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List of Abbreviations

Since my bibliography contains more than one woyksbme authors, | have used
shortened versions of the book/article titles aseans of differentiation:

Primary Sour ces:
Lewis, C. SThe Chronicles of Narnia

The Magician’s Nephew “Magician”

The Lion, the Witch and the WardrobkéLion”
The Horse and His Boy “Horse”

Prince Caspian- “Caspian”

The Voyage of the Dawn TreadefVVoyage”
The Silver Chair “Chair” (unreferenced)
The Last Battle- “Battle”

Secondary Sour ces:

Gavin, Adrienne. “The Child in British Literatur&n Introduction.”

— “An Introduction”

Gavin, Adrienne. “Unadulterated Childhood: The @hil Edwardian Fiction.”
— “Unadulterated Childhood”

Hollindale, Peter. Introductiofeter Pan in Kensington Gardens and Peter and Wendy
— “Introduction”

Hollindale, PeterSigns of Childness in Children’s Books

— “Signs of Childness”

Nikolajeva, MariaThe Magic CodeThe use of magical patterns in fantasy for
children — “Magic Code”

Nikolajeva, MariaPower, Voice and Subjectivity in Literature for iguiReaders
— “Power, Voice and Subjectivity”



1. Introduction

The correlation between children’s literature ahd fantasy genre has a history of
resulting in some of the most popular books fofdrkn and young adults in the history
of literature. The immense success of Heary Potter series has been a very recent
phenomenon, and has resulted in a variety of dilyilmarketed books published

specifically for the ages of childhood and adolesee However, the popularity of

children’s fantasy literature has been evidentnfrch longer than that, perhaps since
the very beginnings of children’s literature. Ori¢he questions | will seek to answer in
this thesis will be why children and fantasy aresidered to be inherently compatible,
an association that has dominated markets forremisl book publishing for long.

However, it is primarily the relationship betweehildhood and fantasy itself that
interests me. In this thesis, | will aim to provideclear theoretical background of both
children’s and fantasy literature, in order to get framework for the analysis of my
selection of literary works. Children’s literatubas proven to be a difficult genre to
define, which is why | will endeavour to give a gmmhensive overview of the
possibilities of looking at and working with thiemye. | believe that the historical
development of children’s literature is also impoit in order to understand how
conceptions and literary depictions of childhoodlegd over time in relation to each
other. The main focus of this paper will be therbiry representations of childhood and
how the writers of the three series of texts | hekkesen to examine either reinforce,
subvert or entirely deconstruct the image of thenRatic child and the idealisation of
childhood. Consequently, | will attempt to traceck#he origins of the concept of the
child as a pure, innocent ‘better human being #redidea that childhood is inherently
preferable to adulthood, which is a common expoessif an idealised portrayal of
childhood and influenced by the proposals and sstgges of the Romantic period
(which in itself was subject to a variety of infhwes). | wish to find out what influence
come together in the Romantic ideal of children arfuch other epochs use this or a

slightly altered notion of what constitutes childklo

The second part of this paper will be concernedh &itdetailed study of the genre of
fantasy literature, which has long been considargdnre for children on the grounds of

being escapist and imaginative but not ‘seriousrditure. | will try to explain the
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evolution of fantasy literature from its originsttee wide variety of subgenres the term
is considered to encompass today. Definitions astitical theories are not necessarily
a main concern of mine in this thesis; neverthelebglieve it is important to provide
an overview of the definitions and concepts thatill be working with during the
analytical part. The development of fantasy literatis especially interesting when
regarded in its relationship with children’s literee, which will be a focal point of this
section. Moreover, | will make an effort to outliseme critical positions in favour of
and opposing the view that there is a link betwedtdren and fantasy, while trying to
relate these claims to the idealisation of childhdbat | want to discuss in the
children’s literature part. Maria Nikolajeval$ie Magic Codés a theoretical work that
is concerned with fantasy terminology, which | véttempt to summarise and apply in
the part of the thesis that is concerned with ditgranalysis. As fantasy is a wide

academic field, | believe it will be beneficialflacus on a specific set of terms.

Finally, the three literary works that | have deddo examine during my work on this
thesis are very well-known and well-received teoft$antasy literature for children: J.
M. Barrie’sPeter Pan C. S. Lewis'The Chronicles of Narniand Philip Pullman’#is
Dark Materials all offer a variety of interesting interpretation$ both fantasy and
childhood. One of the themes | am especially istexd in exploring in these books is
the link between the fantasy world and the childg daow the child is pictured as
growing up in this world, as well as the aspecinohgination in relation to both, as a
symbol of this connection. Imagination is a terrattis frequently brought up in studies
concerned with either fantasy or children’s litaratas the concept can be linked to
both and represents one of the most charactedstrumon features of these genres. |
will endeavour to provide comprehensive interpretet of the literary works | have
chosen as well as to present an inclusive anabfsiow the concepts of fantasy and
childhood work together in them, how this connettidfects depictions of adolescence,

and in what form Romanticist ideals of children peeceptible in the texts.



2. Children’s Literature

The first part of my thesis is the discussion oildtken’s literature and its range of
definitions and variations. The complexity of chédd’s literature has led to a wide
variety of approaches of studying the definitiorstéry and discourse of the subject.
According to Beck, there is a tendency that suclpr@rhes lean towards a
predisposition to be either ‘child-centred’ or ‘bkecentred’ (1). Hollindale remarks that
there is a marked difference between the analybiscloldren’s literature” and
“children’s literature” Signs of Childnes$6). Although the overall topic of this thesis
seems to emphasise the child aspect, | would altatemy approach overall is more
book-centred, as my focus lies on the depictiosholidhood in literature rather than a
discussion of how this holds up to the actual ¢hikkperience. While this is not the
primary subject of this thesis, | will neverthelestsempt to cover the most important
efforts to find a satisfying definition of childranliterature, in order to give a broader
understanding of the area of my studies. As myishesconcerned with three different
books or series of children’s fantasy literaturetiufee different time periods, | will
furthermore discuss the development of childreitigsdture. Finally, the focus of this
study is to find traces of the image of the Rontaahild, the idealisation of childhood
and possible subversions thereof in these threal@ofantasy novels for children that |
have selected for my studies. Hence, this chaptealso include a detailed analysis of
the depiction of children and childhood in geneea,envisioned by those reinforcing

the characteristics of the Romantic child in litara.

2.1. Definitions of children’s literature and ieationship with children

There are different approaches to finding an atleempassing definition of children’s
literature, some of which | will discuss here. Aftdl, it can not be denied that J. M.
Barrie’s Peter Pan C. S. Lewis’The Chronicles of Narniaand Philip Pullman’dis
Dark Materials are fundamentally different books, with very diffet depictions of
children, their growing up, and the worlds theelim. One might therefore and with
justification ask what these books have in comnmobe all grouped together under the

superordinate term of “children’s literature”.



As discussed before, Hollindale postulates thatettage inherent differences when it
comes to looking at definitions of children’s lisgure; he claims that one could analyse
the term with an emphasis on the ‘children’ aspddt or put the focus on literature
(Signs of Childnes$6). His approach is to discuss these terms sighaend in relation

to each other, arguing that otherwise it is comnwogive priority to only one and thus
ignore important implications of the other (Holladd, Signs of Childnes8). He then
asserts that the term children’s literature imphegossession of literature of children,
asking if one now considers only those children hwe the ability to read it, those
who want to read it or those who are the appropréatdience due to their emotional
maturity, calling even the ability of the term tocempass all available meanings of the

term ‘children’ into question.

Beck (3), in response to Hollindale’s questiongimk that the terms ‘children’ and

‘literature’ “depend on each other for definitionShe offers the description of
children’s literature as literature that is consgdeto be appropriate for children of the
time in which it is written and children that arensidered to be the appropriate readers
of that literature, while simultaneously declarthgs attempt at an explanation “wholly
inadequate” (Beck 3). Lesnik-Oberstein also merstidhe problems in children’s
literature criticism that stem from the generalasgtion that there are independent, all-
encompassing definitions of either term, a conststencept of ‘child’ and ‘literature’
that can be brought together in the discussionhdfien’s literature (23). She claims
that it is important to consider both terms as #guanstructing and influencing each
other, rather than as strictly separate. Hollindakentains that in order to find one or
multiple satisfying definitions of childhood, thereeds to be an acceptance that the
notion of childhood is not at all a fixed conceptlanstead varies within historical and

cultural discoursesSigns of Childnes80).

Lesnik-Oberstein (17) cites the relationship thhtldren’s books have with their
audience (children) as one of the most importageets of defining children’s
literature, as these books differ from other vaois of literature in that they are written

with that particular audience in mind.



The definition of ‘children’s literature’ thereforie underpinned by purpose: it
wants to be something in particular, because thmupposed to connect it with
that reading audience - ‘children’ - with whicldiclares itself to be overtly and
purposefully concerned. But is a children’s boolkoak written by children, or
for children? And, crucially: what does it meanatdte a book ‘for’ children? If
it is a book written ‘for’ children, is it then 8ta children’s book if it is (only)
read by adults? What of ‘adult’ books read alsahijdren - are they ‘children’s
literature’? (Lesnik-Oberstein 17)

This is a common aspect of research concerned children’s literature, not just in

Western literary discourse but found in variousurels all over the world, as well as
the assumption that the child as an entity as su@ts, though the exact qualities it is
assumed to have may differ depending on the culbaekground. Though depictions
of children may vary between different culture® tmiversality of the existence of the
‘child’ is not questioned (Lesnik-Oberstein 21). Roclaims that the perceived
universal idea of the ‘child’ is constructed foetpurpose of literary analysis, rather
than an actual objectively examined entity (LesDikerstein 19), while also pointing
out that the child can not be analysed withoutdanterpart: the adult (Beck 3, who

likens this to the dependence of ‘child’ and ‘larre’ on each other for definition).

The audience of children’s books is also a big pathe concerns about the possibility
of children’s literature being able to influencaldken in one way or another (Lesnik-
Oberstein 22). The underlying assumption here ha&hgously, that children somehow
differ from adults as an audience, that they areremsusceptible to ideologies
perpetrated by books. Moreover, this is evidenca a@faim that literary critics have
been sometimes known to make: “ttiady know more about children or the child and
how and why it reads than the critics they disagu#t@” (Lesnik-Oberstein 22). To
make such a claim, however, inevitably simultangostates that one does understand
such things at all, when it is still heavily delshtbat anyone can tell with certainty why
children read some books and how they understasmd {or why and how adults read
books, for that matter).

There is an educational aspect prevalent in theudsons of children’s literature that
differentiates it from other variations of literegu For instance, Hunt defines childhood
as “the period of life which the immediate cultutieinks of as being free of
responsibility and susceptible to education” (Hguoted in Beck 4). This definition is

interesting, because it recognises two very dontimapects of children’s literature
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discourse: the nostalgia for childhood as the toefre one had to grow up (and take
responsibility), as well as the other assumpticat tthildren are ‘works in progress’
who need to be educated in order to become funongoadults in society. Hollindale
argues that in Western culture, influenced by Rdio@am, traces of childhood are
valued as they are found in adult life and claiimet tthis desire to feel close to their
childhood again and remembering it fondly is pdnivby adults read children’s books
(Signs of Childnes81). | will further discuss both of these notioims subsequent

sections.

Hollindale Signs of Childnes42) suggests that our criticism of children’s kteere
depends on the way we see childhood: do we ses & period of preparation for
adulthood, a time for education and a sort of tngjrfor eventual adulthood, or do we
see it as “an autonomous part of lifeSigns of Childnessl13) and a time for
experiences and development aside from growing H@Zlaims that while we may
nowadays regard the period of childhood as impgrtae still look at it from the
perspective of adults, which shapes our dealing iis time. Moreover, he proposes
that not only adults create their own constructbrchildhood when they write books
about or for children, but that children may alemstruct their own idea of childhood
and are influenced by the books that they reads @njument supports the idea that
children’s books have an impact on their audieheg Writers need to be mindful of. It
has also been used in support of advocating chilslreeading, emphasising that
children need to experience multiple variationspogsible childhoods, which means
that reading about numerous fictional accountshiiibood will serve to “enrich and
diversify their sense of what it can mean to béigdt (Hollindale, Signs of Childness
15).

The concept of supporting children’s educationalettgpment through children’s
literature is discussed also by Lesnik-Obersteim wioposes to differentiate between
children’s literature as such and books used fdadtic and educational purposes (23).
However, there may well be overlaps between thaferehtiations (especially as
Lesnik-Oberstein does not define what she mearshldgren’s literature that doesot
have a didactic purpose), as many children’s b@o&snritten with a certain moralistic
approach in mind, and while not appearing to belgweducational, may very well still

have the support of the child’'s emotional or madavelopment in mind. Lesnik-



Oberstein argues that “this is how ‘children’ei#ture’ defines ‘literature™, as being
able of helping children to become better, as sbmgtthat is good for the child, a
definition that, she admits, makes many assumpiidrmt knowing the implied child

reader (23). Huck (quoted in Lesnik-Oberstein 28harises the main points of this
idea as follows: “good writing, or effective use lahguage...will help the reader to
experience the delight of beauty, wonder, and huntée will be challenged to dream

dreams, to ponder, and to ask questions to himself”

There is also the possibility of trying to lookdsfinitions of children’s literature from a
publisher’'s point of view, rather than a literargtic’'s. Ewers claims that the term
children’s literature (and young adult literaturepth of which he discusses
simultaneously) has been used to describe theegniif literature that children and
young adults read (2). However, he also statestligabooks that are read by children
and young adults are not necessarily the books vea¢ written with this specific
audience in mind. Examples would include Daniel de&f Robinson Crusoeand
German author Karl May'8Vinnetouseries. These books have been widely read by
children and adolescents in previous decades, tteeigh they were neither written nor
marketed as children’s books in the time they wiesé published. Moreover, there is a
significant amount of literature that is read bytbohildren and adults, and has actually
been intended and received this way at the timgsdirst publication, such as Mark

Twain’s Huckleberry Finnand Lewis Carroll'Alice in WonderlandVoutta 14).

Ewers further discusses that since there are ggnif discrepancies that have to be
considered between books written for children andng adults and books read by
children and young adults, the term ‘children’sr#ture’ might instead be used to
describe literature that is written with that pautar audience in mind, whether or not it
iIs also consumed by adults (3). This might well ebdetter approach of defining
children’s literature, but does not really incluat®oks that are written with no particular
audience in mind, or books that are written as ipbsappealing to both children and
adults. It is noteworthy to mention that the peapéeiding to write, publish, market or
buy a children’s book are almost exclusively adultariters, publishers, booksellers,
parents or teachers (Voutta 14). Children, howeesnain the ones deciding whether or
not to read a book, exceptions being, perhapshdlo&s that have to be read in school.

It seems unlikely that anyone, including the intshdudience, actually knows which

10



books children will want to read, any more thanareyhas figured out the key to what

makes novels popular with adults.

The fact that children, after all, do not chooseirtown literature (rare cases excepted)
but have it chosen for them by adults, is alsor@stieng in terms of what was discussed
earlier, namely the influence that the fictionattpayal of childhood is assumed to have
on children. Hollindale claims that by reading bsokhildren come into contact with
fictional childhoods imagined by adults and therefmot really authentic different
experiences, which should not be left out when gigims argumentationS{gns of
Childness15). However, he does state that he believes anirtiportance of reading
children’s books, claiming there is “no substitéde the book, and for the child in the
book” (Hollindale, Signs of Childnes®1). Voutta claims that the one thing all
children’s literature (written by adults) has innmmon is the fact that the childhood
experience as such remains out of reach for theoay®). Even though every author
will have been a child him- or herself once, thay only try to access their own unique
experience of childhood, as much as it may haveeshéghem, by using a mixture of
memories, imagination and fantasies which resutisai highly adult-influenced
recounting of childhood (Voutta 9). In terms of wikavers has discussed, | do believe
that the idea of the intended audience is much rfroidul in an attempt to define

children’s literature than counting every book eread by a child.

There are certain motifs and themes establishec¢@amenon in children’s literature and
there have been numerous attempts of compiling thsat would encompass most of
these. It has also been suggested that such distd be used as a catalogue of criteria
in order to determine if something should countlaitdren’s literature or not, however,
such notions have since been disbanded (Weinkadffvan Glasenapp 75). There are
simply no actual limitations as to what form chédrs literature can take, which is why
subsequent attempts to categorise motifs and theimesildren’s literature have been
discussed in a more specified approach, such asggeifics of children’s fantasy

literature or realistic children’s literature.

Something that most children’s books do have inroom, which may be used as a way
of differentiating children’s literature from litgture aimed at adults, is the child as the

protagonist. This is cited as a main criterion dfatvconstitutes children’s literature by
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Maria Nikolajeva Magic Codel4), whose works | will discuss in more detailtire

chapters concerned with fantasy literature. Theeeeaceptions to this rule, of course,
such as Henry Jame®Vhat Maisie Knewwhich is not typically considered to be a
work of children’s literature, and J.R.R. Tolkienlfe Hobbif which is, does not

feature a child protagonist. The three novels/sesfebooks that | have chosen for my
analysis do all have a main character who is aldmid | would argue that especially
contemporary children’s literature is highly likelp feature a child as the main

character — and also likely to be read by a widelience than just children.

In an attempt at comprising all nuances of defnisi of children’s literature, Hollindale

proposes the following possibilities at cataloguiinig term:

1. Children’s literature is a body of work formirilge combined outcome of
intentions and decisions on the part of authorglipiers and booksellers. It
includes a corporate commercial design on the chddket.

2. Children’s literature is a body of writing caitevely so defined because it has
proven or is likely to appeal to present-day cleidrin the prevailing
circumstances of childhood.

3. Children’s literature is a body of writing caltevely so defined because it
appeals or has appealed to children in the presdhe past.

4. Children’s literature is a genus of fictions walinis concerned with children, or
with imaginary figures or situations widely undexd by children as relevant to
them, and which is linguistically accessible toatan.

5. Children’s literature is an aggregation of textgh certain features in
common, which enable them to establish meaninganstactions with child
readers (and which incidentally may also enablentteedo so with adults).

