been rejected by 

the Above. They cherish the items that have been cast aside, finding profound value and 

meaning in what others deem insignificant or worthless. Unlike the people of the surface, who 

easily forget the relics of the past in their pursuit of the new, the people of London Below 

actively embrace and honor these lost treasures. They transform overlooked items into symbols 

of worth, identity, and survival. Consequently, London Below functions as a sanctuary for the 

discarded, a heterotopic space where even the most forgotten objects are celebrated and granted 

a new, meaningful life.45 

The concept of treasure is widely different in London Below, compared to the 

materialistic London Above, where the value of an object is determined strictly by its monetary 

price or exchange value, the inhabitants of the underground prize items based on their utility 

and narrative significance. They engage in complex exchanges rooted in personal need and 

reciprocity rather than traditional currency. This economic contrast is vividly illustrated when 

Richard attempts to purchase food at a market for the first time.46  

“His food cost him a ballpoint pen, and a book of matches he had forgotten he had. 

The little woman must have felt that she had got by far the better of the deal, for, as he 

took his food, she threw in a couple of small, nutty biscuits.”47  
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Objects that Richard previously viewed as worthless baggage from his former life are 

suddenly recognized for their value. This shift in perspective forces the reader to reconsider 

how value is constructed.48 

According to the analysis by Irina Rata, Neil Gaiman’s narrative technique is filled with 

intertextuality, as he consistently draws from a wide spectrum of literary and cultural sources, 

including ancient mythologies, urban legends, traditional folklore, and popular literature. 

Gaiman does not merely copy these elements, he reimagines and rewrites them, providing them 

with what Rata describes as “new purpose and scope.” In Neverwhere, this intertextual method 

is highly visible, with numerous scenes, characters, and thematic arcs suggesting the direct 

influence of earlier narratives and cultural touchstones. The novel successfully blends the 

contemporary with the mythical, creating a multi-layered world that feels simultaneously 

familiar to the reader and entirely strange. This makes the novel a definitive example of how 

Gaiman utilizes intertextuality to bridge the gap between the modern world and the "social 

imaginary" of the past.49 

Several significant parallels can be drawn between Neverwhere and Lewis Carroll’s 

Alice’s Adventures in Wonderland, specifically regarding the psychological and physical 

journeys of their respective protagonists. Richard, much like Alice, unexpectedly falls into a 

bizarre and unfamiliar world of London Below, where the established logic of his previous 

reality no longer applies. Upon his arrival in this underground realm, Richard is immediately 

confronted with surreal situations and encounters highly eccentric characters, mirroring Alice’s 

disorientation in Wonderland. Both protagonists initially attempt to deny the reality of their new 

surroundings, struggling to comprehend the strange and often dangerous rules that govern these 

hidden worlds. As they navigate these spaces, they are forced to adapt their identities and evolve 

in response to the chaos surrounding them. However, a key thematic difference exists in their 

endings: while Alice eventually escapes her dream-like world to return to her normal life, 

Richard undergoes a permanent transformation. By the end of the novel, he consciously chooses 

to reject the world of London Above in favor of returning to the wonders and dangers of London 

Below.50 

Another example of intertextuality within Neverwhere is the naming of the Marquis de 

Carabas. This name is directly borrowed from the character of the same title in Charles 

Perrault’s classic fairy tale, Puss in Boots. This reference is far more than a superficial stylistic 
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choice, both versions of the Marquis share essential character traits, most notably their extreme 

cleverness, resourcefulness, and expert talent for social manipulation. Furthermore, both figures 

have intentionally adopted their names and titles as a way of inventing their own personas and 

social standing. Like his fairy-tale predecessor, Gaiman’s Marquis is a master of negotiation 

and diplomacy, offering his services in exchange for future favors and navigating treacherous 

political landscapes through his wit and deception rather than through physical force. His 

reliance on calculated charm and strategic trickery reflects the enduring literary appeal of the 

trickster archetype, which Gaiman successfully reimagines within the dark and unpredictable 

environment of the London Below.51 

Even the name of the central protagonist, Richard Mayhew, serves as a deliberate nod 

to both historical and literary influences. His surname, Mayhew, is a clear tribute to the 

nineteenth-century journalist and sociologist Henry Mayhew, who authored the seminal study 

London Labour and the London Poor. This work was one of the first major investigations into 

the lives of London’s destitute, marginalized, and impoverished populations. Gaiman draws 

heavily from the atmosphere and sociological detail of Mayhew’s research when constructing 

the world of the "sewer-folk" and the various forgotten inhabitants who dwell in London Below. 

Additionally, the first name, Richard, is likely a reference to Sir Richard Whittington, the 

legendary medieval merchant and four-time Lord Mayor of London. Gaiman was specifically 

inspired by the folktale version of Whittington’s life, which depicts his rise from poverty.52 

Beyond these direct literary and historical citations, Gaiman incorporates complex 

symbolic imagery throughout the setting and characterization of the novel. A primary example 

of this is the naming convention used for Lady Door and her family, who belong to the 

prestigious "House of Arch." Gaiman creatively utilizes names derived from specific 

architectural components, such as Portia (portico), Ingress, Portico, and Arch. Each of these 

terms refers to a part of an entrance or a gateway, which aligns perfectly with the family's 

inherited magical ability to physically open doors and portals across time and space. This 

symbolic naming convention reinforces their ancestral identity and their specific function 

within the narrative. Interestingly, many of these architectural terms are now considered archaic 

or are rarely used in modern conversation. Door, whose name is the only one that remains a 

common, everyday word, is notably the only surviving member of her family.53 

 
51 Rata, “Trials,” 90. 
52 Rata, “Trials,” 90. 
53 Rata, “Trials,” 90. 



29 

 

Another significant name-based reference in Neverwhere is the character Old Bailey, 

named after the Central Criminal Court of England and Wales, commonly known as the Old 

Bailey. This name choice connects the character to his vast knowledge of the city's secrets and 

his role as a crucial information broker in London Below. Symbolically, Old Bailey also 

represents a form of restorative justice within the story, most notably when he performs the task 

of bringing the Marquis de Carabas back to life after the Marquis is murdered by the assassins 

Croup and Vandemar. Through this act of resurrection, Old Bailey restores a sense of moral 

balance to the world, embodying the spirit of the justice system he is named after. Throughout 

the narrative, Gaiman consistently uses descriptive or functional names that reflect each 

character’s inner nature or social role, such as Hunter, the Rat-Speakers, and Master Longtail, 

thereby blending identity with function in a way that reinforces their symbolic importance in 

the ecosystem of London Below.54 

Neil Gaiman’s creative process is deeply intertwined with his fascination for myths, 

fairy tales, and ancient legends, a topic he discusses at length in his essay Reflections on Myth. 

In this work, Gaiman mentions that, as a writer of speculative fiction, he is inherently connected 

to the world of myth, stating his belief that “the realm of myth is not entirely the same as the 

realm of imagination, although they share a common border.”  However, he also emphasizes 

the idea that human imagination must be built upon the foundation of our collective memories 

and lived experiences, which are themselves shaped by the myths and stories we were exposed 

to in our childhood. As he famously asserts, “without stories, we are incomplete.” For Gaiman, 

myths are not merely obsolete or irrelevant tales from the past; rather, they are an essential part 

of the framework through which we interpret and understand the modern world around us.55 

Expanding on the vital role that myths play in human life, Gaiman utilizes a metaphor 

from his personal experience with gardening, specifically the process of composting. He 

describes how organic scraps are left to decompose until they transform into a rich, nutritional 

base that allows new life to flourish. Gaiman compares the evolution of myths to this biological 

process. He argues that myths often begin as active religions or literal beliefs, and over vast 

periods of time, they decompose into stories and folklore once they are no longer viewed as 

absolute truths. These ancient stories do not simply disappear, they break down and create a 

fertile intellectual foundation that allows new narratives to thrive, just as flowers grow from 

composted soil. He cites the classical myth of Cupid and Psyche as a prime example of this 
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evolution, showing how a half-forgotten ancient tale can be reimagined and rediscovered in 

more modern stories like Beauty and the Beast.56 

Gaiman also utilizes the sociological concept of heterotopia by blending real-world 

metropolitan locations with shifting, mythical spaces that exist outside of conventional 

geography. One of the most prominent examples of this in Neverwhere is the Floating Market, 

a commercial and social space that exists beyond the boundaries of standard space and time. As 

Irina Rata points out, the market “is not set in space or time, but rather functions according to 

its own set of rules.” The Floating Market is characterized by its brevity, as it occupies a 

different location each time it is held. To attend the market, one cannot simply find it by chance, 

a person must be specifically informed of when and where it will manifest. Furthermore, access 

to the market is often restricted to a single path, as seen when Richard and Anaesthesia must 

cross the perilous and magical version of Knightsbridge to reach the event, and Anaesthesia 

explains the heterotopic nature of the space.57 “We can get to the place it’s in,” (…) “But the 

market wouldn’t be there.”58 

The Floating Market in Neverwhere frequently manifests in iconic and well-known 

locations from London Above, yet it exists as if it were part of an entirely different dimension. 

It remains accessible only to those who belong to London Below. Richard attends one such 

market held within the halls of a luxurious department store, where the gritty inhabitants of 

London Below set up their primitive stalls directly next to high-end counters displaying 

designer clothing, expensive perfumes, and fashion accessories. This juxtaposition highlights 

the uncanny and strange overlap between the visible, polished reality of London Above and the 

hidden, chaotic reality of London Below. Throughout the novel, the market is described as 

having taken place in several famous London landmarks, including the historic warship HMS 

Belfast, the sacred grounds of Westminster Abbey, and even within the structure of Big Ben.59 

There are numerous other locations throughout Neverwhere that function as 

heterotopias. For instance, the British Museum serves as both a mundane cultural site and a 

mystical gateway to the residence of the Angel Islington, effectively blending the physical 

reality of the city with its mythical depths. Another example is Earl’s Court, which is reimagined 

as a literal medieval royal court existing within a modern underground train carriage. Similarly, 

many of the London Underground stations operate in both versions of the city, but they function 
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in completely different ways depending on which London the traveler belongs to. In a broader 

theoretical sense, the entire conceptualization of the two Londons functions as a heterotopia, a 

single geographic city that is divided into two distinct worlds, each governed by its own internal 

rules, social grammars, and ways of life, yet remaining eternally and inextricably connected to 

one another.60 

Neil Gaiman’s Neverwhere serves as a typical example of urban fantasy, in which the 

city is not merely a passive backdrop but functions as a central, dynamic force within the 

narrative. The urban environment is intricately explored and becomes integral to the 

progression of the plot and the development of its characters. Rather than existing solely as a 

setting, the city shapes the events and atmosphere of the story. The dual structure of London, 

divided into London Above and London Below, emphasizes the idea of the city as two distinct 

realms, each with its own logic, inhabitants, and challenges. This dichotomy effectively 

illustrates the coexistence of parallel realities and reinforces the city’s role as both a physical 

and metaphorical space, much like two sides of the same coin. Through this layered 

representation, Gaiman underscores the complexity and richness of the urban landscape in the 

urban fantasy genre.61 

When examining Neverwhere through the lens of Ekman’s perspective on urban fantasy, 

it becomes clear that, although the genre can be difficult to pin down, Gaiman’s novel 

incorporates nearly all of the characteristics Ekman outlines. Ekman discusses the concepts of 

primary and secondary worlds, as well as the essential role of the urban setting62. Neverwhere 

unfolds across two distinct realms, or rather, two different versions of the same city, which 

allows both the primary and secondary worlds to remain rooted in a familiar urban landscape. 