6. Children’s literature does not denote a textduéading event. Whenever a
successful voluntary transaction takes place betweg text and any one child,
that text is for that occasion ‘children’s literedu (Conversely, when a
successful voluntary transaction occurs between‘@midren’s book’ and any
one adult, that text is for that occasion ‘literatu not ‘children’s literature’.)
(Signs of Childnes27/28)

Hollindale himself argues that, while all of theadempts at defining children’s
literature have something to offer to the literamntic, most will choose one or two
which they will use as a basis for analysing tekis. himself claims that he uses a
mixture of 4 and 5; Beck states that while nonersfiexactly the kind of definition she
would use, the first would come closest. She broadee definition by emphasising on
the role that adults play in the process, extenthegdefinition given by Hollindale by
adding her own parts that add “and all adults witthie child’s culture who have any
interest in children and the idea of childhood” ¢Be5) to “authors, publishers and
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booksellers” (HollindaleSigns of Childnes87) and further includes “attempts to define
childhood and its relation to adulthood” (Beck B)the comprising of the definition of

children’s literature.

I myself understand the term ‘children’s literatureost likely as a mixture of 1, 3 and
4, as a body of work that was compiled with themtion of children as at least part of
the audience and marketed as such, literatureighat has been read by children in
actuality as well and is either concerned withdreih, prominently featuring a child in
the text (by employing a child protagonist) or,Hdlindale puts it, “imaginary figures
or situations widely understood by children” (whialould further encompass works
such asThe Hobbil. These definitions will be kept in mind while dissing my
selection of literary works in the chapters conedrwith the depiction of childhood in
relation to fantasy, as they apply to each of thaaapite there being some apparent
differentiations that could be determined (which h®wever, not the focus of this
thesis). A representative definition of childretiterature should include all parties that
are involved in the processes that surround childrditerature, which definitely
includes author and reader, and might also inchider concerned participants (such as
the publisher or parents), however, as | preferosentext immanent approach, these

will not be considered in the analysis of the texts

2.2. A brief history of children’s literature

Children’s and young adult literature as discusseday have not always been
recognised as separate forms of literature. Whike topic has to be considered in the
cultural setting of literature (for instance, thare differences between the development
of German children’s literature compared to Britidhildren’s literature), researchers
claim that the beginnings of children’s literatureay already be found in the late
Middle Ages and early modern times (Weinhkauff aod Glasenapp 18). However,
scholars have also asserted that the concept laholoid as such only existed from the
early modern period onwards (Georgieva 1). It wad nontil the period of
Enlightenment that the preconceived notions abbet ¢oncept of childhood and
children in general began to change, due to tHeente of several philosophers and
writers, and childhood began to be considered gmeréod of great importance in
peoples’ lives (Bubikova 23). The general consessates that childhood only became
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a significant motif of literature in the last thiod the eighteenth century, and children’s
literature as a marketable venue thus evolved antmteworthy part of the publishing

industry, with a growing market as more and moreppebegan to learn how to read at
an early age (Voutta 25; Rose 8; Weinkauff and @tasenapp 26/27).

Much of this was due to the philosophical writinglsJohn Locke or Jean Jacques
Rousseau, who | will further discuss in the nextise, as their ideas and conceptions
of childhood made a substantial impact on conteanpawus and subsequent works of
children’s literature. In terms of the historicaiodution of children’s literature, it has to
be noted that Rousseau’s teachings are consideteel the beginning of a great era of
children’s literature embodying a very specific payal of what constitutes childhood

and youth (Sauerbaum 1).

The common denominator of many studies on childhedtie attempt to grasp

its essence, to define the experience of beingld ahd to explain the nature of

children. One of the most important conclusions¢hstudies have drawn is that
our notions of childhood have changed. They hawn la@apted to the changes
in our society and to our conceptions of what adckihould be. Thus, the ideas
about childhood during the 819" and 28' centuries evolved continually.

(Georgieva 1)

The aforementioned conflict between pedagogy asthagcs has played a big part in
the development of children’s literature as wetid aontinues to do so in the twenty-
first century (Joosen and Vloeberghs viii). Thisitiot is also closely related to the
diverging concepts of childhood that remain prewak/en in contemporary discourse,
as the enlightened, humanistic concept of childha@anotes the idea that children are
shaped by the books they read and a didactic pergsence necessary, while the
Romantic image of childhood is more concerned whth aesthetic value of a work of

literature (Joosen and Vloeberghs xi).

The production of children’s literature increasedndatically in the nineteenth and
twentieth centuries, which resulted in the emergesfa literature specifically aimed at
children, whether it contained a didactic purposemas simply meant to entertain
(Georgieva 2). Lewis Carroll's writings, such Aice’s Adventures in Wonderland
clearly demonstrate that books that were writtemind with children as the intended
audience were becoming more and more popular (@&@g). The Victorian concept

of childhood is a distinct influence on his stories Alice’s world prepares her for
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adulthood, while Carroll shows a marked preferefocechildhood, with many of the
adults that Alice meets on her journey being fderior to the girl (Beck 50). The
nineteenth century also saw the event of the ImdlidRevolution, which had a vast
impact on how children were perceived by societd #me notions of childhood in
general. Migration expanded enormously and chibdia also rapidly increased during
that time, which resulted in reformers soon askiog compulsory education for
children, as introduced in the late nineteenthugniMcCulloch 13/14). This played an
important role in the emergence of a regard foftdbisiod as a separate time period,
during which children needed to be educated antegied, as well as the fact that the
Victorian time period was very much influenced bynkantic discourses about the view
of children as pure, innocent beings. The twenteethtury has been called very child-
centred in comparison to previous centuries, ascachn for children grew and
expanded. This included new secondary schools andcaease in female students as
well, albeit at first with an emphasis on reinfoigiestablished gender roles (McCulloch
18-20). Obeying authority and the teaching of ghlsce were considered vital parts of
children’s education, especially until 1930, aftdrich those notions were increasingly
refuted and modified in favour of a more indepem@efocused approach, including a
new emphasis on the individual child itself andwishes and fears. Having been called
“the century of the child”, the preservation of [dnén’s happiness became relevant
especially after the World Wars, after which societas far more aware of the

importance of the future generation (McCulloch 1§-2

It is important to regard children’s literatureancontext, as all three works that | have
chosen to analyse in the later part of this thesisrged at very different points during
the twentieth century. However, the context | ansmnoterested in analysing is not so
much the historical background of each period s might argue tha®eter Pan the
Narnia series andHis Dark Materialsare all clearly connected to their respective time
of development and publishing), but the inhereebidgies of the time as represented
by the depiction of the child, childhood as a cqtand the transition into adulthood.
Those aspects of the evolution of the childhoodragal in children’s literature will be
discussed in the following section.
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2.3. The Romantic child and its origins

The depiction of childhood in literature has loreeh the focus of literary criticism and
research, which owes to the fact that childrentardture have been used to express a
wide variety of ideologies and purposes. Writersvehaused their own literary
construction of childhood and children in charaxtereant to convey a broad range of
functions such as “instruction, allegory, pathoscapism, satire, identification,
demonization, or idealization” (Gavidn Introduction2). In the seventeenth century,
parents and educators began to be more aware qirith@ples behind the raising of
children, which resulted in the development of edienal theory (Smith 36). However,
as mentioned beforehand, it was only the last tbfrthe eighteenth century that saw
the most significant changes to date in the undedstg and portrayal of childhood, not
only in literature but also in art and family lif&n important figure for the early
movement was the philosopher John Locke whosengstSome Thoughts Concerning
Education as the most influential of them) were publishedthe late seventeenth
century. He views each child as being born wittbiarik sheet” (McCulloch 9). They
are not marked by original sin; instead, the irnfamind is called a tabula rasa and
Locke voices his conviction that children shouldtlieght and shaped by their parents
towards “virtue, rationality and reason” (GavAn Introduction6/7), implying a belief
that children should really grow up as soon asiptessas their ultimate purpose in life
is to become adults (Gavidn Introduction7). However, this also proved to be an
important influence on the view of children as ‘gune beings with their own
idiosyncrasies, rather than [...] as small adultst@ulloch 9). Locke’s perception of
childhood therefore played a significant factorthie rise of books specifically written
for children, and also served as a foundation fogemeral increased emotional
investment in children, which was not as pronounbetbre, due to, among other
things, the high mortality rate of children. Lockdékachings came at a time when the
mortality rate was already decreasing, which waadded factor in this gradual change
of awareness (McCulloch 9). The eighteenth cenbtaiyie to be the central turning
point to a new, more positive view of the child,igthwas expressed by books that

increasingly depicted portrayals of innocent anceplnildren:
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[It] became a period of transition, of which chitatid was the supreme symbol,
celebrating the cult of Nature, the purity of miadd soul, and the triumph of
innate goodness. [...] The period saw the emergericéhe idea that in
childhood, the concepts of imagination, sensibiityd nature were joined in
one. (Georgieva 2)

Aside from John Locke, the other philosopher ofteentioned as one of the
“discoverers of childhood” (Lesnik-Oberstein 26) Jsan Jacques Rousseau, whose
writings in Emile or On Educationalthough they are often cited alongside Lockeds,
have a significantly different view of some aspetthere Locke proposes that reading
and the encouragement of imagination play an inaporpart in the development of
children, Rousseau deemphasises the educatioredtasfjchildren’s evolution, instead
choosing to focus on the importance of nature (Mw€h 10). The childhood ideal
proposed by Rousseau describes children as inhegaud, pure beings that can only
be corrupted by their environment. Rather than dpedalucated solely by books,
Rousseau recommends that children should have ghertoinity to experience true
freedom and discover the ways of the world, as aglreason (a concept that Locke
focused on) by themselves, with additional guidamgea “responsive tutor” (Gaviin
Introduction 7). It is worth mentioning that Locke and Roussgawritings were
intended for an educated audience and did notyrealhsider the unprivileged social
class. This was due to the belief that people whoevborn in the lower classes had no
options of elevating their status and thus recem#dhe education they needed. This
can be observed in contemporaneous examples ddtlite, which also aimed at the
educated upper classes, where the ability to reslocomparatively widespread (Smith
38). However, the poor child often served as a gexample for the rich child, with
texts contrasting the integrity of the unprivilegedh the immaturity and indulgence of
the privileged (Smith 40).

The Victorian period focused on a moralistic viefachildren and children’s literature,
employing a didacticism in its works that was foutw be quite transparent by
contemporaneous and subsequent authors, amongst wiiew (such as Edith Nesbit)
rejected the Victorian didactic approach outrightheir own works (Nikolajevaylagic
Codel6). The child of the Victorian period was writtas a symbol more than an actual
representation of a human being. It was almostlenipeits appearance and character,
and viewed “idealistically as superior to adults,amgels on earth sent by heaven to be

models of innocence and purity, untouched by thieiritgo adulthood” (Wood 116).
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Other writers still followed John Locke’s descrotiof the child as a person in need of
being educated in order to become a fully functigninember of society (Wood 116).
Nesbit was amongst the authors rejecting the Manodidactic ways, which seemed to
imply superiority of adults over children. Instestie favoured a more nuanced portrayal
of childhood in her works, using language and spgeatterns that resembled actual use
by children and demonstrating various interpretegiof children as human, imperfect
and down-to-earth, instead of little paragons dix (NikolajevaMagic Codel6).

The Romantic vision of childhood, as well as thepidi&on that stems from
Enlightenment, have been exceedingly influentidlory in primary works, but also in
literary criticism concerned with the critical re¢tion on children’s literature. The
Romantic child “exceeds even the discourses on kigla and Postmodernism which
dominate general literary criticism today” (Joosamd Vloeberghs xi). Rousseau’s
writings of the child as a nature-bound entity, ihstill sharing the views of
Enlightenment (especially regarding progress), igavluenced the Romantic concept
of childhood (Smith 37). Other factors contributitgthe new image of the child of
Romanticism include contemporaneous concepts ofrgmblogy, philosophy and
pedagogy, as well as ideas by Herder who again famamsliar and working with
Rousseau’s philosophy of childhood portrayal (Waifk and Glasenapp 50).
However, some of Rousseau’s Enlightenment-basedcepbions were not really
compatible with the new Romantic ideal of the chi@ompared to Rousseau, the
Romantic child was supposed to be far more emdti@sawell as less logical, and its
striving for freedom was far less emphasised thannherent uniqueness (Weinkauff

and Glasenapp 50).

In earlier conceptions of childhood it was consedeto be a period to grow out of, with
the overwhelming conviction that children neededtow up, either by being properly
educated (as favoured by Enlightenment and theokat concept) or by being allowed
to evolve in a natural way with little influence liye environment (as in Rousseau’s
approach). While more importance was placed ornvéhge of childhood itself, it was
still essentially viewed as a time for preparatiororder to eventually become adults,
which was the ultimate goal (Georgieva 4). In tht Inineteenth and early twentieth
century, however, these notions began to chande“thié rise of the idea of holding on

to childhood with authors like J. M. Barrie” (Geaga 4) and the general idea of
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looking back on childhood with regret of having hadgrow out of it. Many of the
works shaped by this idealisation of the child edv&n inherent desire to experience
childhood again, as it is looked upon with longargl viewed as a time of true freedom
and innocence, and more importantly an absence esponsibility (Gavin, An
Introduction2). To many writers, the stage of childhood repnésd their “last state of
joy” (McGillis 109), especially considering that stgpeople have highly idealised and
romanticised memories of their childhood as theyte focus on the positive aspects.
However, a desire to hold on to the traits thatassociate with childhood is not found
simply with writers of children’s literature but imstead regularly found in “the
common human lot” (HollindaleSigns of Childnes61). Childhood also represents a
place that is inaccessible to adults and is thezefsually regarded with a nostalgic
wistfulness for the place adults once knew but samer gain access to ever again
(McGillis 109). Tolkien was among those who vehethyerspoke against such a
romanticised view of childhood, stating that “[dthien are meant to grow up, and not
to become Peter Pans. Not to lose innocence andlexomut to proceed on the
appointed journey: that journey upon which it istamly not better to travel hopefully

than to arrive” (15).

Instead of the until then discourse dominating vidgaat adulthood was superior to
childhood, childhood was now attributed charactessthat adulthood lacked, to its
detriment. Childhood was supposed to “harbour adrigevel of perception than
adulthood and it was only through a return to diolod thoughts that one could
rekindle the world of imagination and nature” (MdlGéah 10). Childhood acquired the
additional connotation of being an endangered tyutireatened by the dominance of
the overwhelming culture of rationality and reag@rfeinkauff and von Glasenapp 52).
This can be assumed to have greatly influenced svankwhich imagination and
consequently magic became very closely associatgd whildhood (Gavin, An
Introduction 2). Amongst other attributes, an active imagimatemd fantasy are also
cited as essential traits of the child as envisdomg Romanticists. Other characteristics
that are considered to be universal and differemtiafrom Locke’s or Rousseau’s
imaginings include emotionality, enthusiasm, thditgbto admire, innocence, purity
and an innate kindness, as well as an emphasisetiviith nature (Weinkauff and von
Glasenapp 52). In addition to Locke and Roussdsuwtritings of Herder have been

linked to the Romantic ideal of the child, insoéa;, according to Ewers, Herder’s image
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of childhood already includes the chief aspect$ H@ve later been attributed to the
Romantic child. In fact, Weinkauff and von Glasemgpl) state that the Romantic
period uses the content matter of Herder’'s viewcluifdhood and combines it with
Rousseau’s more utopian ideology to achieve the ddbim image that prevailed

through the centuries.

While philosophers like Locke, Rousseau and alsalétewere indubitably responsible
for a significant part of the conception of childlibthat was formed during that time,
many literary scholars mention poets such as WfllBlake and especially William
Wordsworth when discussing the Romantic view of dmddhood, citing them as
crucial and indispensable parts of the emergingidante of the Romanticist writings
of children at the time (Beck 30; McCulloch 13; Ggeva 3; Watkins 35). It has been
noted by Nikolajeva that Britain was fairly unigurethat Romanticism was established
via poetry in general, while other countries hadnsthe emergence of the Romantic
period mainly in proseMagic Codel4). McCulloch points out that William Blake
“revered childhood innocence, imagination and pidé€nand William Wordsworth
“reflected on the golden age of his boyhood”, wiilseo already describing the struggle
between nature (which he linked to childhood) addlthood (13). The idealisation of
the landscape portrayed in his poetry may be regaas a symbol of his idealised
notion of childhood, already forging a link betweshildhood and the place, which has
been used in many works of literature since ana k®y aspect of my analysis in this
thesis. Both poets played a part in the emerginth@fview of childhood as a hopeful
and especially pure and pious time period, withkBl& “The Child is the father of the
Man” (1802, quoted in Georgieva 3) becoming welbdkn and a prominent image of
the Romantic period. Beck further links the romartild as described in Blake’s and
Wordsworth’s poems to the symbolism and ideolog¥bfistianity, calling the image
invoked by some of their poetry a “Christ-Childltheough she states that this can also
represent “a more generalised emblem of all thapuse” (30). The ideology of
Christianity is of course a very essential parthaf image of childhood that evolved in
that time, not only found in the works of Wordswoand Blake, but also in the writings
of Locke and Rousseau. Rousseau attempted to mmettehe idea of ‘original sin’
under the new “assumption that children remain janpcent until adolescence” (Beck
37), stating that “[e]verything is perfect, comifrgm the hands of the Creator; every

thing degenerates in the hands of man” (Rousseatedun Rose 44). The Romantic
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vision of the child did not view children, as prewsly assumed, “full of original sin”
(McCulloch 8/9), but instead proposed to turn #oesicept around, by postulating that
the child was indeed closer to God than the adddtQulloch 10).

In the late Romantic period the image of childheaas further challenged, and while
the child maintained its ascribed characteristtddhood as a period of life was seen
less as strictly symbolic and more as an actugkstd one’s life. Childhood gained the
status of being seen as a time of protection, nleeded to be sheltered and guarded
from negative outside influences in order to preséhe child’s inherent innocence and
defend it from being destroyed by what was viewetha corrupt adult world (Brunken
33). In post-Romantic times this image was subsaifyjuexpanded and broadened. In
the twentieth century the new depiction of childtiofeatured a child that was
considerably less subservient to the establishdtbaty (something that had not been
questioned before) and childhood was now clearlyraged as a period of life which
was regarded as being truly autonomous and therefigperior to all other stages of
growth (Weinkauff and von Glasenapp 110). WatkiB%) (points out that many
contemporary novels that feature a child wiser th@a adults that should actually
protect and guide it, trace back to the Romantralteation of childhood. This concept
united the ideas of Enlightenment and Romanticistif, relying on a fairly utopian
view of the open-minded and nature-bound child,clviwas now a figure of hope in
addition to being the victim of adult irresponsityiland negligence. Especially with
multiculturalism becoming a theme in children’sfdture of the mid and late twentieth
century, the unprejudiced, liberal child was featin more and more texts. Gavin(
Introduction 11) describes the evolution of the portrayal dfdttood as a progression
from Edwardian times when the notion of childhoodswidealised and considered
completely separate and superior to adulthood,olihin Modernism’s ambivalent
portrayals of the child, to contemporary literatsrenvisioning of children as either
responsible for weaker adults or themselves thmesgey disruptive beings”. While
recent conceptions of childhood have reemphasibed rationality and reason of
Enlightenment as desirable characteristics of obildthey have at least in part retained
the idealised childish innocence that was prevateRomanticism (Weinkauff and von

Glasenapp 195).
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3. Fantasy Literature

The Romantic child is found in many different gencé children’s literature, but in no
other does it appear to be as established and tested as in fantasy literature for
children. Fantasy literature lends itself more tmanst other genres of fiction to the
imagery commonly associated with the concepts ah&udicism, where the child is
elevated to the position of the morally sacrosduecb at the center of a story in which
the powers of Good will ultimately defeat the posvef Evil with the help of the child
protagonist (Gray 1). The inherent nature of thergef fantasy literature seems to be
linked to the character qualities that Romantictemed to be part of the personality
of children. Similarly, the nostalgic view of chiidod that is generally thought to be
connected to the concept of the Romantic childfaather be linked to the very core of
the fantasy genre, the value of imagination (Be@kGray 23). Fantasy literature also
shares a wide list of possible definitions andmafies to clearly define the genre against
related (sub)genres such as fairytales or sciaaterf with children’s literature, which,
as | previously mentioned, also proves to be diffito define. The finer nuances of the
fantasy genre will not be discussed at length is tiesis, save for an overview of the
general characteristics of what is typically assdinterepresent this particular brand of
literature. | am particularly interested in theatenship between fantasy and children,
as the fantasy genre enjoys notable popularityiwithe field of children’s literature.
Furthermore, as | have chosen three series of bihaitsall depict a secondary world
aside from the primary, “real”, world, | will dises the depictions and features of such
worlds as examined by Maria Nikolajeva, whose esitenresearch on this topic will

serve as the theoretical background for my studies.

3.1. The origins of fantasy literature

In order to discuss the characteristics of the wakchildren’s fantasy literature that
will be examined in this thesis, it is importantpi@vide an overview of the evolution of
fantasy, with an emphasis on its connection tadegil’s literature. The development of
fantasy’s progress over the centuries also givemsight into how the production and

reception of fantasy fiction has changed.
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The term fantasy is derived from the Latin “phai@gswhich originally denoted
something close to “appearance”, but later acquitesl now popular meaning of
“imagination” or “fancy”, which was long used ingade of today’s better known
“fantasy” (Smith 8). The contemporary expressioriamitasy literature is still linked to
the meaning of imagination of the term. Sulliva®gB discusses that the origins of
contemporary fantasy descend from medieval romanattiitions, especially with regard
to some of the most common themes and forms oh$griterature (such as myth, epic,
legend and romance). The narrative structure ofaggnliterature only evolved later,
when the English romantics began to take an intemesthe medieval, as the
aforementioned texts that influenced much of thbjestt matter of fantasy writing
originated from a medieval times when “the disiioics between the mimetic and the
fantastic were less formalised than they are ndsullivan 306). During the following
centuries the popularity of fantastical fiction lkeed with the rise of scientific
innovation and later industrialisation and a subset preference to keeps things
realistic and factual. It is generally assumed that association of texts that contain
fantasy elements with a less educated, old fasHiaalience stem from this time
(Sullivan 306). This changed with the emergenceRoimanticism, when writers
increasingly turned to medieval texts to inspirenth and rediscovered the vast
collection of ancient myths for themselves andrthadience. In the wake of the revival
of traditional tales and a surge in popularity efts involving the supernatural, fantasy
literature also experienced an upswing (Sullivar6)30The eighteenth century in
particular was marked by the conflict between rooeaand reason that carried over into
the nineteenth century (Hunt 16).

Fantasy literature began its evolution into thergeim its contemporary conception
during the nineteenth century, when the concemthdfihood simultaneously began to
change, suggesting a mutual influence on theiredspge development (Smith 122).
During this time, the emergence of the fantasy hm&ulted in changes in the attitude
towards the genre as its increased length affetiiedgeneral manner with which
authors of the time approached the creation of a@ntfiction. However, the
development of new texts did not explore new ide@sturing an increasingly
moralistic and didactic approach which dominatedt®ian children’s literature, for
instance in Charles KingsleyBhe Water-Babigsor in the works of Juliana Horatia

Ewing and Mary Molesworth (Nikolajevéjagic Codel6). This has been called “the
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lost decades of the nineteenth century in Britisildeen’s literature” by Nikolajeva
(Magic Codel6). In the late nineteenth and beginning of thentieth century, the
platform for fantasy literature changed again, tiise with an increasing prominence
of fantastical fiction written and marketed spexafly for children and young adults
(Sullivan 307). NikolajevaMagic Codel7) calls J. M. Barrie’®eter Panone of the
essential works of the early twentieth century dagtliterature for children, but argues
that nothing of similar quality followed the boolorf quite some time, declaring
Tolkien’s The Hobbit which was published in 1937, “an exception”. Tdaucation
system improved dramatically at a fast rate, whoadmbined with the progress made in
the publishing industry, meant that texts writtem €hildren were rapidly gaining a
bigger audience (Sullivan 308). Smith (212) comnsetite period between 1900 and
1949 for its use of a varied collection of imagimatcharacters, which was created to

encourage children’s imagination.

However, it is the time after the Second World Weat is considered to be the “Golden
Age of British fantasy”, with texts by writers suak C.S. Lewis, Philippa Pearce, Lucy
M Boston, Mary Norton and Alan Garner (Nikolajevilagic Code 17). This

development had its roots in the fast advancingdfinological and cultural progress at

the time:

By this time the modern world had undergone a trefoas change. The
development of science and technology, the thebéryelativity, experiments
with atomic energy and the first atomic bombs irroldhima and Nagasaki,
achievements in space exploration, alternative ritegoin mathematics and
geometry, changed the very attitude towards natlasaks. From a limited,
positivistic view of the universe mankind has tutre a wider, more open view
of life. We have thus become sufficiently maturetzept the possibility of the
range of phenomena that fantasy generally deals witernative worlds, non-
linear time, extrasensoric perceptivity, and in eyah all kinds of supernatural
events which so far cannot be explained in termsc@nce. (Nikolajevaylagic
Codel?7)

While the abovementioned events and transformatidhgenced various aspects of the
cultural environment of the time in general, theelepment of children’s literature can
be counted amongst those. The expanding complekttye world reflected in literature
for children resulted in a demographically moreetse audience for these books, as
they were increasingly consumed by adults and ldlike (NikolajevaMagic Code

18). From the sixties of the twentieth century ®olkien’s hugely popular epighe
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Lord of the Ringslominated the fantasy genre in a long unparallelgekrience, and his
influence can indeed be observed even in contempbciion (Hunt 20). In the twenty-
first century, with the worldwide phenomenon of thecess of thelarry Potterseries,
the emergence of newer subgenres of fantasy lirerathe growth of a market for
young adult literature and the increasing mainstrgapularity of dark fantasy fiction
that can not be called escapist and is deliberatehed at adults (G.R.R. Martins
Song of Ice and Firdas even spawned an award-winning television shthe)genre
remains incredibly popular. In recent years, numeréantasy series have become
highly successful franchises, as a result fantasg cience fiction) are considered to
be very profitable, as franchises suciThe Lord of the Ring$tar Wars Star Trekand
recentlyThe Hunger Gameare marketable as novels, films and televisioer@hare
numerous adaptations défeter Pan a recent film adaptation ofhe Chronicles of
Narnia, along with a previous BBC adaptation, and th&t fof theHis Dark Materials
trilogy has also been put to film), and variousspif products such as videogames and

other game media, conventions and even theme fasks the case dlarry Potte).

3.2. Overlaps and boundaries — Fantasy as a genre

The books | have chosen to analyse in this thesisath considered to be part of the
fantasy genre, despite some differences in how tieeratives are constructed and the
audience they are aimed at. All of them feature@sdary world, a term that | will
describe in more detail in this chapter, but thare numerous possibilities of how
fantastic elements can be incorporated in a stod/ many interpretations of what
makes a text a work of fantasy fiction. Despitecdssions about the quality and
significance of fantasy literature, its wide array subgenres and the boundaries
defining them have been the subject of academiearel aiming to clarify the
distinctive differences found between various texttshe genre (Weinkauff and von
Glasenapp 96). As a consequence, there have besgrows efforts to find a universal
definition of fantasy literature and list the thesrend motifs that are most commonly
found in these texts. The focus of this research leen especially on images and
symbols that are frequently evoked by fantasydittiThe term fantasy literature as a
whole is widely considered to be a difficult onectearly define, as it has been heavily
debated since the establishing of this expressioreference to forms of fiction that

include fantastic elements (Smith 8). Tabbert sstggeonsidering a broad range of
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various possible definitions in order to grasp pditential distinctions one might
encounter in literary analysis (187).

Hunt acknowledges that even though the nature rihiéy literature would appear to
lend itself to an endless variety of imaginativeri® and narratives, its forms seem
fairly restricted by nothing other, it would seetinan the limits of human imagination
(2). He points out that the appearances that teemajority of fantasy literature takes
are indeed rather limited. It appears that autfadrdack on the same devices countless
writers have used before, although many attemplivtersify those motifs by adding a
new element. Clichés dominate much of the textsgdware produces, perhaps most
famously the so-called “sword and sorcery” fantagyyich is probably the most
noticeable form of fantasy that is commonly almestlusively associated with the
fantasy genre (Hunt 2). The conventions of thistipalar subgenre usually include
“young, questing heroes, wise controlling sagesdeemably evil monsters, and [...]
damsels in distress” (2), which has led to suclexaess of stories featuring some of
these characters that the most noteworthy newés texhis genre increasingly either
subvert these tropes (as in MartilksSsong of Ice and Firen expressively dark, violent
and sexual series with predominantly grey charadtestead of a heroic protagonist),
add a new perspective (as in Marion Zimmer Bradgl&yie Mists of Avalgna feminist
retelling of the King Arthur myth) or parody theras(in Terry Pratchett'®iscworld

series).

Weinkauff and von Glasenapp discuss different thigoapproaches of defining the line
between what is commonly called “high fantasy” aider types of literature which
include magical concepts, such as fairytales. Te¢mclude that the fairytale contains
only one magical, decidedly non-realistic world @ahis not considered out of the norm
by any of its inhabitants. Conversely, it has beegued that fantasy literature
frequently incorporates the existence of two dédferworlds, one magical world and
one which contains features that simulate the &etwoad, with the conflict between
those worlds presenting the central theme of the (i€och; Kruger; and Klingberg
discussed in Weinkauff and von Glasenapp 97). Triikdrgues that many texts that
would be called fantasy fiction actually only indione world (Tolkien’S’he Hobbit
comes to mind), so this distinction might not béeesgive enough (188). He suggests

expanding the duality aspect of the definition bgling at fictional texts as depicting
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different forms of consciousness rather than twuasse realities. Moreover, he notes
that fantasy literature often contains a contrastwben a magical world that is
described in the text and a rationally explainintraaiegetic narrator (188). Klingberg,
on the other hand, moves away from the duality themd defining fantasy over the
conflict between a primary and secondary world andtead focuses on the
differentiation between surreal-comical and mythitetion, claiming that mythical
fiction (which includes Tolkien’sThe Hobbi} depicts a world that is completely
removed from our reality (quoted in Weinkauff anohvGlasenapp 98). Smith notes
that fantasy and the fairytale are very closelynemted and both terms and their
relation to each other continue to be heavily dethaven today (11). According to her,
the difference between fantasy and fairytales cdoddthe idea that fairytales depict
worlds that are at least closely modelled after own, excepting the fantastical
elements that are fully accepted by all its chaactSolms (19) presents a somewhat
similar argument, as he claims that the worlds asftdsy are, in comparison to the
worlds of fairytales, completely different. He alsuch a world theother world,
markedly different from our own, which is based the author’s imagination rather

than the reader’s experience.

Another genre distinction that is frequently dismg by literary scholars is the division
between fantasy and science fiction. Although tlgesees are sometimes considered to
be fully separate and able of standing on their,aserence fiction has also been called
a subgenre of the superordinate term fantasy. Mecently, the argument has been
made that science fiction is a subgenre of spdealéittion (used as an umbrella term
for fiction with any sort of magical, supernatu@ fantastical element) as well as
“high” fantasy, an interesting term in itself, whiavill subsequently be examined.
Weinkauff and von Glasenapp (102) refer to scidint@®n as a text type of fantasy
literature that can be differentiated from othepety by the emphasis on science.
According to them, science fiction uses rationatl &tientific explanations for the
impossible that happens in the texts that makeffant ¢o be rooted in reality to some
degree. The limits of the possibilities of reakie not as easily dismissed as they are in
fantasy fiction, which frequently uses “magic” as explanation for the impossible.
Hume calls the essential element of science ficttan imaginative framework
alternative to the author's empirical environmdi®). The difference between science

fiction and fantasy could therefore be called tegiction of the “potentially possible”
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or “unlikely” instead of the “impossible” (JamesdaMendlesohn 1). It would be a
simplification to claim that science fiction takelace in the future, while the events of
fantasy fiction customarily occur in an imaginedrsien of the past or sometimes
present (Shinn 3). Hunt calls the worlds of scierfegion “outward-looking,
speculative, consequential” (17). He also statasgbience fiction, for a long time, had
a reputation of being far more progressive thanitinerently nostalgic writings of
fantasy and that the Romantic child was perhapsgl not found in futuristic
imagination, only in the past-oriented fantasy gef¥7). Schlobin points out that the
boundaries between fantasy and its subgenres Hawsgysabeen rather fluid, even
among writers, publishers and critics of fantasg anience fiction literature, giving
examples of science fiction novels winning awamisfdntasy literature and vice versa
(4). Moreover, he states that the flexibility ofnge restrictions is not a symptom

confined to fantasy literature, but commonly foumdarious literary areas (5).

Weinkauff and von Glasenapp claim that the termafstical literature is appropriate if
fantastic images and features are used, such agcbtdis, motifs or formal elements,
which do not act in accordance with what we knowuin non-literary reality. They also
argue that in order for the term to apply, theseneints need to be dominantly featured
throughout the narrative content and structure 1Rdditionally, the duality of fantasy
literature is often considered to be a genre-dedirelement in relation to the multiple
dimensions of the fictional worlds described in thets. While the overall existence of
a secondary world in addition to a primary worldjieghever form those worlds might
take, is not called into question as being an utakéble part of fantasy literature and
all of its subgenres, distinctions are made betwmmssibilities of how the primary and

secondary world relate to each other, which | digicuss in subsequent chapters.

Since the terminology differs slightly in Englismda German literary discourse,
Weinkauff and von Glasenapp refer to the entirergeof fantasy literature as
“fantastical literature” (“phantastische Literatuf’l believe the corresponding term in
English would be the aforementioned term “specutafiction”) and reserve the term
“fantasy literature” for what | previously, in line@ith Hunt, described as “sword and
sorcery” fantasy. The fact that the term fantatgrditure (German) is used to describe
the most popular subgenre of the entirety of fantégrature (English) certainly

supports the argument that this is the most resafple and sometimes only
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acknowledged part of the genre in popular cultée®.this thesis is concerned with
literary works that centre on the conflict betweeprimary and a secondary world, not
texts that fit the “sword and sorcery” definitidnwill point out that the term “fantasy
literature” is continuously used as applied by Esigliterary scholars throughout this
paper. Hetman (16/17) describes the world of a fdvamd sorcery” text as the “other”
world, which is a term also invoked by Solms in @iiferentiation between the worlds
of fairytales and “swords and sorcery” fantasy, &mther states that such a world is
defined by the utter impossibility of its contewdith its own, non-realistic norms. J. R.
R. Tolkien is actually among the first to speakaoflistinction between primary and
secondary worlds in his classic essay “On Fairyi&s6, in which he describes the term
fantasy as “the making or glimpsing of Other-woflfls4) and as an essential part of a
story containing magical elements. Moreover, he patphasis on the magical world of
fantastical texts: “The definition of a fairy-storywhat it is, or what it should be — does
not, then, depend on any definition or historicataunt of elf or fairy, but upon the
nature of Faerie, the Perilous Realm itself, areai that blows in that country” (4).
Tolkien’s essay was hugely influential at the tiaral is implied to have been a starting

point for theoretical research into fantasy litaratby James and Mendlesohn (1).