In addition, Ekman emphasizes the significance of the “conventional here and now,” a trait that 

Neverwhere clearly embodies. The novel was published in 1996 and is set during that same time 

period, grounding its fantastical elements in a recognizable contemporary reality.63 

Ekman also highlights the importance of distinctive characters in urban fantasy, 

specifically noting the presence of strong female figures64. While the central protagonist in 

Neverwhere is not a female monster-hunter or the typical problem-solver archetype, the story 

still features several powerful and influential female characters. One of the most prominent is 

Lady Door, who becomes the catalyst for Richard’s entire journey. Though she is young and 
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initially appears to need help, Door quickly proves herself to be brave, capable, and determined. 

Her mission to uncover the truth behind her family's murder drives much of the narrative. 

Another standout character is Hunter, who fully embodies Ekman’s vision of a strong female 

presence. She is fierce, courageous, and fearless, a warrior in every sense, and a commanding 

force within the story.65 

The world of Neverwhere is also populated by a variety of non-human characters, adding 

to its richly imaginative and fantastical atmosphere. From Lady Door herself, who possesses 

the magical ability to open portals to any location, to the rat-speakers, the mysterious Velvets, 

vampire-like creatures, and even an angel, the narrative is filled with otherworldly beings. 

These fantastical and paranormal characters appear in a range of roles, serving as allies, villains, 

or even as background figures that help build the strange, layered reality of London Below. 

Their presence reinforces the story’s blend of urban setting with fantasy elements and 

contributes to the surreal tone that defines the novel. 
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4. Humans and the Environment in Neverwhere 

The two distinct Londons portrayed in the novel are not merely geographical 

locations, but they represent a complex dichotomy that can be interpreted through multiple 

socio-environmental and philosophical lenses. Most prominently, London Below functions 

as a physical manifestation of everything that has been systematically forgotten, suppressed, 

or neglected by modern metropolitan society. Under the relentless and accelerating 

influences of industrialization, urbanization, and the technological push of modernization, 

the value of the natural world and the historical environment has been drastically 

diminished. In Gaiman’s narrative, nature and history are represented as a whole world that 

exists just out of sight, having been overlooked and ignored by the rational, forward-looking 

inhabitants of the surface. The dark, ominous, and often decaying representation of London 

Below serves as an illustration of the long-term consequences of environmental apathy and 

industrial pollution. It is a realm defined by accumulated waste, suffocating atmospheres, 

and aesthetically unappealing locations like the sewers, acting as a powerful metaphor for 

human environments that have been disregarded, where the toxic byproducts of progress 

are hidden away from public scrutiny to maintain the surface world’s illusion of clean, 

functional efficiency.66 

A particularly evocative example of this environmental "preservation through 

neglect" is the presence of the fog within London Below. Historically, the London fog, 

specifically the lethal "pea-soupers" caused by coal smoke and industrial emissions, was a 

defining and often deadly characteristic of the city. While these environmental hazards have 

been largely eradicated in the modern London Above through clean air acts and shifts in 

energy use, they are preserved within the forgotten pockets of London Below. This lingering 

presence emphasizes how the underground city functions as a biological and historical 

dumping ground for the shameful, the forgotten, and the inconvenient aspects of the past. 

While contemporary Londoners in the surface city no longer have any memory of the fog 

or the way it once choked daily life, it continues to exist in the shadows, affecting only those 

who inhabit the hidden, neglected world beneath.67 This symbolic fog represents more than 

just physical pollution, it reflects the profound tendency of a consumer-driven society to 

discard uncomfortable or dirty reality, allowing them to settle in places that remain out of 

sight and, therefore, out of mind. 

 
66 Büyükkoç Sütlüoğlu, “Concrete Jungles,” 2-4. 
67 Gaiman, Neverwhere, 228-229. 
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Furthermore, the concept of bubbles of time and the echoes of the past that spread 

through London Below reflect a wider societal inclination to abandon history when it no 

longer offers immediate utility or profit. The citizens of London Above are depicted as being 

so consumed by the pursuit of wealth, the maintenance of social status, and the frantic, 

exhausting pace of modern life that they view the past as an irrelevant or unprofitable 

burden. In the same way that physical waste is discarded, history disappears into London 

Below, joining the ranks of the ignored and the unwanted. This theoretical framework 

explains why pollution from earlier centuries still lingers in the underground air and why 

time in London Below seems to operate according to its own fragmented, non-linear rules.68 

In this realm, the population is a mosaic of different eras, some people appear incredibly 

ancient, some remain youthfully suspended, and others seem to have stepped directly out 

of the pages of history books, forgotten fragments of human existence that continue to 

survive long after the world above has moved on to the next trend. 