Despite the attempts at finding generalised bouesldretween different subgenres,
Weinkauff and von Glasenapp admit that overlapgarly common in various texts of
fantasy literature (102). Fantasy literature inrtaerower sense has also been referred to
as “high fantasy” in an attempt to make a distmttbetween a very specific form of
fantasy fiction and other various forms of fanteatfiction, such as fairytales, folktales,
myths and legends (Sullivan 303). The idea is #haties that deviate from what has
been called consensus reality by Hume (21) areiders to be part of the fantasy
genre, with “high fantasy” referring specificallyo tthose texts that depict the
construction of an entire, separate world. The ephaf a consensus reality is
explained as a world which is influenced by thecpered actual worlds of both the
author and the audience (Hume 30). This is veryonamt in terms of the reader’s
differentiation between the primary and secondaoylavin works of fantasy literature
that prominently revolve around a conflict betwdéese, as the reader is asked to
accept the primary reality with only the fantadtisetting of the secondary world being

described and explained in detail in the text.
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3.3. Fantasy, children and childishness

There are different takes on fantasy, with mantiosriand writers commenting on how
fantasy is sometimes not taken seriously as a genteonsidered to be home to trivial,
popular texts rather than serious literature ‘wgribf academic research and critical
praise (Hunt 1). Smith claims that fantasy literafun contrast to realistic forms of
literature, has always been under pressure of ataigl its existence (8). Interestingly,
children’s fantasy literature is usually held irgler regard than fantasy literature as a
whole, as it is apparently more acceptable fordchit to enjoy tales in a fantastic
setting, dealing with realms far outside of realigran it is for adults, who are perhaps
expected to have outgrown this at some point. hageworthy that the examples of
children’s literature that enjoy the highest statuscademia and literary criticism are
commonly books that quite evidently aim at a widadience and are not restricted to
children, that are read today most frequently byltadand were consumed by both
children and adults at the time of their publicatisuch as Lewis Carroll'lice in
Wonderland A. A. Milne’s Winnie-the-Poohand more recently Philip Pullmanksis
Dark Materials (Nikolajeva, Power, Voice and Subjectivig?). Nikolajeva speculates
that this is due to the widespread belief thatdrhih learn something by reading fiction
with a moralistic, didactic purpose, and fantasyHKso are considered in the same
category as fairytales and fables, which all séineepurpose of socialising the child and
supporting the development of their emotional mgtyPower, Voice and Subjectivity
42).

Hunt claims that the connection between fantagyditire and children’s literature is
usually meant in a derogatory way, as both litefaryns suffer from not being taken
seriously (2). Additionally, he cites three of thest frequent complaints about fantasy,
that “fantasy is formulaic, childish, and escapistiid states that the idea that fantasy is
far removed from reality (and this indicates a ladkquality) is simply not true. This
argument is echoed by Nikolajeva who declaresghatdoes not consider the genres of
fantasy and realism to be actual opposites, clarthat the distinction between fantasy
and realism is very often subject to interpretatishich often depends on the extent to
which the reader is able to grasp a text's complefower, Voice and Subjectivity
41),. In concurrence with Hunt, Nikolajeva doesraffthat fantasy literature can be

very formulaic:
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It is true that fantasy is the most common careisqlie device in children’s
literature, as an ordinary child is empowered tgfotransportation to a magical
realm, through the possession of a magical agdmecbor helper) and through
the acquisition of a set of heroic traits or magfoace, impossible or at least
improbable within the existing order of things (W& normally call the “real

world”). (Nikolajeva,Power, Voice and Subjectivityi/42)

She points out that the superiority of the childguch texts is owed to the idealisation of
childhood, which goes back to the Romantic period their conception of the child as
pure, innocent and inherently good, only to be wated by adult society in later life.
However, while the child may be momentarily eledat® a status of power, the ending
of such texts usually sees a return to normal aredestablishing of order (Nikolajeva,
Power, Voice and Subjectivig?). The idea of the Romantic child being oneha t
biggest influences on the development of fantagydture and its tropes, most notably
the depiction of the child protagonist, is alsorfduwith Gray, who points out that
German fairytales and thereby inspired Romantieoficmay have played a vital part in
the evolution of fantastical settings in texts (Z@)e child in fantasy literature may also
fulfil the function of a mediator between the pripmand the secondary world, due to its
alleged innocent perceptiveness. As the child ie &b adapt to differing realities and
mental states, better than adults because it Ik cstpable of “more fluid [...]
negotiations between the real and fantastic” (Imidabepflmacher, and Briggs 239), it

is the obvious choice for acting as a relatablerégor both children and adults.

The connection between the alleged magical-mythieatldview of the child and

fantasy literature has been made very early imaliteresearch of the fantasy genre,
although this has later been criticised as amrgitéo further idealise the conception of
childhood in relation to Rousseau’s concepts ofoaamce and purity, deliberately
creating an escapist venue for children (Tabbe8).1® Hunt's argumentation against
the supposed childishness of fantasy literatureldiens that the association of children
with fantasy is “bizarre”. He argues that it canbetstated with certainty that children
are in any way more likely to enjoy imaginative \isr than adults, especially
considering that such books are almost exclusiwehtten by adults (Hunt 4).

Interestingly, the value of imagination is not coomty questioned and viewed as a
separate, frequently thought superior entity tluddi$ value for both children and adults

(Smith 8). Nikolajeva alleges that the idea thaldcan are a different type of audience
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than adults does exist and influences writers oftafsy literature. She states that
children are often thought to be more open to frdal elements in stories in that they
“[have] not yet discovered any form distinction Wween reality and imagination [and
do] not dismiss magical worlds and events as ingitde” (Power, Voice and
Subjectivity42) which results in an open-mindedness abouttigtence of secondary
worlds that adults might not possess. This argunsentfuted by Hunt, claiming that
this view is “patronizing” (6). He further statdsat a certain paradox exists between the
adult's desire to maintain some elements of thdildbood (as implied by
Romanticism) and the rejection of anything deenwedbe childish and therefore not
suitable for adulthood (4). Moreover, he impliesing C. S. Lewis’ argumentation, that
exactly this desire to be “grown up” and the fe&rseeming childish are usually
considered to be aspects of childhood and adolescdn be outgrown as an adult
(Hunt 4). Nevertheless, fantastic worlds in chitdseliterature are frequently criticised
on the grounds that an inventive, imaginative wantdl narrative therein do not stand
on their own but are instead examined for furthezamng, again underlining the
argument that children’s literature must have aclid purpose (Hunt 5). Tolkien, in
his early essay “On Fairy-Stories”, likewise clairtisat the reasoning behind the
supposed link between children and fantasy is fthweennecting this line of thinking

with Romanticist ideologies:

Among those who still have enough wisdom not takhairy-stories pernicious,
the common opinion seems to be that there is aalatannexion between the
minds of children and fairy-stories, of the saméeoras the connexion between
children’s bodies and milk. | think this is an etrat best an error of false
sentiment, and one that is therefore most oftenengdthose who, for whatever
private reason (such as childlessness), tend n& tifi children as a special kind
of creature, almost a different race, rather trena@mal, if immature, members
of a particular family, and of the human familylaige. (Tolkien 11)

The lack of sexuality and seeming absence of shaidgey in the distinction between
good and evil are also used as arguments to suppomotion that fantasy literature
employs a much more simplified narrative than staliliterature (although | would
argue that there have probably always been exeeptm this, perhaps most famously
G.R.R. Matrtin’'sA Song of Ice and Firbook series in the last decades). Therefore, the
argument of fantasy literature being “escapist” basn made, and its connection to
childhood thus been strengthened: According to sbreery critics, these elements

have no place in fantasy literature because thay me relevance to children and do not
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fit in with the idealised notion of pure, innoceahildren and the conception of

childhood that writers want to protect. Since thase the same elements missing in
adult genre fantasy, fantasy as a whole is consgigusonsidered a matter for children

(Hunt 6). Of course, the argument that literatsredgcapist can be made for all fiction in
general just as well as for fantasy literature antipular and is, Hunt argues, not at all
accurate (7).

Hume (159) discusses the difference between fatitasgture and realistic literature as
part of a spectrum rather than viewing each forniitefature as an entirely separate
genre. Moreover, she argues that the fantasy eleimditerature is far more common
than narrow definitions of fantasy would sugge#inging that fantasy can be part of
the narrative structure of a text via action, chmaor idea and that the appearance of
the fantastical element in any of these would destrate the possibility of fantasy.
However, it has to be noted that Hume defines fants an impulse, rather than a
variation of genre and includes allegory, symbatsl anetaphors as expressions of
fantasy (30).

The idea that fantasy literature is inherently meuo#table for children because the
world stands on its own and does not require exjstvorld knowledge is ignoring the
relationship that every imagined world, as fantaétas it might be, inevitably has to
the real world, or as Hunt puts it: “Fantasy is;dugse of its relationship to reality, very
knowing alternative worlds mustecessarilybe related to, and comment on, the real
world” (7). It is interesting to note that the iddeat children can connect to mythical
worlds in ways that adults can not appears to Beast partly related to the Romantic
idealisation of childhood and their view of theldhas having a connection with nature
and the mystical that adults do not. On the ottsrdh Nikolajeva Power, Voice and
Subjectivity42) claims that there are differences betweenafantiterature aimed at
children and fantasy literature aimed at adultsicivlare more complex than the rather
simplistic view that a child protagonist signifies book for children and an adult
protagonist implies that the book should only kedrby adultsThe Hobbitwould be an
example for a book aimed at children with an aguttagonist, even if that character is
a fantastic creature). She argues that “the besnhpbes of fantasy for children use the
fantastic form as a narrative device, as a metafdroreality” (2010: 42). While she

does seem to be in agreement with Hunt in thaafnliterature does depict worlds that
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bear a resemblance to the actual world and shdwddefore not be dismissed as
irrelevant, she also argues in favour of the ided those fantasy worlds should employ

a didactic purpose:

The fantastic mode allows children’s writers to Ideaith important
psychological, ethical, and existential questiamsislightly detached manner,
which frequently proves more effective with youmgaders than straightforward
realism. [...] In particular, fantasy can empowehddcprotagonist in a way that
so called realistic prose is incapable of doinghis respect fantasy has indeed a
huge subversive potential as it can interrogateethisting power relationships,
including those between child and adult, withoutessarily shattering the real
order of the world. (Nikolajevd&ower, Voice and Subjectivity?)

This line of argument does seem to support the tisigathe merit of fantasy literature is
at least partly due to the influence it can havecbitdren. Such argumentation is not
restricted to the field of children’s literatureotigh. For example, Hume, who is more
concerned with the field of fantasy literature astale with no particular emphasis on
children’s literature, discusses the reasons whiergrwould choose the fantasy genre
as a setting for their fiction and what the audéestands to gain from reading fantasy
literature. However, literary critics do seem todweare of children as the audience of
books in a more acute way than of adults and apgpeassign a power of influence over
this intended audience to literary texts, as ewddrby the multitude of studies seeking

to prove the merits of children reading beyond mmeertainment value.

3.4. Maria Nikolajeva’'s Magic Code — The conceptlod other world in

fantasy literature

As discussed in previous chapters, the existenagnefor more secondary worlds in
fantasy literature, whichever form they might taleeat the very core of its definition.
Many literary works in the fantasy genre displagiash between the fantastic elements
of the secondary, “other” world in which these eégns are not questioned (Hunt 11)
and the realistic primary world. NikolajevMégic Code35Y separates the term from

the visiting of foreign planets in science fictioy defining magic as the most important

! An example would be a study of how the readinglafry Potter(among other fictional texts) might
increase empathy in children. http://www.guardiaruk/books/2011/sep/07/reading-fiction-empathy-
study, 21.07.2013

% In section 3.4 the page numbers refer to MariaoNjleva’'sThe Magic Codeunless otherwise
indicated.
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element of the secondary world. The secondary worfdntasy can also be accessed by
magic, unlike science fiction, which uses (albaitidnal) scientific devices to travel to
other worlds and, in Nikolajeva’s words, “may assuaimost any conceivable form”
(36). Secondary worlds in fantasy literature atended to be somewhere beyond the
reader’s understanding of the world, and theirti@hship to the primary world may not
be given in the text (43). While some worlds maynepped out in detall, it is rarely
explained in the text if the land the protagonists visiting is an entirely different
planet or a more mythical realm between the plariesxistence. This may be at least
partly due to the often symbolic nature of the selewy worlds described in fantasy
literature. Among the possible physical represematthat secondary worlds might
take are the planet (typically much more commoalynd in science fiction than in high
fantasy), the island (which was already a populatifmn Romantic literature), the
underground country (usually but not always syn#dolj death, as Nikolajeva offers
Alice in Wonderlandas an example of this), the underwater counteyytbrld inside (a
magic secondary world situated inside the primaoyldy possibly even created by the
characters themselves), the picture (famously agett in Mary Poppins and also C. S.
Lewis’ fifth® Narnia novelThe Voyage of the Dawn Treajlemirrors and parallel or
alternative worlds (the latter of which is also mosmmonly found in science fiction)
(44- 49).

Maria Nikolajeva’s examination of the nature of eikeged duality of fantasy literature
proposes three different possibilities of confletd relationship between the primary
(actual) world and secondary (fictional) world (J0Fhese concepts echo Tolkien’s
concepts of a primary and a secondary world, thcuglattributed a slightly different
meaning to these terms, likening his understandifiga secondary world to an
imaginary world that the “[reader's] mind can ehtdifolkien 12). Nikolajeva
distinguishes between closed, open, or implied dgKlalthough she states that the

boundaries between these may be vaguer than heitidefwould suggest (38)):
Closed worldwill denote a self-contained secondary world withany contact
with the primary world (= high fantasy).

Open worldis a secondary world that has a contact of somd, kand both
primary and secondary world are present in the text

% In recent chronological editionShe Voyage of the Dawn Treadstthe fifth book of the series. It was
actually the third book to be published.
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Implied worldis a secondary world that does not actually appetre text, but
intrudes on the primary world in some way (= lowttsy). (36)

The concept of the closed secondary world is coetpto the genre of high fantasy and
The Hobbitis given as an example thereof. Weinkauff and Giasenapp (188/189)
point out that this is the hardest category toimtystish from the traditional folktale and
argue that the difference lies in the diegesidefrtarrator and the narratee, both of who
are extradiegetic in comparison to the folktaletgplied intradiegetic narrative voice
and audience, who are implied to be on the sanet bs/the characters. In a text like
The Hobbitwhich contains a closed secondary world, the prymagorld is presumed to
be on the same level of existence as the outsid&lwioowever, an awareness of it
exists in the narrative structure (36). Nikolajéuether argues that if the reader cannot
grasp the implications of the primary world on #ezondary world, the text ultimately
holds no meaning for him/her and is therefore ikatly to provide a successful reading

experience.

The open secondary world is very commonly foundviorks of fantasy fiction and

denotes a secondary and a primary world that @estllel to each other. Travelling
from one world to another is frequently possibld ancouraged within the boundaries
of the story. Nikolajeva (39) claims that the caqoices self-explanatory and does not
require a more detailed explanation than what viseng However, she admits that the
concept of the open secondary world can take a wadge of forms, which can be
almost polar opposites. Furthermore, there is #so possibility of more than one
secondary world in stories that feature an openldydhere can be a multitude of
infinite worlds that might be accessible to the reloters of the text (40). This is
especially popular in science fiction, in particula stories involving time travel, as the
concept of secondary worlds and secondary timeedaged (41). The three texts that |
have selected for my analysis appear to featurewsforms of open secondary world
at first glance. | will endeavour to examine ifghimpression holds up to a closer

examination and how these forms differ from onetlagio

The third concept is the implied secondary worlthjon may also be featured in very

different ways in fictional texts. This type of sexlary world presents a paradox in that

* This term is far less frequently used than ,hightésy* and is usually assumed to describe fantasy
taking place in the primary world without contagta secondary world (Nikolajeva 1988: 36).
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there is actually no trace of a secondary worltbécfound in the text, with the whole
story taking place in the primary world. Nevertlsslefiction employing this type of
world is still considered to be part of the fantaggyre (39). Nikolajeva claims that the
link to the secondary world is represented by aimagent, someone or something that

does not seem to belong to the primary world.

Nikolajeva (17) emphasises on the importance ofesmitations and consistency in
the construction of other worlds. Even magic mwstehits limits, for if it is allowed to
be all-powerful, there is no suspense to the sty if it does not appear logical within
its own boundaries, the narrative might well becono®herent and too complicated to
follow (27). Even within the seemingly boundlessstaints of magical worlds, they
need to be consistent with their rules: “If we sdiee in Wonderland as fantasy with its
own peculiar secondary world, still this world adnsense has its rules, allowing all the
craziness, unexpected transformations and seemaoe§ bf consistency” (33).
Nikolajeva clarifies that, while nonsense is somes viewed as a separate genre
altogether, she regards nonsense-worlds not apaaate genre but a stylistic device

which may be embedded in a fantasy narrative (33).

In the stories that depict a primary and a secondarld existing alongside each other,
where the main conflict stems from a clash of the worlds when the protagonist
crosses the border, there are various possibildfeghe form this journey can take.
Three different forms are described, namglgar journeys circular journeys andoop
journeys. Linear journeys are characterised byiry fatraightforward narrative: the
main character travels from his primary world t@exondary world (and sometimes
even to a tertiary world, which qualifies as lorsgt@avelling back is not an option, as in
Swedish author Astrid Lindgren'§he Brothers Lionheart(42). Neil Gaiman’sThe
Graveyard Books an interesting take on this with a protagothsit grows up in the
secondary world and takes what is strongly impleete a linear journey to the primary
world in the end. The main point of this type ofijoey is the inability to return to the
original primary world, which is found in fantasigtion, though not as regularly as the
second type, the circular journey (described byb€Eab (190) as “there and back
again”). This type features what is sometimes a®red to be the archetypical heroic
journey, as the protagonist returns home once dverdure is over. Nikolajeva (42)

points out that especially in fantasy literature ¢hildren circular journeys are more
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frequently portrayed than linear ones, becausehiid protagonists are able to go back
to the safety of their homes in the end. The tbwdcept is the loop journey which is
very frequently used in fantastic literature deglmith time travel or simply repeated
travelling between a potential multitude of secopdaorlds and the primary world.
The Narnia series, which | will examine in moreailefater, could serve as an example
of this as various characters make several jourtettse secondary world and return to
their home afterwards. German author Helmut Pes€hlgerworld trilogy portrays
three main characters that travel to three differeagical realms (that are sometimes
implied to be part of the same “other” world) andck again and would therefore
qgualify as a loop journey, which also ends in théginal primary world of the

characters.