Beyond representing forgotten social issues, London Below can also be interpreted 

as a powerful representation of Nature itself, the wild and the uncontrollable. People in 

modern urban society, particularly those insulated by the glass and steel of the metropolis, 

frequently lose their primal connection with the natural world. They become so wrapped up 

in the artificial, controlled environments of their urban lives that they forget the fundamental 

importance and the raw power of the environment that surrounds them. Unlike the city, 

where every square inch is constructed, planned, and managed by human hands, nature 

remains inherently wild and unpredictable, a force that ultimately exists beyond human 

engineering. Most individuals prefer the sanitized comfort and safety of their modern 

homes, a preference that creates a profound psychological disconnect from nature, leading 

them to fail to recognize that humans are an inherent part of the ecological whole.69 

When Richard becomes part of London Below, he is stripped of the familiar, sterile 

comforts of his corporate job and his suburban-style flat. He is forced to confront the 

unpredictable, dangerous, and raw wildness of this subterranean world. Yet, through this 

ordeal, he undergoes a profound psychological and spiritual transformation. He reconnects 

with a sense of wildness and agency that was absent in his surface life. Eventually, he 

reaches a point where he realizes he cannot return to the superficiality of London Above, 

because his experiences have revealed to him that there is a much deeper, more authentic 

 
68 Rata, “Trials,” 87-100. 
69 Büyükkoç Sütlüoğlu, “Concrete Jungles,” 2-4. 
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way to exist, one that acknowledges the darkness, the history, and the environmental reality 

of the world. 

Urban society often thrives at the explicit expense of both the environment and the 

marginalized people it chooses to ignore. Citizens of the modern metropolis enjoy the 

immense convenience of clean running water, accessible public transportation, constant 

energy, single-use plastics, fast fashion, and an endless, globalized supply of food, yet they 

rarely stop to consider the staggering environmental cost of these daily comforts. This 

consumerist mindset fosters a widespread, systemic disconnection from the consequences 

of a materialistic lifestyle. Very few individuals pause to acknowledge the massive amounts 

of water, energy, labor, and subsequent waste required to sustain such a high-consumption 

system, or how many human and non-human lives are negatively affected in the process. 

Instead, people tend to engage in a form of collective amnesia, choosing to forget the darker 

side of their privilege. They mentally push aside the environmental damage their lifestyles 

cause, creating invisible spaces for their physical waste, their moral guilt, and the people 

who no longer fit the image of sanitized progress.70 

This exact social pattern is echoed in the structural reality of Neverwhere, where the 

citizens of London Above have their own forgotten world hidden literally beneath their feet. 

Once an object, a memory, or a person falls through the cracks of social acceptability, they 

are simply erased from the collective consciousness of the society above. However, as 

Richard discovers through his journey, once an individual becomes aware of that hidden 

world and the foundation upon which the normal world is built, it becomes impossible to 

return to a life of ignorance. Though he briefly attempts to reintegrate into London Above, 

he finds he no longer belongs there, because he now understands the cost and the waste that 

the surface world requires to function, and he can no longer ignore the presence of the 

forgotten. 

The representation of nature in London Below is further observed through its 

function as a self-contained, shadow ecosystem. This underground world features its own 

hidden paths, unique biological locations, strange creatures, and independent societies that 

operate entirely outside the jurisdiction of the surface. Although it has been discarded by 

the world above, much like nature itself, it continues to thrive and adapt in its own complex 

way. This reflects the ecological truth that nature persists even when it is neglected or 

marginalized, adapting and growing quietly in the "interstitial spaces" outside of human 

 
70 Kula, “The Image,” 53-57. 
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society’s immediate awareness. The inhabitants of London Below have established their 

own unique rules, systems of order, and social hierarchies, creating a new kind of "urban-

nature" environment that exists parallel to, yet entirely apart from, the rigid urban order of 

London Above.71  

The contrast between the two Londons sharply highlights how modern society 

habitually prioritizes affluent, visible, and productive urban areas while turning a blind eye 

to neglected, decaying spaces that remain hidden. This division reflects a harsh social and 

economic truth, which is that prosperous and well-maintained locations attract resources, 

attention, and political care, which reinforces their status and appeal. Meanwhile, less 

fortunate areas, represented here by London Below, are pushed out of sight and left to 

deteriorate in obscurity. This separation is not just a symbol of economic disparity, but it 

reveals a collective unwillingness to confront uncomfortable realities, choosing instead to 

preserve the fragile illusion of order and constant progress on the surface. 

Ultimately, the narrative of Neverwhere serves as a scathing commentary on the 

negative aspects of modern progress, particularly within the context of hyper-consumerism. 

In today's world, individuals often prioritize the acquisition of material possessions, 

neglecting the vital importance of community, deep personal relationships, and a connection 

to the natural environment. This contemporary mindset fosters an ever-widening chasm 

between humanity and the world it inhabits, as people become increasingly self-absorbed 

in their pursuit of belongings.  

This consumerist drive creates issues far beyond the loss of relationships, it leads to 

a culture of disposability. As society becomes driven by greed, people learn not to value 

what they already possess, leading to the destructive cycles of overproduction and 

overconsumption. Manufacturers create more than is necessary, and people replace rather 

than repair, discarding functional items simply because they are no longer new. This is 

evident in the rise of fast fashion and the constant cycle of electronic upgrades. This mindset 

generates enormous amounts of waste that are then hidden in landfills, the real-world 

version of London Below, where they are left to rot, forgotten by the consumers who created 

them. 

In total contrast, London Below operates on values of resourcefulness. In this hidden 

society, nothing is truly thrown away, everything has the potential to be reused, repurposed, 

or bartered. Objects that are considered trash in London Above are traded and transformed 
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into essential tools in the world below. This system reflects an alternative economy rooted 

in survival rather than convenience. London Below is a world literally built from the 

discarded fragments of the surface, giving purpose and meaning to both things and people 

who have been deemed worthless. This reveals that value is merely a social construct, and 

what one society discards as refuse can be the essential foundation for another's existence. 

Finally, both Londons can be connected to Büyükkoç’s concept of the city as a 

“concrete jungle.” London Above represents the harsh, competitive aspect of this jungle, 

where selfishness and social status dominate in a survival-of-the-fittest hierarchy of wealth 

and power. In order to stay at the top, people must perform and maintain appearances, or 

risk falling into the obscurity of the Below. This dynamic weakens human connections, 

making them feel transactional.72 However, through Gaiman's metaphor of myth as 

compost, there is a sense of hope. Just as organic waste breaks down to create a nutritional 

base for new growth, the forgotten myths and discarded histories of London Below provide 

the compost from which new meanings and stories can grow. Neverwhere itself is a garden 

of myth, grown from the fertile waste of the past to give new life to old symbols and offer 

a meaningful critique of our modern, wasteful world.73 

  

 
72 Büyükkoç Sütlüoğlu, “Concrete Jungles,” 2-4. 
73 Gaiman, “Reflections on Myth.” 76-77. 
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5. The Society and Neverwhere 

The society within Neverwhere is portrayed through a dualistic framework, and Gaiman 

utilizes the contrasting images of London Above and London Below to highlight the systemic 

issues common in contemporary urban life. This narrative strategy serves as a prime example 

of literary diagnosis, which combines the ideas of symptomatic reading74 and alienation of 

known realities75. By portraying social issues through the lens of urban fantasy, Gaiman 

provides a mechanism that helps readers comprehend how these hidden societal illnesses affect 

the broader culture. Because the narrative is set in a modern, recognizable London, 

complemented by its mirrored counterpart, the author effectively employs the technique of 

defamiliarization. By stripping away the mundane familiarity of everyday life and presenting 

the city's structural flaws through a fantastical lens, Gaiman allows his audience to perceive the 

absurdity and cruelty of certain social norms from an external, objective vantage point. This 

imaginative distance enables him to expose the deep-seated faults and moral decay that plague 

the modern metropolitan world. 

The social failures of London Above are prominently displayed throughout the text, 

most notably through the character of Jessica and the various scenes in which Richard interacts 

with her and her corporate colleagues. Jessica is portrayed as a profoundly selfish individual 

whose primary focus is the cultivation and preservation of her public image. She serves as the 

quintessential embodiment of the "metropolitan type" described by sociologist Georg Simmel. 

According to Simmel's framework, the metropolitan individual adopts a highly rational, 

intellectualized demeanor as a psychological shield against the overwhelming stimuli of the 

city. Jessica operates almost exclusively on this rational plane, her core values are dictated by 

public perception, social standing, and economic utility.76 She demonstrates a complete 

disregard for the emotional or irrational value of people and objects. Even her romantic 

relationship with Richard is strikingly cold, built on a foundation of calculated logic rather than 

genuine emotional attachment. 

 
74 Glinoer, The Literary and the Social, 7. 
75 Vogrinc Javoršek. "Hybrid Space and Genre." 106. 
76 Simmel, “Chapter 1”, 11-13. 
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The narrative explicitly notes that while Richard was attracted to Jessica’s beauty and humor, 

her interest in him was strictly logical, she viewed him merely as a project and a suitable future 

husband who could elevate her own status: 

And Jessica saw in Richard an enormous amount of potential which, properly 

harnessed by the right woman, would have made him the perfect matrimonial 

accessory. (…) So she always gave him books like Dress for Success (…) and books 

on how to run a business like a military campaign.77 

Jessica represents the ultimate product of the metropolitan environment, utilizing her 

cold, calculating intellect to navigate and dominate city life. For her, belonging to the upper 

echelons of metropolitan society, a group where meticulously crafted public image and 

monetary wealth are the sole determinants of a person’s worth, is the most important. However, 

this hyper-rational approach to life results in a severe deficit of empathy, causing Jessica to lose 

sight of the fundamental importance of human compassion. This lack of morality is evident 

during her encounter with the injured Door on the street. Assuming Door is simply another 

homeless drunk, Jessica completely disregards her suffering. Operating on a purely 

transactional logic, Jessica sees no valid reason to assist another human being when the act of 

charity offers her no personal or social benefit. She subscribes to the callous belief that the 

destitute are entirely responsible for their own misery, thereby absolving herself of any moral 

obligation to intervene. Her primary concern remains arriving at a dinner with her superior, an 

event that directly impacts her professional standing and is, therefore, the only matter of true 

importance to her. 

When Richard defies this norm and decides to help Door, he actively chooses human 

empathy over the intellectualized apathy of the metropolitan attitude. This pivotal decision 

marks the first step in his psychological and physical distancing from the inhabitants of London 

Above. Throughout the progression of the story, Richard gradually but completely detaches 

himself from the cold, transactional society of the surface world. His transformation is so 

profound that by the novel's conclusion, when presented with the opportunity to reclaim his old 

life, he realizes he no longer desires to participate in a society devoid of genuine connection. 