Closely connected to the matter of the place ofsteondary world is the concept of
time. Many writers propose the existence of a no@dr time and a variety of parallel
times that exist simultaneously in concurrence wiith idea of parallel worlds (63).

Nikolajeva makes a distinction between the conceptprimary time and secondary
time and calls the idea of time and space as “Speets of one abstract, literary unit” a
chronotope, after Mikhail Bakhtin. The primary chotope thus denotes the unity of
primary world and primary time, while the secondahyonotope indicates the unity of
secondary world and secondary time (63). It is irgu to note that primary and

secondary time might well be as different as thecdptions of the primary world

compared to the secondary. Time, as well as plaeg,be used to distinguish between

two different worlds within the narrative.

Characters travelling between the primary and gwoisdary world usually reach the
other place via a magical passage, which “refldo¢sarchaic pattern of the mythical

passage” (75). This concept represents the statteofadventure and the leaving of
home, which in children’s literature translategtestransition from the protected sphere
of the family into the unknown world. The magic gage can include just about any
object or even character who fulfils this functionthe text, including the door, the

dream, the messenger, the magic object, time meshtechnical gadgets, or magic
qualities (92). The concept of the messenger, addled intermediator, is especially

interesting, as this has been likened to the ideth® “other child”, “[implying] a

character from the secondary world possessing smiagic powers or qualities, or
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simply being difficult in some way” (82). As a mattof fact, the messenger type is
predominantly represented by a child characterd usainly in children’s fantasy
literature, though the portrayal of the alienne$ssach a character may result in
considerably different characterisations than atis® frequently found depictions of
the Romantic child. Death is also a possible passaghe secondary world, especially
in fiction which portrays the other world as thedarground country. In contrast to
ancient myths and folktales, death is usually depicas a linear journey, without
options to return to the primary world (80). Alr¢le authors whose texts | have selected
to study in this thesis use these concepts of fpiaee and passage in varying ways and
use them to either reinforce, subvert or entiredgahstruct the fantastical settings of
their secondary worlds. Nikolajeva’s terminologyllwvaide me in working out the
structural conditions of the fantasy elements esthworks, which | will analyse in their

relation to the image of childhood and adolescence.

4.J. M. Barrie: Peter Pan

J. M. Barrie’sPeter Panis one of the most popular children’s books of tiventieth
century and is considered to have played a graatipahe subsequent flourishing of
childhood plays. Barrie’s main novel featuring Pé@an’s encounter with Wendy and
her brothers, as well as the conflict with Captéook (the key part of most
adaptations) that is commonly call&gter Panis actually titledPeter and Wendy
which is only one of the main texts by the authbich feature the character Peter Pan
(Hollindale, Peter Panvii). | will refer to the entirety of the texts &eter Pan which
encompasses both of Barrie’'s famous Peter PanestBeter Pan in Kensington
GardensandPeter and Wendyand reference the individual works only when qugpt
from one of them. While originally written with dtiren as at least part of its audience
in mind, its readership nowadays consists of maaldlyits (Beck 30). The book is often
cited as an example of the aforementioned nostdtwiachildhood that writers of
children’s books sometimes display. Rose (1-3) esgthatPeter Panis first and
foremost about the nostalgic longing for childhawidts author, who does not let his
creation, the boy Peter Pan, grow up because herddevant him to. | have described
the notion of the Romantic Child in this thesis &atrie’s novel has been mentioned
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by many literary scholars in relation to this cguicghough interpretations may vary
concerning the exact nature of Peter Pan and Baooaception of the eternal child.

The inherent sense of childhood and childishned3edér Pan is linked to the magical
world the Neverland, which is described in the n@sea place that can only be visited
by children. | will examine the depiction of Petean in relation to the Romantic
idealisation of childhood that has often been laited to Barrie, whose difficult
childhood has been called a reason for his inghtiitcompletely reconcile himself to
adulthood (HollindalePeter Panxiv). The character of Wendy is perhaps the olsiou
contrast to Peter, which will also be analysedn@lwith her relationships with Peter
and the lost boys. Finally, | will look at the péaof the Neverland and the role it plays
within the narrative, especially with regard to #encept of growing up, which is an
important theme of the novel. | will examine hove fbrimary and the secondary worlds
in Peter Parrelate to each other as according to Maria Nilesajs theory and attempt

to relate this to the symbolism of childhood in tiowel.

4.1. The subversion of the Romantic child

Peter Pan is one of the most prominent characfeckiloren’s fiction, a recognisable
name even for people who have never read J. MidBafamous work, owing to the
fact that the book is an important part of literargtory as well as the popularity of its
numerous adaptations. In literary discussions itdsimonly cited as an example of
Edwardian fiction, which depicted children and dhibod as superior to adulthood,
existing in “an idealized world of play and adveetuand emphasised their “neo-

Romantic connection to nature” (Gavisnadulterated Childhood66).

However, Barrie’s portrayal of Peter Pan as a syrmabohildhood is much more varied
and complex than a simple idealisation of the ativens, nature-bound child. The
author himself appears to have strongly valuecetheof childhood, never quite at ease
with his own adulthood, implying a longing to bdoaled, as Peter is, to stay a child
forever (Hollindale,Peter Panxiv). Nevertheless, his depiction of Peter goegohd
simple idealisation; in the end, Peter is almostagic figure, always left behind as
other children grow up. BarrieBeter Pan while fondly painting an idyll of childhood
adventures, does emphasise on the necessity ofrgrays, even if this is not always
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welcomed. Although he is often described as “[pjerfying youth and joy, play and
adventure” (Gavin,Unadulterated Childhoodl67), Peter Pan is also stuck in an
immortal phase of childishness, encompassing tlyative aspects of that period as

well as the positive.

In Peter Pan in Kensington GarderReter Pan is described as ,only half human%10)
(he is called “little half-and-half” by Solomon Cawhowever, his more negative
qualities are commonly attributed to his human#ther than excused by his otherness,
or perhaps his otherness is considered only angimtrof his childishness. There are
instances, when Peter is described as having Isfhbimanity fully behind, which
would indicate that the character is indeed somgtlelse entirely (“He was quite
unaware already that he had ever been human”), lewthe author also portrays him
now as a little boy in a nightgown, decidedly rfa¢ bird that Peter considers himself to
be, so his appearance still reflects his erstwhilmanity. The author shows a varied
approach in describing Peter’'s position in the arse, such as depicting his loss of
humanity as a relief: “The reason is that he estdjmen being a human when he was
seven days old; he escaped by the window and fesk to Kensington Gardens. If you
think he was the only baby who ever wanted to escaéshows how completely you
have forgotten your own young days” (13). On thkeothand, the other beings of
Kensington Gardens still view him as a human,|8igppeople crying everywhere that
there was a human in the Gardens after Lock-oueT(ih5), but Peter does not realise
that they mean him. Peter Pan fits the notion efitiealised, romanticised child in so
far, as his connection to nature is vastly stremggla by his “escape” from his normal
life; he can now fly, because he thinks of himsealfa bird, and even sleeps on a branch
at night, accepting the garden as his new homesdds himself as a part of nature, a
part of the garden and its animal and fairy lif@wéver, the inhabitants of the garden
initially regard him as an outsider, an unwelcomteuder into their idyll (“Every living
thing was shunning him” (15)). Peter is actualljeceed by the pure, innocent life he
has sought by escaping from his crib and thinksuagoing back to his mother, before
he finds a place for himself, neither human nod lbiut “a Betwixt-and-Between” (17)
on the island where he learns how to be part afreabecoming adept in the ways of
the birds, although the narrator points out thgh§ birds on the island never got used
to him” (17). The theme of Peter Pan being a synab@n idealised childhood while

® In sections 4.1 - 4.3 the page numbers refer kb, Barrie’sPeter Pan unless otherwise indicated.
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simultaneously always being somehow out of plaegenquite belonging anywhere or
to anyone is one of most essential parts of thelscand likely reflects the ambiguous
attitude of the author himself towards childhoodl ghe transition into adulthood.
Peter’s growing connection to nature is depictedasitive, as he learns to have a “glad
heart”, as the birds do, other times the authontsmut the aspects of human interaction
that Peter misses out on, such as children playihg. narrator often seems to look at
Peter with pity, recounting his attempts to plag feal children play” (27), calling this
“one of the pathetic things about him” (27). On titeer hand, the narrator appears to
have a conflicted view of Peter Pan, sometimes esging compassion for Peter’'s
struggles, and sometimes chiding the reader folinfpeity for Peter, when “[h]e
thought he had the most splendid time in the Ga'td@®). The author appears to stress
the limitations of childhood as well as “the pritteat has to be paid by those who
choose to remain as children” in such instancesutfitout the novel (Carpenter 179).
This is echoed in a later chapter when Peter bedidtaimie that the thimble she gives
him is in fact a kiss: First the narrator calls é?etr “poor little boy” (58), but
immediately stresses that Peter is not a boy tg pdinting out how Maimie begins to
admire him when Peter tells her of his adventuldse fact that Peter is considered
perhaps the ultimate child despite not being regrgholly human makes him a happy
being, and it is indicated that he is much hapfueit than the reader of the book, as the
reader is happier than his or her own parentshikinstance it appears as though the
narrator is specifically talking to a child readehich is not always entirely clear in the
text, even though the audience is frequently diyexddressed throughout the novel.

While Peter’s eternal youth may be regarded asnhetrently bad, the text does address
Peter’s desire to return to his own mother, andelientual inability to do so, resulting
in his dislike of mother figures until he finds omeWendy. His experience with his
own mother shapes his attitude towards mother dgun general, which is rather

(1]

negative (’Don’t have a mother,” he said. Not ohigd he no mother, but he had not
the slightest desire to have one. He thought thery @verrated personsPéter and
Wendy90)) when he meets Wendy, who unwittingly convghbén of the benefits of
having a mother, or at least a girl, in the Nevatlaln Peter Pan in Kensington
Gardens he expresses his wish to the fairy queen to sembther again, who gifts him
with the ability of flight to get to her. Peter tilks he is giving his mother a gift in

returning, believing her to be waiting for him witler window open, however, as he
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takes very long to actually embark on this journeg,arrives too late and his mother
has given birth to another child and the windowlased to him. The narrator expresses
his regret over this situation and once again liRkeser's experience to the audience:
“Ah, Peter! we who have made the great mistake, tifi@rently we should all act at
the second chance. But Solomon was right — theme second chance, not for most of
us. When we reach the window it is Lock-out TiméweTiron bars are up for life”
(Kensington Gardend0). Although the context is different, perhaps tilso works as a
metaphor for childhood, which can only be rememther® a fond memory, forever out
of reach, when it is over. Peter's experience ahdpeshut out from his family is
reflected in the end of his adventure with Wendg aer brothers, which again brings
up the dichotomy which marks the character of Pd&an: “He had ecstasies
innumerable that other children can never know; betwas looking through the
window at the one joy from which he must be forrdvarred” Peter and Wend214).
The theme that Peter is missing something essdastialso prominent when Wendy,
upon hearing that Peter does not have a mothds, tlegt she is “in the presence of a
tragedy” Peter and Wend90).

While Peter is in many ways the nature-bound childainted by familial or society’s
expectations, the text is always clear on the tlaat this purposeful separation from a
normal family life — that would include growing uphas its downsides as well. Peter
remains convinced that all mothers forget theitdrkn, trying later to convince Maimie
to come with him but unable to do so when she &@skbke will be able to go back

afterwards:

‘You know quite well, Peter, don’t you,” she saithat | wouldn’t come unless |
knew for certain | could go back to mother whenduwgant to? Peter, say it.” He
said it, but he could no longer look her in theefgc..] She went to him. ‘What
is it, dear, dear Peter?’ she said, wondering. ‘@nMe,’ he cried, ‘it isn’t fair to
take you with me if you think you can go back! Yanother — he gulped again
—‘you don’t know them as well as | doKénsington Garden61)

While Peter Pan is in many ways painted as a radthgic character, clinging to his
ideas and dreams as reality is closed off from hivare is a certain sense of nostalgia
for childhood that is prevalent throughout the téitte very first chapter dPeter and
Wendydescribes the main theme of the book: “All chitdrexcept one, grow up” (69),

going on to illustrate how Wendy finds out that skl have to grow up, with her
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mother expressing her wish for her to stay like shea child, forever, and Wendy
correctly deducing that her childhood must themfend. The narrator describes her as
two years old in that passage, concluding rathanously that “[tjwo is the beginning
of the end” (69).

One of the essential characteristics of the Roroanfild is its imagination that results
in openness towards the fantastic and supernafitralrole of imagination and memory
and the relationship between them plays an impbgart inPeter Pan Peter can fly,
simply because he is convinced that he can andatrator infers that perhaps an active
imagination is all that is needed to acquire thality (“perhaps we could all fly if we
were as dead-confident-sure of our capacity ta ds was bold Peter Pan that evening”
(Kensington Gardend3)). The boy thinks of himself as a bird and lg:n§ comes
natural to birds it comes natural to him, althougis belief is later shaken when he
realises that he does not belong among the anirttesparrator warning that once
someone doubts his ability to fly, he can neverafigin. The unshakable belief in this
possibility is what enables Peter to fly, with tearator once again expressing that trust
in our convictions might be what anyone would needo so: “The reason birds can fly
and we can't is simply that they have perfect faith to have faith is to have wings”
(Kensington Garden$6). When Peter learns of his true nature upontinge&olomon

Caw, he loses his ability as he loses his confidendimself (*I suppose,’ said Peter
huskily, ‘I suppose | can still fly?” You see hednhbost faith.” Kensington Gardens
16)). Peter’s imagination and sense of memory ®atjy blend together and he
sometimes seems unable to distinguish one fromother. In many ways, the book
depicts childish imagination with “terrible limiiahs, [which] can never (without
growing up) come to terms with the real world” (Ganter 179). Portrayed as the
eternal child, Peter lives in the moment, and igdepicted to an almost parodist degree
as Peter forgets nearly everything that he is ireictly concerned with at times. For
Peter Pan, his imagination and his reality areadlgtthe same thing, which further sets
him apart from the other children in the text wlam distinguish between this, even as
they experience their adventures in the Neverldhd. power of imagination and belief
is further called upon when Tinker Bell is in dangé dying, when Peter asks the
children of the world, connected to him throughirttdreams, to clap their hands so
Tinker Bell would not die. The response is enoumldave Tinker Bell's life; however,

the children of the world are not presented as itedirsymbol of belief in the text:
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“Many clapped. Some didn’t. A few little beastsdad” Peter and Wend$85). There
is no idealisation of childhood to be found in thisample of the text, but rather a fairly
cynical depiction of different children, some of ialn show Tinker Bell kindness, while

others turn away.

When the children fly to the Neverland, Wendy natés concern that Peter appears to
be forgetting them whenever he strays from the gifou too long, this goes so far that
he even forgets Wendy’'s name, asking her to rerhindof it whenever she sees him
forgetting. When Tiger Lily is left on a rock toan, the narrator points out that

Wendy cries in the face of the first tragedy she Wénessed, but Peter has forgotten
the numerous tragedies he has observed in his Sifid, he does not show much

empathy for the girl, as empathy is not a trait tReter typically possesses. However,
he does show a sense of fairness in this situasohe gets angry at the fact that two
pirates are handling one girl, which is why he des to interfere. Fairness is

something that is emphasised in the novel, assaid that the first time to encounter
unfair behaviour marks a child, with the exceptioh Peter because he can not

remember it:

Every child is affected thus the first time herisated unfairly. All he thinks he
has a right to when he comes to you to be youiarisess. After you have been
unfair to him he will love you again, but he wilever afterwards be quite the
same boy. No one ever gets over the first unfagnes one except Peter. He
often met it, but he always forgot it. | supposattiwas the real difference
between him and all the rest. (150)

After bringing back Wendy, her brothers and thd losys to her home, he makes a
promise to visit her once a year, but ultimatelywreast keep it because he starts
forgetting her almost immediately afterwards. Hegéts even Tinker Bell, his former
friend and Captain Hook, his erstwhile archenemynélof the experiences he had with
either of them are allowed to shape his charasiace nothing stays with him. In a
way, the novel shows that without the willingnessgrow up and become an adult,
nothing can change, not for worse, as possiblyhis instance, but not for the better
either. Carpenter points out that Peter’s fatenofi@ssly repeating the same events were
the cause for Barrie’s experiencing difficulty indeng his original play, since iReter
Pan, “[tlhere can be no ending, only a return to tlegibning” (180). Since Peter is

forever caught in one moment of time, never movimrgvard or backward, memories
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are fleeting and there can be no true growth tochaacter, he will never experience
anything truly new that would have the chance t&eran impact on him.

As someone living outside of society’s norms, hevahinnocence in the sense of not
realising, for example, that his name is rathertsbothat his address is different than
that of other children. In many ways, he is notsmous of his own otherness unless
someone else tells him, when upon being told, Petenlly experiences a sense of
sadness or embarrassment on being different. Henybe does not appear to regret his
choice and reiterates his desire to not grow upnevhen he seems to be envious of
some aspects that only Wendy or Maimie get to eepee: “I don’'t want ever to be a
man’, he said with passion. ‘I want always to Hitke boy and to have fun'Reter and
Wendy92).

The Romantic child is usually considered to be aamb and pure, which is commonly
associated with a nice, near-angelic representatiqrersonality. J. M. Barrie’s Peter
Pan, however, shows a range of rather negativatigsalhat only sometimes can be
explained by his innocence. For instance, it islharcall Peter a hero when the narrator
himself remarks that the Darling family was happy aontent “until the coming of
Peter Pan” (72). When Peter first meets Wendy &edrsunites him with his shadow,
he is quick to dismiss her contributions, causimg narrator to remark “[t]Jo put it with
brutal frankness, there never was a cockier boy),(@lthough his dismissal of
Wendy’s efforts is partly due to the fact that Iz lalready forgotten it and instead has
convinced himself that he has solved his problesid@ from his sometimes less than
polite behaviour, Peter also refers to killing “$6n(107) of pirates, although he
vehemently protests against killing someone whileytare sleeping, claiming that he
wake them up before killing them. In relation te tlost boys, the narrator points out,
without giving any personal judgement this timeattReter “thins them out” when they
appear to be growing up, which is a rather stromglication. Indeed, the depiction of a
child who objects to adulthood so much that he wodt only choose to stay a child
forever but also murder his companions when theyalofollow the same rules can
hardly be called an idealised symbol of childhoddere is probably no denying that
Peter Pan is conceived as a symbol of childhoaateshis entire character is based on
his timelessness and immortal childishness, but ghaty and innocence of the

Romantic child is subverted by the author, who,pdeshis own conflicted view of
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childhood and adulthood, gives a quite flawed amchglex portrayal of a child in his

story.