Furthermore, Neverwhere masterfully illustrates the sociological phenomenon of 

"pluralistic ignorance," a concept detailed in the Stanford Encyclopedia of Philosophy.78 The 

narrative demonstrates how the citizens of London Above, including Jessica, systematically 

ignore the suffering and structural issues surrounding them, provided those issues do not 

 
77 Gaiman, Neverwhere, 12 
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directly affect their personal lives. They operate under the assumption that everyone else in 

their society also ignores these problems, thereby validating apathy as a highly acceptable, 

unspoken social norm. The consequences of this collective denial are physically manifested in 

London Below, the entire hidden, subterranean city serves as a literal repository for the 

forgotten people and ignored problems that the surface society has conveniently cast aside. 

Among the many societal failures highlighted in Neverwhere, homelessness and 

extreme poverty stand out as the most brutal and heartbreaking realities. Individuals who fail 

to conform to the polished, hyper-productive image of London Above, those who are abused, 

unwanted, or simply deemed socially inconvenient, are discarded and left to rot in the shadows 

of London Below. This hidden ecosystem is driven entirely by the primal need for survival. 

There is no comfort, no accumulated wealth, and no systemic stability, there is only a desperate, 

ongoing struggle to remain alive. In such a harsh environment, any physical item, regardless of 

how mundane, becomes a vital treasure, while human life itself is tragically devalued. 

One character who powerfully encapsulates these devastating themes is Anaesthesia. 

Born in London Above, she endured severe abuse at the hands of her aunt before eventually 

fleeing to the streets. She was subsequently discovered by the rats and integrated into their 

culture, becoming a permanent resident of a world constructed for those deemed worthless by 

the surface. Treated like refuse discarded by a wealthy society, Anaesthesia became yet another 

forgotten statistic. Despite her marginalized status, she demonstrated profound kindness and 

loyalty, bravely guiding Richard through the terrifying darkness of this unfamiliar realm. 

However, when she tragically perishes during their journey across Knightsbridge, her death is 

met with a chilling, heartbreaking indifference. No one mourns her passing, and no one 

preserves her memory. In the exact same manner that London Above pretended she never 

existed, the inhabitants of London Below simply move on without a second thought. Her tragic 

fate exposes the harsh reality of extreme poverty, in a world where basic survival consumes 

every ounce of energy, compassion becomes an unaffordable luxury, and even the most innocent 

lives can be erased without consequence. 

This brutal commodification of life is similarly reflected in the fate of the Marquis de 

Carabas. After he is brutally murdered, his corpse is left to drift aimlessly through the city's 

sewage system. When his body is eventually discovered by the sewer-folk, they do not treat his 

remains with the dignity or respect owed to a deceased person, but instead, they view him as 

merely another discarded object. Without a moment of hesitation, they drag his corpse to the 

Floating Market and attempt to sell it, treating his body exactly like any other piece of 

scavenged debris. The crowd's reaction is practically non-existent, no one questions the 
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morality of selling a corpse. His death, much like Anaesthesia’s, is met with absolute 

indifference, illustrating how the intersection of poverty and systemic neglect strips individuals 

of their inherent value, dignity, and humanity, reducing them to mere objects of trade. 

Finally, the narrative effectively demonstrates the psychological shift toward "social 

identity," as outlined by the Stanford Encyclopedia of Philosophy. This phenomenon, where 

individuals suppress their personal identities to adopt the traits and goals of a larger group, is 

visible in numerous instances throughout the novel.79 In London Above, it is clearly observable 

in Jessica and her corporate group, particularly during the highly curated social performance at 

the British Museum. However, the dynamics of social identity are even more pronounced in 

London Below, which is fiercely divided into distinct factions. As Richard navigates the 

underground, he encounters numerous strictly defined groups, including the court of Earl’s 

Court, the Rat-Speakers, the Monks of Blackfriars, and the sewer-folk. Despite the necessity of 

occasional interaction, the novel illustrates how individuals who join these factions rapidly 

adapt their personal behaviors and moral compasses to align with the group's specific norms. 

While this conformity secures their position within the group, it simultaneously breeds deep-

seated mistrust and prejudice against other groups. This tribalistic behavior is starkly evident in 

the broader underground society's treatment of the sewer-folk, who are actively avoided and 

socially rejected whenever possible, reinforcing the idea that even among the marginalized, 

strict social hierarchies and exclusionary identities continue to dictate human behavior. 
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Conclusion 

In conclusion, Neil Gaiman’s Neverwhere stands as a profound work of urban fantasy 

that transcends simple escapism to offer a sophisticated literary diagnosis of the contemporary 

world. By constructing the two distinct, overlapping realms of London Above and London 

Below, Gaiman creates a narrative mirror that reflects the systemic failures of modern urban 

society. This thesis demonstrates that the novel’s portrayal of the "Below" is not merely a 

fantastical invention, but a localized repository for the discarded, the forgotten, and the ignored, 

including not only physical waste and marginalized people but also suppressed histories and 

uncomfortable social truths. Through this spatial contrast, Gaiman exposes a pervasive human 

tendency to prioritize comfort over awareness, opting to isolate the self from the cracks in the 

city rather than confronting the structural inequalities and environmental decay that sustain 

metropolitan life. 

A central pillar of this research has been the application of urban ecocriticism to a setting 

traditionally viewed as devoid of nature. While foundational ecocriticism historically 

prioritized the preservation of the wilderness and rural landscapes, this study aligns with the 

urban turn in the field, as championed by scholars like Michael Bennett and Çağla Büyükkoç. 

By analyzing the city as a living, breathing, and integrated ecosystem, it becomes clear that 

Neverwhere treats the urban environment as an active force rather than a static backdrop. The 

novel reveals how the shadow ecosystem of London Below thrives on the toxic byproducts of 

London Above, such as pollution, hyper-consumerism, and the physical remnants of a 

throwaway culture. Gaiman’s underground serves as a visceral reminder that the city is an 

ecological entity where nothing ever truly disappears, and instead, the waste of the surface 

merely migrates to the periphery of human vision, continuing to shape the environment in 

hidden, often dangerous ways. 