4.2. Wendy and the lost boys

Wendy Darling is the second most prominent childrahter in théPeter Pannovels,
being the focus dPeter and WendyShe is contrasted with the character of Petetlypa
because she encompasses female qualities in campan Peter's boyishness, and
partly because Wendy appears to be at peace witevemtual growing up and even
assumes an adult-like role for much of the bookil®/Reter is the sometimes hero of
the story, Wendy at first glance perhaps seemstthé child that represents the most
idealised notion of childhood, as she is kind, hgvand accepting, willing to go on an
adventure but compassionate for her parents’ wor@n the whole, she shows far
fewer negative characteristics than Peter. As tteso sister of three, she takes care of
her brothers, actively trying to help them rementheir parents, as they start forgetting
(“These things scared her a little, and nobly angito do her duty, she tried to fix the
old life in their minds by setting them examinatjoeppers on it, as like as possible to the
ones she used to do at school” (136)). On the dthed, the narrator points out that in
this instance, Wendy is not really concerned alimut parents, as she is “absolutely
confident that they would always keep the windowerojor her to fly back by” (136).
While Wendy is perhaps the most uncontested pesdhild character in the text, it is
interesting to note that she is also the one whieggnning to transition into adulthood,
as her most prominent characteristics include hemses of responsibility and
protectiveness of the lost boys and her brotharse rof which can be called attributes
of childhood. Her youth, on the other hand, is noer®@d for instance when pirates
arrive near their location and she does not walkecthldren, even though there is
danger approaching because she thinks she mubehatsleep. Her inexperience with
children is given as a reason and the narratosg@saiVendy’s bravery for putting the
children first despite her fear, despite her beamy a make-believe mother (“Even
when she heard the sound of muffled oars, thouglhéat was in her mouth, she did
not waken them. She stood over them to let thene higir sleep out” (142)). It is
hinted throughout the book that Wendy might haveenihan platonic feelings for

Peter, displaying jealousy when Peter gives hisnétn to Tiger Lily, understanding
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far better than Peter why Tinker Bell does not hiez and offering a kiss to Peter, while

Peter seems mostly oblivious to this:

‘What are your exact feelings for me?”’

‘Those of a devoted son, Wendy.’

‘I thought so,” she said, and went and sat by lieegethe extreme end of the
room.

‘You are so queer,’ he said, frankly puzzled, ‘arider Lily is just the same.
There is something she wants to be to me, buta}isis not my mother.’

‘No, indeed, it is not, Wendy replied with frightf emphasis. Now we know
why she was prejudiced against the redskins. (162)

Wendy, on the verge of growing up, has romantidirige for Peter that can not be
reciprocated by him, as he represents a chilcsinature-bound, aromantic and asexual
state, never to experience adolescence. Romandeeter Panis associated with
adulthood, as Mr. and Mrs. Darling’s courtship anariage is described, and therefore

closed off to the one character who will forevenain a child.

The lost boys are also an interesting motif intthet, described as children that “fall out
of their perambulators when the nurse is lookirg ather way” (94/95). There are no
girls among them, because according to Peter,dis not happen to girls, who are
“too clever” (95) for that. They are part of theasen why Peter asks Wendy to come
with him, so she can tell them stories and theypare of the reason why Wendy agrees
to go, as Peter appeals to her compassion anddgedffNone of us has ever been
tucked in at night.” ‘Oo,” and her arms went outhimn. ‘And you could darn our
clothes, and make pockets for us. None of us hapackets.” How could she resist?”
(97). The boys who live on the island live undeteP@&an’s rule, who is the only one
who has real power. It is noted in the text thaytdo seem to grow up, unlike Peter,
and that this is “against the rules” (112) resgitin Peter taking action against them.
The narrator points out that their number change®ntrast to Peter Pan who is a fixed
entity, and that “at this time” there were six, wéx@ not all described in detail by the
text. The only one who emerges with a more or tésinct personality is Tootles, who
also becomes Wendy’s ally when she brings up glarge again, despite being the one
to shoot her due to Tinker Bell tricking him whereanitially arrives. The boys live on
the island as Peter does, following his lead, segiyiunable to truly think for
themselves instead of doing what Peter orders thetho. However, they do not belong

there the same way Peter does as evidenced bygitweiing up and their mortality,
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which is indicated in the text. Tootles, despitengethe one who initially follows
Tinker Bell's order to kill Wendy without questiansmerges as the one most likely to
take responsibility for his actions, as he showweiP@/endy’s fallen body “when the
others would still have hidden her” (125). The tprttrays Tootles as the quietest of
the boys and it is described that he is involveteimer adventures than the others. As
adventures are used in the text as an expressichildhood, perhaps Tootles can be
considered to be the most grown up of the lost bagshe text even points out that “big
things constantly happened just when he had steqped the corner” (113), which is
actually regarded as an unfortunate characterlyathe narrator. The Edwardian child
was considered to be an adventurous and indepenbgaht influenced by colonialism
and imperialism in the late nineteenth and earlgntieth centuries, which resulted in a
stronger focus on adventure stories in generalwalt as in children’s literature
specifically (Gavin,Unadulterated Childhoodl65). The lost boys fit this to some
degree, living parentless in the Neverland, althotltey are certainly dependent on
Peter. Since, however, it is not parental authdhigy depend on, this could still be
considered a sign of independence. The lost bayalale to distinguish between reality
and imagination, in contrast to Peter, and struggte missing meals, which do not
inconvenience Peter, who apparently does not neadl tb survive, while the boys do.
They are human in ways that he is not, which is whsir narrative journey must
logically end with them returning to the primary neb In many ways they are as
childish as Peter Pan, as the author gives a vemgdt portrayal of children who are
rather self-centred: While Wendy believes they wanaccompany her because they
would miss her, they actually feel “that she wasgaff to something nice to which
they had not been invited” (169). While they askePef he will come along, the
narrator points out that “children are ever readlien novelty knocks, to desert their
dearest ones” (170), which again illustrates a édvand honest image of childhood
rather than an idealised concept.

4.3. The construction of the Neverland

Nikolajeva’s terminology and concepts allow a ctomeamination and interpretation of
the magical world depicted in the text, as wellitasrelation to the characters and
overall themes of the novel. The Neverland is thegical island where most of the
action inPeter and Wendtakes place. It is a place that can only be \dditg children,
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although it does have an adult population. Howetee, adult population consists

primarily of characters from popular children’stfan, such as pirates and “redskins” (a
term dating the text in relation to its colonialckground), or even mermaids. The
concept of a mother is a novelty not only to thst looys but also to the pirates, who
upon hearing of Wendy’s position, think about stepher for the same purpose, which
suggests that these characters are firmly remawesd the primary world where people

grow up in families. The Neverland Reter Panplays the part of the secondary world,
although its connection to the primary is rathemptex. It can be debated how much
the primary world inPeter Panactually resembles reality, when the Darlings hirdog

to nurse their children. It is noteworthy that Namdile not depicted as inferior in

intelligence to the humans, is still given the meamsnand qualities of a normal dog, as
the text frequently refers to the fact that shencarspeak and walks on all fours,
carrying items in her mouth. The text seems to esgthat the secondary world exists
in the minds of children, where Mrs Darling encaustit, but it also treats the

Neverland as an actual place as Wendy and herdssoéine physically absent from their
home, flown through the window, after following Bethere. The Neverland is a place

of magic and imagination, suggesting that it degesrthe child imagining it:

[T]he Neverland is always more or less an islanih w&stonishing splashes of
colour here and there, and coral reefs and rakiskihg craft in the offing, and

savages and lonely lairs, and gnomes who are miasidys [...]. Of course, the

Neverlands vary a good deal. John’s, for instahed, a lagoon with flamingos

flying over it at which John was shooting, whileddael, who was very small,
had a flamingo with lagoons flying over it. Johweld in a boat turned upside
down on the sands, Michael lived in a wigwam, Wentdy house of leaves
deftly sewn together. John had no friends, Michel friends at night, Wendy
had a pet wolf forsaken by its parents; but onwhele the Neverlands have a
family resemblance, and if they stood still in avrgou could say of them that
they have each other’s nose, and so forth. (73/74)

The Neverland is simultaneously a place made upeoimagination of the children and
the place where Peter Pan lives, a place of adkeshfar the young that contains all that
they can think of. When Wendy and her brothervarat the island, “a million golden
arrows [point] out the island to the children” ahey are described to be recognising it,
a “familiar friend to whom they [are] returning henfor the holidays” (105). Peter is
able to address the children of the world in highil for Tinker Bell’'s life, with the
narrator pointing out that those who are dreamihthe Neverland are “nearer to him

than you think” (185). The island is a popular rhébr secondary worlds in fantasy
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literature, and a highly symbolic one as it presenself-contained location somewhat
apart from the normal primary world of the protagt;mn While the Neverland is
sometimes treated as a rather symbolical plackca n the minds of children, the text
also treats is a an actual world that exists soreesvapart from the Darling’s home,
who wait for their children to come back to themdamourn their absence. In the end,
they return to the safety of their homes, a commoncept in children’s fantasy
literature and most of them stay in the primary ldkdrom then on, making their
journeys a circular one. Wendy is the only onehaf thildren who gets invited to the
Neverland again; therefore | would consider herap journey. Peter Pan’s own
journey poses a more complex question, in thatlways, in the end, returns to the
secondary world. He was born like the other childrethe primary world but left it for
the magical garden and the Neverland, while ofedarning whenever he likes. Peter is
the only character in the book that can freelydtdetween the primary and secondary
world, all the other children have to rely on hionlring them back and forth. In many
ways, he does not belong to the primary world engsame sense that the others do, he is
as eternal and symbolic of childhood as the Nemdrligself. His journey could most
likely be classified as an endless loop, sincedepk visiting the primary world to find

new companions but never actually stays.

It is slightly unclear in the story, if the time the primary and secondary world moves
in a linear way or if there is a difference. Thecept of time in the Neverland itself is
not entirely apparent within the constraints of skary. Even as they are on their way of
flying to the island, time begins to become indistito the children, as they lose how
much time has already passed on their flight: “Ba long ago? They were flying over
the sea before this thought began to disturb Wesedyusly. John thought it was their
second sea and their third night” (102). Their jmy certainly appears to be rather
long, given that the children are frequently atgkanof falling asleep mid-air, relying
on Peter to catch them from falling. Peter evelwdeahem sometimes to experience
“some adventure” (104) of which he tells them upeturning, which would indicate
that the journey lasts even longer than Wendy ardtothers feel. Time on the island
is described as something subjective, dependefeter Pan, whose absence strongly
affects the island, rendering it almost asleep {“Bith the coming of Peter, who hates
lethargy, they are all under way again: if you youtir ear to the ground now, you would

hear the whole island seething with life” (112)helnarrator differentiates between
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time in the Neverland and what he calls the mauhi@he primary world), saying that it
works quite differently than normal time, because island has more suns and moons,
and is probably subject to different rules becanfsé. Wendy does not appear to give
much thought to the fact that her parents are mgifor her somewhere, yet she is
already in danger of forgetting them. The crocothi# has swallowed a ticking clock is
an interesting symbol of time, or perhaps old age death: “Some day,” said Smee,
‘the clock will run down, and then he’ll get yolHook wetted his dry lips. ‘Aye,” he
said, ‘that’s the fear that haunts me™ (120). Immparison, Peter never thinks about
death until he is alone on the lagoon and sacsffemself for Wendy by letting her fly
away with the kite, and even then he is only affarch second:

A tremor ran through him, like a shudder passingralie sea; but on the sea one
shudder follows another till there are hundredshein, and Peter felt just the
one. Next moment he was standing erect on the agekn, with that smile on
his face and a drum beating within him. It was sgyiTo die will be an awfully
big adventure.’ (152)

It is entirely unclear how much time passes betwten children’s flight and their
return, but the narrator does claim that it haslspete some time (“our characters had

taken heartless flight so long ago” (207)).

The magical passage that the characters use to get Neverland could be considered
to be flying, which is mentioned as a possibility Nikolajeva, however, the real
intermediator between the primary and the secondand is Peter Pan, and it is him
who accompanies the children on their journey arstigates it in the first place. He
definitely fits the concept of the “other child’ahNikolajeva describes in her work, a
character from the other world (he may have been rothe primary world once, but
at this point long belongs to the secondary wontip possesses unique abilities and
offers an entrance into another world. Peter Pad #re Neverland are closely
connected, both of them symbolising childhood isease, as the boy who will never
grow up and the place that may only be visited bydeen, remaining only a distant
memory to adults, just like childhood itself (“Weot have been there; we can still hear
the sound of the surf, though we shall land no ih@f4)). When the children leave the
Neverland their time of adventures and freedonmvesr,anstead they will grow up to be
adults. All except Peter who will remain a childrdver tied to the Neverland where he

may take other children to play, but eventuallysthehind as they leave the Neverland
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and their childhood behind with him “so long asldten are gay and innocent and
heartless” (226).

5. C. S. Lewis: The Chronicles of Narnia

C. S. Lewis’The Chronicles of Narnias one of the most popular series of fantasy
novels for children and young adults. It consistsseven books, nowadays usually
featured in chronological order although this dgf&com the order of publication. C. S.
Lewis himself indicated that he would prefer thake tbooks be read in their
chronological order, which is why this is the choggesentation of the series today.
The series is presently still considered to beragfechildren’s literature, most likely as
a result of the child protagonists and rather nmaigpresence of adults in meaningful
roles in the books and the writing style which f&eo considered to be aiming at
children. It is noteworthy that scholars such abv&aKhoddam have pointed out in
their work that Lewis’ style is more complex thae s often given credit for,
uncovering the use of iconographic symbols in bigs and “how they enriched the
theme of [...] what in mythical terms is termed metaphmosis and in Christian terms
theosi$ (218). Therefore, assuming that Lewis was writorgy for children might be
an oversimplification. However, the author himsg#ims in the dedication dthe Lion,
the Witch and the Wardroltbat he wrote the book for his Goddaughter LucyfiBla
(and named one of the child protagonists after, Hadicating that the books were

indeed written primarily for the intended audieméehildren.

The Narnia books have been the subject of schotedgarch for many decades, with
the Christian symbolism a strong focus of reseaktaria Nikolajeva (inThe Magic
Code usedThe Chronicles of Narnias an example of analysing the structural settings
of the world of Narnia. | will use her theory toawine the secondary world of Narnia
in this thesis as well, however, with the additioftwus of how childhood and place
relate to each other. In this section | will aldtempt to analyse Lewis’ portrayal of
childhood and growing up, which is why | am inteéeesin the child characters of the
novels, with emphasis on the Pevensie children at@ofeatured in most books and
undergo multiple transitions into adulthood andkbaxto childhood. The character of

® This is noted in the imprint of every book in @01 HarperCollins edition afhe Chronicles of
Narnia
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Susan Pevensie, the only former child protagonist ¥ explicitly not permitted to go
back to Narnia inThe Last Battlewas the inspiration for a short story by Neil @an

(“The Problem of Susan”), which expresses a clitimw of her eventual fate.

5.1. Growing up in Narnia

The Chronicles of Narnigeature a somewhat unique approach to the subjgrbwing
up, in that several of the child characters do gogvat some point only for this process
to be reversed again. WhenThe Lion, the Witch and the Wardrolike four Pevensie
children, Peter, Susan, Edmund and Lucy enter Bafmi the first time, they are
children. The story starts with them being senthi® country because London is not
safe during the war. No definite date is given teew this happens, but the mention of
air-raids dates the incident at some point duringrld/War 1l. The four of them are
portrayed with little distinctive personalities,ttvithe main differences being that Peter
is the oldest and therefore the one the otherdlysiefer to, Susan is the one who tries
to keep the peace for the most part, Lucy, the gesnis lively and joyous and
Edmund, perhaps the most individually drawn charact this novel actually fills an
almost villainous role during the first part of thdventure. He seems to resent having
to do as Peter says, and at the same time is gedhlai Lucy, as the youngest, is
protected. In the beginning he is the one who seeos unhappy about their move to
the countryside, chiding Susan for telling him totg bed (“Trying to talk like Mother”
(Lewis, The Lion, the Witch and th&ardrobel10))’ and complaining about the rain the
next day. When Lucy tells them of her adventur&arnia, he is not only disbelieving
but openly mocking her conviction: “He sneered gaaded at Lucy and kept on asking
if she’d found any other new countries in otherlmgrds all over the houseion 32).
When he does go to Narnia, he is immediately eog@ioy the White Witch, the only
child to fall for her machinations (albeit beingetbnly one to meet her alone). The text
alludes to the fact that Edmund feels powerleskisnfamily, being interested in the
Witch’s promises of making him king and have thesrve him [Lion 45). In what the
narrator calls Edmund’s worst moment of the stafter returning from Narnia,
Edmund decides to pretend that Lucy is lying, syri@cause he is angry that she was

right. There are hints that he might feel that Lusyfavoured, being angry at his

" In sections 5.1 — 5.3 the page numbers refereténttiividual works of C. S. Lewisrhe Chronicles of
Narnia, unless otherwise indicated.

54



siblings for taking her side when he openly disputer claims (despite knowing they
are true). Peter and Susan both agree that Lub isore trustworthy of the twdipn

55). Despite his behaviour during the first half De Lion, the Witch and the
Wardrobe the text does point out that Edmund does notyreant any bad to happen

to his siblings, as he is incapable of believing Witch would actually harm them
permanently. Edmund’s resentment and his inhenenbdence are in a way both
attributed to his youth, with the latter servingaasexcuse for the former. On the other
hand, the text does suggest that “deep down irfsidehe really knew that the White
Witch was bad and cruel'Lion 99), suggesting a much deeper darkness within his
character than most of the text would imply.

Edmund is not the only child in the Narnia serigeownisbehaves at some points of the
story, for instance, his uncle Digory is the ondrae the witch from her restraints in
The Magician’s Nepheihe first place, unleashing her evil powers ndy @m his own
world but eventually on Narnia itself before itesen born, and his cousin Eustace
spends the better part ©he Voyage of the Dawn Treadseing generally insufferable
and a nuisance for all involved. Yet | would ardbat there is no actual growth in the
children’s personalities, or any organic developimaintheir character. All of them
experience a change of hearts and emerge as petsams, though largely not through
personal growth, but due to the influence of Adagdodness. After Aslan shows them
their own failures, they do not fall back into olthbits, implicitly trusting his
judgement. Nor are their moral weaknesses mentiagath or considered part of their
personalities. In a way, the books draw a rathempbstic image of children whose
innocence protects them from ever being considetdd flawed in any way. All they
need is to trust in Aslan in order to be good, ywbmts out their morality to them and
tells them what is right and wrong. Tihe Magician’s NephewbDigory longs to save his
mother from an illness, but refrains from stealeny apple that could save her life
because he promised Aslan not to and is hence dedavith an apple he is allowed to
pluck that saves her life. Edmund’s betrayal igificen as Aslan sacrifices himself in
his stead (evoking strong Christian symbolism) andelcomed back by his siblings

with open arms.

The fact that the youngest of the Pevensie childraay, might be considered to have a

slightly deeper connection to Narnia at times thansiblings is interesting (“She was
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drinking in everything even more deeply than theeat” Battle 175)), since this could
be related to the fact that the children are ofibmaed to visit Narnia as long as they are
young. Of the four Pevensie children it is Lucye tiioungest, who develops the
strongest rapport with Aslan and maintains thisneation even inThe Last Battle
although she is not the youngest character in [dasmnymore (as Eustace and Jill are
both younger than her). Of all the Pevensie childteicy is the only one who is able to
enter the land three timesTime Lion, the Witch and the Wardrolter brother Edmund
(the next youngest) does it twice. The oldest sgdj Peter and Susan, only enter once
and leave again at the end of the novel. It is Lwby feels a sense of adventure and
tries to open the presumed to be locked door, desang the magical passage that is the
wardrobe, which takes her into Narnia. Lucy is moyd very positively throughout the
books, for instance, her kindness is enough toestMkTumnus’ conscience when he
betrays her to the White Witch, which saves hemh@tin’t known what Humans were
like before | met you. Of course | can't give yop to the Witch; not now that | know
you” (Lion 27). However, she is not depicted without flawsslkas focuses only on the
wounded Edmund after the battle and has to be daditby Aslan that others might
need her attention. The books hint at a slightimveaith Susan inThe Voyage of the
Dawn Treaderlike there is a rivalry between Peter and Edmianthe Lion, the Witch
and the Wardrohel.ucy looks at the book of magic and sees a spatlcould make her
more beautiful, which in itself interests Lucy gt so much as the thought of being

more beautiful than Susan:

Then it changed and Lucy, still beautiful beyond bt of mortals, was back in
England. And Susan (who had always been the bedudlye family) came home
from America. The Susan in the picture looked dydidte the real Susan only
plainer and with a nasty expression. And Susan j@a®us of the dazzling
beauty of Lucy, but that didn't matter because me @ared anything about
Susan now.\(oyagel72)

Again it is Aslan who reproaches her for her adiamd demonstrates to her that the
spells of the book have negative repercussionshigr users. Lucy is the only one of
the Pevensie siblings to speak to Aslan alone, &eceinPrince Caspiantherefore |
think it can be stated that Lucy is portrayed toweha slightly deeper connection to
Aslan than the other children. Narnia seems todmected to the idea of youth and

childhood, with Lucy (the youngest of the Pevensiesng able to enter the land more
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often than any of her siblings until, after ttieyage of the Dawn Treadeshe too has

outgrown it.

In contrast toPeter Pan where Wendy's parents are very present charaetéls
distinct personalities, although they are not partthe primary adventure, parental
figures are notably absent throughout the Narni@kbo The childhood of the
protagonists ofThe Chronicles of Narnias an era of innocence and adventure, a
different kind of adventure than Peter Pan less playful and more earnest, a series of
guests rewarded by a life of royalty or savingweld. In many ways, Aslan fulfils the
role of authorial guidance instead of a human mefgoire. The parents are rarely if
ever mentioned, even at the end when their dedtheisame railway accident that kills
the Pevensie children is only offhandedly revealBtis might be an indication that
childhood is an even more secluded and indeperetant theNarnia books, as there is
no real awareness from any of the children thay thid ever be anything else, aside

from not being able to go back to Narnia.

The children of Narnia may grow up, but they do tnoly become adults, while the text
mentions that “many” would wish for Susan’s or Lisgcyhand in marriage, it is
noteworthy that none of the four siblings actuatisirry, despite being presumably fully
grown adults in the end dte Lion, the Witch and the Wardrobiehas been suggested
that some of the events in the books signify theelbping maturity of the characters,
such as Peter’s battle with a wolf which could bersas “a rite of passage, symbolic of
becoming a man”, or the fact that the children'sexjh patterns have changed at the end
of The Lion, the Witch and the Wardrobeuld indicate their adult maturity (McBride
60). There are some changes in the charactersdnadiges, although fairly subtle, that
can be witnessed in the books. Yet, the most sagmif transformations (Edmund and
Eustace) can most likely be linked to conversiokwistianity rather than growing up
(McBride 60). Caspian matrries, but his wife is omgntioned in passing, and there is
no real mention of romance or sexuality in the lspdkough gender differences are
frequently remarked on in a rather humorous faskittis because you're a girl. Girls
never want to know anything but gossip and rot alpmople getting engaged.” “You
looked exactly like your Uncle when you said thagid Polly” Magician65) / “That’'s
the worst of girls,” said Edmund to Peter and thvead. “They never carry a map in

their heads.” “That's because our heads have sangethside them,” said Lucy”
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(Caspian132)). EverPeter Panhints at possible romantic feelings that Wendywa#

as Tinker Bell and Tiger Lily) appear to have fatét, and Wendy and Tinker Bell
display obvious jealousy at others who show inteireshe boy. InThe Chronicles of
Narnia, romance is practically absent from the novelspde growing up, the Pevensie
children and the other protagonists retain theildtke innocence and purity which
recalls the image of the Romantic child ratherrsihp. The ideology of Christianity has
been closely associated with the idea of the pamegglic child, with claims that the
child is closer to God than the adult.Rnince Caspianit is Lucy, the youngest, who is
the first to see Aslan upon returning to Narnia anty children can enter the magical
realm of Narnia (aftelhe Magician’s Nephewwhere Aslan invites two adults into
Narnia who become the first king and queen), whilalso closely associated with
God, as it is considered Aslan’s kingdom. Childhao. S. Lewis'The Chronicles of
Narniais characterised by innocence and purity, as aseldventure and independence
from adult control, not as an act of rebellion Buhply because the children possess
their own inherent wisdom and are not in need ofda@nce by parental figures.
Childhood in the Narnia books is also connectelwistianity, with children being

chosen to be the kings and queens of Narnia by(&sldn) himself.

5.2. The Problem of Susan

Susan Pevensie could perhaps be called the onlgllma@omplex character in the
Narnia books, by virtue of starting out as one loé¢ theroines of the story and
developing, unseen by the reader, into a persororhw of the entrance of Narnia.
While she is portrayed as slightly flawed during kisits to Narnia inThe Lion, the
Witch and the Wardroband latePrince Caspianthere is nothing in the text to suggest
that she is flawed in a different or more crucishywthan her siblings. After her
coronation, she is called “Queen Susan the GerdleScribed as growing into “a tall
and gracious woman with black hair that fell almtusther feet and the kings of the
countries beyond the sea began to send ambasseskong for her hand in marriage”
(Lion 198). There might be signs of her change of charactPrince Caspianthough
no more than could be implied for either Edmundeween Lucy inThe Voyage of the
Dawn Treader She is reluctant to explore the wooden door thegounter, earning
Lucy’s reproachCaspian31). Later in the novel, she is the last of thedPsie children
to acknowledge seeing Aslan again; admitting toletting herself believe it was him
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even though she confesses that she saw him edtbenaps this could be seen as an
indication of her subsequent fall from faith and regection of Narnia, however, as of
Prince Caspian, there is really no suggestion $hstan is not fully ‘redeemed’ by the
end of the book. INThe Voyage of the Dawn Tread&usan is mentioned to be in
America, the only one of the Pevensie childrenedosent there. While Lucy seems to
feel inferiority regarding Susan’s beauty, resgtin slight jealousy on her part, there is
no mention in the books whether or not Susan ig@wathis and there is no evidence
that she feels anything less than loving towardsddriner siblings. And yet, ifhe Last
Battle none of the assembled former child protagonistdawnia have anything nice to
say about her:

“[...] Where is Queen Susan?”

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

“Yes,” said Eustace, “and whenever you've triedgti her to come and talk
about Narnia or do anything about Narnia, she 8&Yst wonderful memories
you have! Fancy your still thinking about all thdseny games we used to play
when we were children.”

“Oh, Susan!” said Jill. “She’s interested in notpimowadays except nylons and
lipstick and invitations. She always was a jollgigito keen on being grown-
up.” (Battle 168)

In this last novel, Susan is now painted in a nathferent light, far less favourable
than in any of the books she was featured or meatian before. It is interesting to
note that Susan’s desire to be an adult is cited && a reason for her negative change,
as well as her rejection of the imagination of bleitdhood. Imagination is linked here
to childhood in that the loss of it and denial géehaving experienced the adventures
in Narnia are presented as a flaw in Susan’s cteatas sign of her wanting to be an
adult. In a way, Susan has chosen adulthood oviethdod and is thus prevented from
ever entering Narnia again. This is a rather starktrast to th&eter Pannovels, where
the transition into adulthood is regarded as asstye albeit while looking at childhood
with nostalgia. Still, Wendy and her brothers h&wdeave the Neverland in order to
grow up and this is never called into questionth@Narnia series, the author rejects
the real world in a way, choosing to send his oftara to the fantasy realm, the heaven-
like place, where they will be young and innocemte¥er. Susan, who rejects that
innocence and belief in favour of material goods,banned from Narnia, a tragic
afterthought in the heroic journey of the rest ef family to heaven. However, it might

not be adulthood itself that is seen as the caase&sfisan’s exclusion here, as the
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Pevensie children’s parents are also presumablyggtm heaven, as Aslan includes
them as having died in the railway accident (whglseen as a positive thing: “Their
hearts leapt, and a wild hope rose within theBe#t{le 224)). Susan, despite wanting to

grow up, is described as not achieving actual hugnawth in the text:

“Grown up, indeed,” said Lady Polly. “I wish she wd grow up. She wasted all
her school time wanting to be the age she is nod,she’ll waste all the rest of
her life trying to stay that age. Her whole ide#oisace on to the silliest time of
one’s life as quick as she can and then stop teeleng as she can.”

(Battle 168)

Perhaps it is not adulthood in itself but rathefabling off belief and focus on the
superficial, material things in life that leads $oisan’s exclusion, the wrong kind of
adulthood. It is notable that the other adults &h® part of the last assembly of former
kings, queens and heroes of Narnia always kepg\beg in Narnia (and Aslan), which
might be the real difference to Susan who no loingéas on to the imagination of her
childhood. It is interesting that this stage of ladoence is what is excluded from
Lewis’ version of paradise, while older adults acg a problem. Perhaps this could be
linked to the complete absence of romance and #gxuathe Narnia novels, which
would normally be expected to be dominant in tivaetof life. Polly’s statement is the
last the reader hears of Susan, at lea$hm Chronicles of Narnjehowever, there is a
short story by Neil Gaiman, entitled “The ProblemSmsan” which is based on C. S.
Lewis’ character and illustrates the life of an sldman (strongly implied to be Susan)
exiled to the primary world, after having lost letire family to Narnia. The title has
since become eponymous with feminist researchthdreatment of female characters
in the Narnia books. Whil€he Chronicles of Narniaave been called sexist in the past,
Schakel points out that although “[t]he storieslidut males and females to traditional
roles more than today’s consciousness-raised yqoeers” (14), the female characters
overall are treated fairly well, as characters sash.ucy and Polly demonstrate reason
and faith when male characters do not and Jilltipgates in combat as an equal’ in
The Last Battl€14). Therefore, | would suggest that the treatnudrthe character of
Susan does indeed stand out, and while charaatsretsociated with girlishness are
given as reasons for her exclusion from Narniap hdt believe that her eventual fate
can be solely related to Lewis’ general treatmémi®female characters.
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The text includes layers of metafiction and intetdality, with the professor talking
about theNarnia books to a younger woman, Greta, and even disaysse character
of Susan, while relating the story to her own eigrere, which seems to be identical,
implying that the professor is indeed the same i5frean the books (“This was a train
crash, several years after. | was not there.” “llkstin Lewis’s Narnia books,” says
Greta” (Gaiman 176)). The professor is also a rebea of children’s literature and
discusses her book with Greta, explaining her thebat “there was originally no
distinct branch of fiction that was only intendedl €hildren, until the Victorian notions
of the purity and sanctity of childhood demandedt thiction for children be made”
(Gaiman 175) what was deemed appropriate for thmme( sanctified, sanctimonious
even, claims the professor). The two women begirtatk about Susan Pevensie
specifically, with Greta relating that she findge tineatment of the characterThe Last
Battle unfair: “You know, that used to make me so angfWhat did, dear?” “Susan.
All the other kids go off to Paradise, and Susamtago. She’s no longer a friend of
Narnia because she’s too fond of lipsticks and myl@and invitations to parties”
(Gaiman 176/177).

The professor points out what Susan must have fguoeigh after her entire family
died, being the only one available to identify kérlings’ bodies (“My older brother
looked okay. Like he was asleep. The other two \aeoé messier” (Gaiman 177)), and
being left on her own without financial securityhel'text seems more concerned with
atheist than feminist criticism, as Susan lameritatwind of god would “punish me for
liking nylons and parties by making me walk throubght school dining room, with the
flies, to identify Ed [...]” (Gaiman 178), concludirgtterly that “he’s enjoying himself
a bit too much, isn’'t he? Like a cat, getting thstlounce of enjoyment out of a mouse”
(Gaiman 178). The reference to a feline specietemly an allusion to the lion-shaped
god of Narnia, who the professor and Greta dreaoutain a far more disturbing way
than would have possibly been shown in Mernia books. Gaiman appears to mock
Lewis’ rejection of sexuality by having Aslan hinffsengage in a sexual encounter with
the White Witch, which might also be a seen asr&ida of Lewis’ fictional depiction
of God. While Gaiman is more concerned with theodstruction of the religious
aspects of LewisThe Chronicles of Narnjehe also deconstructs his view of childhood,
calling children’s fiction (implying the Narnia bke to be among them)

“sanctimonious”. Additionally he objects to Lewigreserving of the children’s
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innocence by having them die and enter Narnia bettoey can ever truly grow up by
describing Susan’s life afterwards, referring to exual relationship with a man, and
living “a good life”, as the professor herself sall: “She grew up. She carried on. She
didn’t die” (Gaiman 181). It is not clear either liewis’ The Chronicles of Narniar
Gaiman’s “The Problem of Susan” whether Susan ewkr be able to enter Narnia.
Gaiman’s Susan dies at the end of the story, witttaGalluding to Lewis’ Aslan when
she does:Death comes in the nighghe thinks, before she returns to sléée a liorf
(Gaiman 181). IThe Chronicles of Narnjavhen Peter states that Susan “is no longer a
friend of Narnia” Battle 168), this seems very final, however, given Lewishnection

to Christianity, Gaiman suggests that perhapssmfind, Susan still had time to repent
(although he immediately has the professor ask éRephat?”) (Gaiman 177). It does
seem unmerited that after Edmund’s action$he Lion, the Witch and the Wardrgbe
or Eustace’s behaviour ifhe Voyage of the Dawn Tread#ris Susan whose sin of not
believing in Narnia will forever exclude her fromanadise. However, given the
idealisation of childhood that is presentedTime Chronicles of Narniand its strong
connection to imagination and belief, it is perhgpssible that hers might indeed be

considered to be the one sin that can not be fergiv

5.3. The magical realm of Narnia

C. S. Lewis’ The Chronicles of Narnigportray a magical land that is featured
prominently in all seven books, which follow the nb from beginning to end,
depicting its origin inThe Magician’s Nephewo its ultimate destruction (and
simultaneous emergence or perhaps reveal of a rewd) inThe Last BattleWhile
Narnia as a location is far more distinctly mappet than the Neverland iReter Pan

it is not entirely clear whether Narnia is consateto be just one land or the entirety of
the secondary world. In the Magician’s Nephew, Bygdolly, the White Witch and
the adults they have taken with them from earttnegs the birth of an entire world (in
the sense of a dimension, because before thereaisid) the travellers stand in
nothingness: “There were no stars. It was so daakthey couldn’'t see one another at
all and it made no difference whether you kept yeyes shut or openMagician117).
The White Witch calls it an “empty world'Magician 117), before the world begins to
form in front of them. After the world has comeadngxistence, Aslan assembles the

new creatures of the land and declares to give thieis land of Narnia” Klagician
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141). This would indicate that Narnia is the narh¢he entire dimension that Digory
and Polly have discovered, akin to the entiretyfeafth as opposed to only one of its
countries. There is no denying that Narnia existeesvhere rather far away from Earth,
on its own plane of existence. Rrince Caspianthere is mention of the stars in the sky
over Narnia which Lucy knows “much better than skers of our own world"Gaspian
127), thus indicating that the world of Narnia ntighdeed be considered to be on an
entirely different planet, at a different placetle universe. The fact that the world of
Narnia (and its surrounding worlds, as presentedltwe Magician’'s Nephewis
illustrated in more detail than for example the didand, makes the world much more
tangible to the reader as a solid place where lawshysicality work, rather than the
almost dream-like place that is the Neverland. HereNarnia is also referred to as
only one of several countries of the world in vasdnstances, as the Telmarines are
said to have conquered Narnia at some point incBrdaspian and The Horse and His
Boy starts its story with talking about “an advertthat happened between Narnia and
Calormen and the lands betweerlofse11). This would place Narnia as only a land,
not the entire world and on the same or similaeles other lands in the realm. The
books are not fully consistent with the placing\arnia, however, the first and the last
book in chronological order, presenting the risd &l of Narnia respectively, clearly
refer to the entire world as Narnia, which is whyill conclude that the name Narnia
might be used to distinguish either world or labdi most likely denotes both with

overlapping meaning in the full work.