Furthermore, this thesis has utilized sociological frameworks to explain the human 

behavior depicted in the novel, specifically the social blindness that defines London Above. 

Drawing on Georg Simmel’s concept of the metropolitan type, the analysis shows how 

characters like Jessica embody the intellectualized attitude necessary to survive the 

overstimulation of the city. This psychological "protective organ" effectively filters out the 

suffering of the unseen population, rendering the inhabitants of London Below invisible to those 

who remain on the surface. Additionally, the transition from individual empathy to a rigid 

"social identity", as defined by the Stanford Encyclopedia of Philosophy, is evident in the 

tribalism of the underground factions. Whether it be the Rat-Speakers, the Monks, or the Sewer-
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folk, the novel illustrates how individuals suppress their personal moral compasses to align with 

group norms, further entrenching the social hierarchies and exclusionary boundaries that mirror 

the failures of the surface world. 

The specific mechanics of the urban fantasy genre play a crucial role in highlighting 

these contemporary challenges. Although the narrative follows the structural beats of a 

traditional hero’s journey, the distinctly urban setting forces the reader to recognize that Richard 

Mayhew’s trials are deeply rooted in real-world socioeconomic realities. By utilizing 

defamiliarization, taking a familiar map of the London Underground and rendering it strange, 

alien, and perilous, Gaiman strips away the reader's autopilot perception of their own 

environment. The transition from a mundane commute to a life-or-death struggle for visibility 

encourages a critical re-evaluation of the hidden environmental and societal issues present in 

all modern cities. 

To summarize, Neverwhere functions as an essential text for understanding the 

intersection of ecology and sociology in the twenty-first century. It illustrates that the crisis of 

the modern city is both environmental, manifested in waste and pollution, and social, 

manifested in apathy and the dehumanization of the marginalized. Gaiman’s use of the 

"compost" of myth and legend to tell a modern story allows these complex issues to be felt 

emotionally as well as understood intellectually. Ultimately, the contrast between the visible 

efficiency of London Above and the invisible desperation of London Below serves as a 

powerful metaphor for the moral choices made in daily life. The novel leaves the reader with 

the realization that the cracks in society are not flaws in the system, but are created by the very 

norms and consumerist values that the modern world continues to uphold. 
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Resumé 

Tato bakalářská práce se věnuje analýze románu Neverwhere od Neila Gaimana, a to z pohledu 

environmentalismu, environmentální kritiky, sociální kritiky, žánru fantasy a konkrétně 

městského fantasy. Hlavním cílem práce je ukázat, jak román poukazuje na environmentální 

problémy současného světa a společnosti, a jak jsou tyto problémy reflektovány 

prostřednictvím žánrových prvků městského fantasy. Děj románu se odehrává ve dvou 

paralelních verzích Londýna – Londýně Nahoře a Londýně Dole. Právě kontrast mezi těmito 

dvěma světy slouží jako metaforická kritika moderní společnosti, která často přehlíží závažné 

sociální a ekologické problémy. Cílem práce je analýza práce, a jak Gaiman prostřednictvím 

dvou odlišných světů poukazuje na způsoby, jakými společnost přistupuje k problémům. 

První, teoretická část této práce se zaměřuje na environmentální myšlení a ekokritiku. 

Kromě vysvětlení základních pojmů a základních myšlenek se tato kapitola věnuje také 

postupnému historickému vývoji ekologického myšlení v kontextu literární teorie. Ekokritika 

vznikla později než jiné kritické směry, a to mimo jiné kvůli tomu, že příroda byla dlouhou 

dobu chápána spíše jako kulturní nebo historický konstrukt. Teprve v průběhu druhé poloviny 

20. století se environmentální přístup začal více uplatňovat i v oblasti literatury. Nejzásadnějším 

prvkem ekokritiky je zkoumání způsobů, jak je příroda v literárních textech zobrazena, jaký má 

význam v rámci vyprávění, a jakým způsobem tyto texty ovlivňují vnímání přírody a vztah 

společnosti k životnímu prostředí. 

Následující část práce se soustředí konkrétně na oblast městské ekokritiky. Zatímco 

tradiční ekokritika se soustředí především na zobrazení přírody, venkova a nedotčených krajin, 

městská ekokritika se věnuje problematice měst jakožto specifických ekologických prostorů. 

Jejím cílem je poukázat na to, že městské prostředí není od přírody oddělené, ale tvoří její 

nedílnou součást. Řada teoretiků zastává názor, že město a příroda se navzájem ovlivňují a že 

právě ve městě se často odehrávají zásadní ekologické procesy. Městské prostředí ovlivňuje 

každodenní život obyvatel, jejich hodnoty, životní styl i způsob, jakým přistupují k ochraně 

přírody a využívání zdrojů. Tato kapitola se rovněž věnuje několika klíčovým historickým 

etapám, které ovlivnily formování městského ekologického myšlení, zejména období 

romantismu, industrializace a modernismu, které zásadně změnily způsob, jakým lidé vnímají 

město a jeho vztah k přírodě. 

Dále se teoretická část práce zaměřuje na žánr fantasy, jeho historický vývoj a rozmanité 

přístupy, které tento žánr obklopují. Kořeny fantasy sahají až k dávným mýtům, legendám 

a náboženským příběhům, které se snažily vysvětlit svět prostřednictvím nadpřirozených 
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prvků. V určitých obdobích literární historie, zejména během renesance a období racionalismu, 

zájem o fantasy ustoupil ve prospěch realistických směrů. V moderní literatuře však fantasy 

zažívá výrazný návrat a stává se opět populárním a respektovaným žánrem. Součástí této 

kapitoly je také rozdělení fantasy do různých subžánrů a popsání klíčových prvků, které fantasy 

literaturu charakterizují. Závěrečným tématem teoretické části je městské fantasy, které se 

vyznačuje přítomností městského prostředí. Toto prostředí však neslouží pouze jako pozadí, ale 

stává se aktivní součástí příběhu a ovlivňuje jeho průběh. Mezi autory panují odlišné názory na 

přesnou definici městského fantasy, avšak tato část shrnuje hlavní a nejčastěji se objevující 

prvky, které žánr charakterizují. 

Praktická část práce se zaměřuje na analýzu románu Neverwhere v kontextu 

představených teoretických východisek, s primárním důrazem na environmentální a sociální 

problematiku, kterou Gaiman v příběhu reflektuje. Ústředním prvkem analýzy je kontrast mezi 

dvěma rozdílnými verzemi Londýna, jenž slouží jako prostředek ke kritice moderní společnosti 

a k vykreslení propastných rozdílů mezi sociálními vrstvami. Zatímco Londýn Nahoře 

reprezentuje prosperující, materiálně založenou společnost orientovanou na kariéru, úspěch a 

společenské postavení, Londýn Dole představuje její odvrácenou stranu. Tento skrytý svět se 

stává útočištěm pro ty, které majoritní společnost zavrhla, ignoruje je nebo na ně zapomněla. 

Prostředí Londýna Dole však není domovem pouze pro marginalizované postavy, ale funguje i 

jako odkladiště fyzického odpadu a znečištění pronikajícího z horního světa. Gaiman tak skrze 

tuto prostorovou dualitu poukazuje na neschopnost moderní civilizace řešit palčivé otázky, jako 

je chudoba, bezdomovectví či důsledky nadměrného konzumerismu, které jsou namísto 

skutečného řešení pouze vytlačovány do neviditelných trhlin městské struktury. 

Oproti tomu Londýn Dole je obrazem těch, kteří byli ze společnosti vyloučeni, 

zapomenutých, nevýznamných nebo prostě nechtěných. Je to prostor, kam se přesouvá vše, co 

společnost nechce vidět. Vedle lidí bez domova, chudých nebo vyčleněných, sem také „padají“ 

problémy jako znečištění, odpad nebo důsledky konzumního způsobu života. Londýn Dole tak 

funguje jako prostor plný opomíjených věcí a lidí, místo, kde končí to, co už pro svět nahoře 

nemá hodnotu. Gaiman tím ukazuje, jak společnost ignoruje své vlastní selhání a místo řešení 

problémů je jednoduše odkládá stranou. 

Mimo analýzu environmentálních a sociálních témat se praktická část práce podrobně 

věnuje interpretaci románu skrze fantasy a jeho specifickému subžánru, městské fantasy (urban 

fantasy). Na konkrétních příkladech klíčových situací a charakterů práce ilustruje, jakým 

způsobem Neverwhere využívá a transformuje kanonické prvky těchto žánrů k budování své 

unikátní narativní struktury. Pozornost je věnována především procesu defamiliarizace, kdy 
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Gaiman zasazuje nadpřirozené jevy do důvěrně známého prostředí moderní metropole, čímž 

stírá hranici mezi všední realitou a magickým světem. Analýza se zaměřuje na postavy a lokace, 

které nacházejí svou inspiraci v mýtech, lidovém folklóru či klasických literárních příbězích, a 

zkoumá, jak jsou tyto motivy v textu reinterpretovány pro potřeby současného čtenáře. 

Významným aspektem této části je rovněž pojetí města jakožto aktivního činitele. Londýn v 

Gaimanově podání není pouhou statickou kulisou, nýbrž živoucím, proměnlivým organismem 

s vlastní pamětí a vnitřní logikou, což je jeden z definujících rysů kvalitního městského fantasy. 

Skrze rozbor těchto motivů práce dokládá, jak žánrové konvence napomáhají k hlubšímu 

pochopení symbolických významů, které jsou v textu skryty pod povrchem fantastického 

vyprávění. 

Závěrečná část práce syntetizuje poznatky o tom, jak Neil Gaiman využívá specifické 

žánrové postupy k tomu, aby čtenáře konfrontoval s naléhavými ekologickými a sociálními 

krizemi. Autorova kritika, zasazená do fascinujícího světa městské fantasy, slouží jako efektivní 

zrcadlo nastavované soudobé společnosti, která vykazuje tendenci k systematickému přehlížení 

nepohodlných faktů. Práce dochází k závěru, že pouhá marginalizace a vytěsňování problémů 

do neviditelných sfér městského prostoru nevedou k jejich vyřešení; tyto fenomény v 'trhlinách' 

reality nadále existují a nabývají na intenzitě. Gaimanovo dílo tak v tomto ohledu plní zásadní 

osvětovou funkci, neboť skrze defamiliarizaci všedního prostředí podněcuje čtenáře k hlubší 

reflexi a k uvědomění si analogických socio-environmentálních patologií v jejich vlastním 

bezprostředním okolí. Tímto způsobem román demonstruje etickou sílu fantastické literatury, 

která dokáže zviditelnit ty, kteří byli v moderní metropoli zbaveni svého hlasu i důstojnosti. 
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