Narnia as a secondary world can therefore be ceresidto be open, as according to
Nikolajeva’s theory. It exists alongside a primagrid that is modelled after our own,
frequently using references to historical characterevents to illustrate time and place,
as for instance the air-raids in London during Wwee in The Lion, the Witch and the
Wardrobeor the reference to “those days [when] Mr. ShdrlBolmes was still living

in Baker Street” (9) iMhe Magician’s Nephewl he texts imply a multitude of possible
secondary worlds as well, describing a “Wood betwide Worlds” (47) that Digory
and Polly discover, which contains a number of Iskalpools between trees, all of
which appear to be the doorway to a different wabidory and Polly are able to access
Earth, a mostly dead world named Charn where tivey the White Witch and the
empty world that becomes Narnia through this wafigpassages, seemingly implying

Narnia to be only one world of many. At the of thiee Last Battlewhen Narnia is
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destroyed, the children travel on to a tertiaryldioa world not on the same level as the
other secondary worlds that have been presentexde;l’ she said. “This is still Narnia,
and more real and more beautiful than the Narnwndoelow, just as it was more real
and more beautiful than the Narnia outside thelS&tdbor! | see...world within world,
Narnia within Narnia...” Battle 220) This world can not be accessed through a pool
which marks its difference from the others, instgéasl compared by Mr Tumnus to “an
onion: except that as you go in and in, each ciclarger than the last” (221). They
also discover an England within England, suggedtiag) this last world is not held by
the geographical or physical constraints of thestodore visited worlds, a world on a
different level of consciousness (“every rock almaver and blade of grass looked as if
it meant more” Battle 210)), perhaps more similar to the Neverland ti@nNarnia of

their adventures.

The children’s journey can only be described asap ljourney, travelling back and
forth between the primary and secondary world (altiple secondary worlds as The
Magician’s Nepheyy though their last journey to the tertiary healika world could
be called linear, as it is fairly clear that thend be no returning from there. Since this
journey is more or less connected to their dyihgg is following the fantasy tradition of
depicting death as a linear journey with no optiomet back. As in Astrid Lindgren’s
The Brothers Lionhearthis is seen as the embarking of a new advertndea cause
for celebration rather than tragedy, also echoddeter Pan’s statement of dying being
“an awfully big adventure” (BarrieReter and Wend$52). The tertiary world that the
characters enter through dying Tine Last Battles considered to be an even better
world than the original Narnia: “This is the lanch&ve been looking for all my life,
though | never knew it till now. The reason why Weeed the old Narnia is that it
sometimes looked a little like this” (210). An eptien of the circular or loop journeys
portrayed in most novels is the third bobike Horse and His Bowhere the story takes
place in something that might almost be calledasead secondary world, with only
mentions of the world the four Pevensie childreom{ryoung adults), kings and queens

of Narnia, have come from, without a journey fronedo the other.

In contrast tdPeter Pan primary and secondary time e Chronicles of Narnidoes
not appear to be in any way parallel, instead thtba frequently makes use of time

jumps due to time passing much faster in the seamgn@orld of Narnia than in the
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primary world. The first of the novels in chronolcg order takes place around the turn
of the twentieth century, as mentioned beforehavith Digory and Polly witnessing
the creation of Narnia and the instalment of tmst fking and queen. The next novel,
The Lion, the Witch and the Wardrotakes place during the Second World War, while
in Narnia much more time has passed and the creatidNarnia is only distantly
remembered as a myth, the human line of royaltyngalong been gone from the land.
That time flows much differently in Narnia than &arth is further evidenced when
Lucy spends several hours in Narnia at her firstt wwhile only moments go by in
primary time and her siblings have not even notitedabsence. The difference in time
is made explicit by Digory, now called the Profassg...] | should not be at all
surprised to find that the other world had a sdpatime of its own; so that however
long you stayed there it would never take up angusftime” (Lion 57). They go on to
spend several years in Narnia, seemingly growinghepe but turn back into children
upon returning to the primary world, where almosttime seems to have passed. In a
way this allows the children to experience theiveadures and even grow older in
Narnia without any actual consequences on theiryeeg lives in the primary world.
When the children travel back through the wardrabey are instantly children again,
as if they had never been the young adults the Ipmokkays them of growing into.
What they experience in Narnia remains pure chiddh@dventure and is only
remembered as such. Time and its relation to Ndraie an interesting effect on how
the world of Narnia symbolises childhood. The Lion, the Witch and the Wardrobe,
leaving Narnia results in the characters reversinghildren after having become adults
in the safe fantasy sphere where there are no goesees to this, almost the complete
opposite of the protagonists Heter Panwho leave the Neverland in order to grow up.
It is only after this, when Narnia becomes trulglace of youth and childhood, as the
children are told, one after the other that theyehlaecome to old to return to Narnia.
That would seem to place the magical world of Neas a sanctuary of innocence and
purity, which it is sometimes accused of being.sThi especially interesting when
regarded in the context of Christianity, as Levgg2occupation with religious motifs in
his Narnia series is often linked to the lack ofusdity or romance in his works (Butler
232).

There does not appear to be a direct correlatibmdsn primary and secondary time in

that it flows proportionally to each other — betweghe Lion, the Witch and the
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WardrobeandPrince Caspianone year passes in primary time, with all the Reie
children once again embarking on their adventune, meanwhile hundreds of years
have passed in secondary time, with Cair Paraveglin ruins and the time of the
Pevensie children’s reign is called “the Old Day€aspian51). However, between
Prince CaspiarandThe Voyage of the Dawn Treadamly three years have passed in
secondary time while again only one year has gona lprimary time. InThe Silver
Chair, Eustace is only a few months older and meetsi@ass an old man, who was a
young man in their previous encounter. This suggtsit Lewis did not make up any
actual rules as to how time passes between NanueEarth, instead the children are
sent to Narnia whenever there is something to e dan adventure to be experienced
or a battle to be fought. While Lewis uses timaiway that fits his narrative, he does
appear to be intent on establishing that the tiaresdifferent, which emphasises the
fact that Narnia stands as a separate world wigsraf its own. Nikolajeva who uses
the Narnia series as an example for her study iofgsy and secondary time remarks
that “[t]ime is important to Lewis; with the indepaent flow of times in the primary
and the secondary worlds he wants to stress tteteexe of the two worlds'Magic
Code68). The entire existence of Narnia happens dubigpry’s life time who as a
young boy witnesses its creation and as an old reanns to Aslan’s country after
Narnia’s destruction (albeit being transformed beckis child self along with Polly, as
pointed out by Jill (“Youngsters, indeed!” [...] “loth’t believe you two really are much
older than we are hereBéttle 172)). It seems significant that despite the faet the
entire existence of Narnia is covered in the sewarels ofThe Chronicles of Narnja
the land itself does not change much more tharhiidren travelling there. Regardless
of the fact that the reader witnesses the creadimh destruction of Narnia and may
assume that several millennia possibly lie betwibese two, there are very few cultural
developments within Narnia, which is perpetuallyefi in a seemingly medieval era,
where kings and queens rule and battles are fomgihtswords (or magic). However, in
Prince Caspian, there is a certain sense of nastdlgpughout the book, with Caspian
wishing to have lived in the “Old Days”, or whatssmetimes called the “Golden Age”
of Narnia (Schakel 35). Additionally, Lewis has beeriticised for his “apparently
slapdash world-building” (James 71), citing theluseon of characters such as Father
Christmas as a sign that Lewis was not interegietthe construction of his world so
much as in the themes he wanted to express (Jae$his may be an expression of

nostalgia for a romanticised past, a time of adwest royalty and magic, and a land
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that never truly changes, even when castles Irains and lands are conquered, there is
no desire for technological progress because thaiot why Narnia exists. Narnia’'s
purpose instead appears to be to provide the ehildith opportunities of adventures

and testing of faith, and to remain eternal andstaomt while the children come and go.

There are numerous ways of passage to let thegmmutds enter Narnia in the various
books, and they never seem to enter in the samaanagain. Some of them appear to
be variations of what Nikolajeva calls the “magibjext” (the rings, the painting),
others correspond to the concept of the “door” (tladrobe, the literal door iffhe
Silver Chai) or the passage happens through a messenger (Asiaost cases, though
it could be argued that he is always somehow resplenfor the children’s journey to
Narnia). InThe Magician’s Nephewit is a set of yellow and green rings that allow
Digory and Polly to travel between the worlds isihoteworthy that those rings are the
only magic passage that take the protagonist toMbed between the Worlds and the
different secondary world of Charn, while all otlgateways lead directly into Narnia
and only Narnia. InThe Lion, the Witch and the Wardrgbkis the wardrobe that is a
hidden door to Narnia, which does have a connecttidghe first book in that it contains
wood of the apple tree planted by the apple thgobby took from Narnia. IrPrince
Caspian the four children are simply disappearing froneithplace in the railway
station, and learn later on that they were calle&bsan’s magic horn; ihhe Voyage of
the Dawn TreaderLucy, Edmund and Eustace enter through a piadfirdhe Dawn
Treader and arrive in the ocean, surrounded byriztd he Silver Chair Eustace and
Jill first access a world between the primary waitd Narnia, the only ones to do so
except for Digory and Polly ifhe Magician’s Nephewvthought this place is described
different from the Wood between the Worlds anddhiédren are brought to Narnia by
Aslan blowing them away, as he describes it. Iteapp as though the passages
themselves are not particularly important to theateve, nor does Lewis explain them
in much detail. While he explicitly points out ththe wardrobe oThe Lion, the Witch
and the Wardrobés connected to the apple treeltfe Magician’s Nephewone of the
following passages seem to be similarly linked. Téspective form of the passages in
theNarnia series changes from book to book (the childrerenenter twice in the same
way, except within the constraints of one particulavel), they are only a way of
getting the child characters to the fantasy reatd do not require much additional

explanation in Lewis’ fantastical setting. In compan, bothPeter PanandHis Dark
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Materials feature very specific and unique ways of passage their respective
secondary worlds. Lewis’ Narnia appears to be quétiled at first glance, but upon
applying Nikolajeva’s concepts, it becomes cleaat ththere is much room for
interpretation concerning the construction of tiesidnal land. The effect of this places
the world of Narnia, though mapped out in more itletboser to the dreamlike world of
imagination that is the Neverland, compared tohigily specific worlds oHis Dark
Materials, which contain a detailed set of rules for tramellbetween the worlds. The
idea that Narnia is less an actual constructed dvtithn a symbol of childhood
adventure and Christianity is further highlightadhe last novel of the series, where the
characters experience Narnia’s swift destruction, naythical and symbolic as its
creation in the first book. Iithe Last Battlgit is Death that brings all the former child
protagonists back to Narnia on the verge of itdrdeson and they do not return to the
primary world and Aslan restores their youth orvesathem timeless (“we stopped
feeling old” (172)), forever pure and innocent amithin the narrative thus worthy of

Narnia.

6. Philip Pullman: His Dark Materials

Philip Pullman’sHis Dark Materialstrilogy possesses some similarities to C. S. Lewis
The Chronicles of Narnjanamely a preoccupation with religion and Christya in
particular and childhood symbolism. However, hiseals, which were published from
1995 to 2000, show a markedly different, far mariécal approach to both of these
motifs, resulting in a strong reaction from the lidic Church, which condemned the
books as blasphemous, in response to the filmaresi the first novel (Byrne par. 8).
Pullman himself has a similarly negative view o€ t@atholic Church, calling it “a
wretched organisation” that he hoped would “vanesftirely” (Barton par. 23).
According to Beck, theHis Dark Materials trilogy was influenced by Pullman’s
reception of C. S. LewisThe Chronicles of Narniand his impression that “Lewis was
so fixated on innocent children that he killed theather then let them go through

adolescence” (Pullman quoted in Beck 246).

Where Lewis presents the search and wish for aebetorld in hisNarnia books,

Pullman aims to give a representation of the aoiwald and to find a connection to

® The abbreviation “par.” indicates the paragraptthe online newspaper articles that are referoed t
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humanity in his work. However, his version of chitabd, while definitely very different
from Lewis’ or Barrie’s conception thereof, remamseparate phase in peoples’ lives,
with puberty marking the transition into adulthoasl a distinctive process that clears
the path to becoming adults settled in life. Putirdaes not shy away from showing the
beginnings of adolescence in his novels as Lyravdildslowly begin to develop more
than platonic feelings for each other. | will endaar to examine the deconstruction of
the idealisation of childhood in Pullman’s novelst lalso if childhood might still be
regarded as a significant era in them. The conaiejhte deemons especially interests me
as this is clearly linked to the notion of childldoand adolescence in the text. Finally, |
will look at the primary and secondary world(s) césed inHis Dark Materialsand
attempt to analyse how they are constructed andthewantastical elements in them

are linked to the concept of childhood.

6.1. The deconstruction of Romanticism and fantasy

In His Dark Materials the common theme of children’s fantasy literattine Romantic
Child, is likely purposefully deconstructed. Whilee child protagonists could be called
innocent, if one defines innocence by linking it dogeneral kind-heartedness and
likeability of the character, this innocence isther protected nor celebrated in the text.
Especially the association of childhood innocenoé purity with closeness to God is
clearly rejected by the text, as it is knowledgheathan an inherent childish belief that
Is portrayed as a danger to the clerical societthefbooks. The church goes to great
lengths of attempting to kill Lyra before she findst about the meaning of Dust; it
could be said that her youth is a threat rathar gtanething to be treasured. While only
the children are able to truly use the magicalfacts as the alethiometer and the subtle
knife, they need to reach a certain level of matubefore they can truly begin to
understand the working of the world. In Pullmamibgy it might therefore be said that
childish innocence is considered inferior to adodturity and experience that is needed

for true understanding, a stepping stone rather &hgift that needs to be preserved.

And yet, children do have a different status in bloeks compared to the adults — Lyra
and Will are able to do what the adults cannotfihal, out the truth about Dust as well
as work with the magic objects that lead them t® thalisation in the first place. If the

children show flaws in their personalities, the l&glin His Dark Materialsrange from
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disappointing to vicious and cruel and even thbs¢ $eem benevolent show their dark
side at some point or the other. There may be ealightion of childhood to be found in
Pullman’s trilogy, but childhood in itself is deped as a state that is markedly different
from adulthood and it is the child protagonists wdre the most relatable characters,
almost independent from adult influence. Butler aeks on the importance of the
young characters as she suggests that “[o]ne wenyrtk about His Dark Materials is as
a reworking ofParadise Lostin Blakean terms, in which a cruel, Urizenic G&d |
defeated by the promethean energy of youth” (2BL)st works in a different way for
children and adults, seemingly connected to aduidtee than children (which might hint
that adulthood is actually seen as the superite stdHis Dark Materialg as “[a]dults
attract them, but not children. At least, not muahg not until adolescence” (Pullman,
Northern Lights90)? The adults of this secondary world, especially ¢hexgy, fear
Dust and wish to find a way to vanquish it, whistthe origin of the terrible experiment
that severs children from their deemons. The Maugiste fears Dust so much, they
agree to murder a child in order to keep her fraffilling a prophecy that they view to
be the reason that “Dust and sin will triumpi’hé Amber Spygla®8). They seek to
destroy what they fear, which appears to be Dudtpbh a subtextual level could also be
the female sexuality in general, as they speak tabgna giving into temptation, “like
Eve” (The AmbeiSpyglas$8). However, as Lyra later points out, if all #heults that
she has come to know as mostly deceitful and umtorthy hate Dust, there is a
possibility that it might actually “be goodNerthernLights 397) after all. In the end,
Lyra’s evolution into “a second Eve” is ultimatefgr the benefit of the world, as
Pullman’s version of the ‘Fall’ is seen as “a liagon rather than a curse” (Butler 231),
resulting in what Lyra proclaims to be the “repabdif heaven” The Amber Spyglass
522).

The fantasy setting iHlis Dark Materialsis not actually used much differently than in
Peter Panor The Chronicles of Narnjaexcept for the added stronger political
undercurrent. It works as way to allow the readeatistance him- or herself from reality
by acknowledging actual reality-based themes amblematic situations. The link
between fantasy and imagination is not as strortgigtrilogy as in the other two book
series that | have examined in this thesis; howeere is still evidence of it to be

found in the text. Imagination and childhood aii# strongly implied to be connected

° In sections 6.1 - 6.3 the page numbers referedrtiividual works of Philip Pullmansis Dark
Materials unless otherwise indicated.
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in the novel, as Lyra’s ability to read the aleth&ter is related to her youth and
imaginative power, a natural ability that is lostce she goes through puberty, which

she greatly laments:

“It's no good — | can tell — it's gone forever st came when | needed it, for
all the things I had to do — for rescuing Roged #ren for us two — and now it's
over, now everything’s finished, it’s just left md.was afraid of that, because
it's been so difficult — | thought | couldn’t seeproperly, or my fingers were
stiff or something, but it wasn't that at all; thewer was just leaving me, it was
just fading away...Oh, it's gone, Will! I've lost itt'll never come back!”

(The AmbeSpyglas194)

On the other hand, where in the other two bookisllsbod imagination and abilities are
irrevocably lost, Pullman puts a more optimistiégnspn this idea by proposing that
experience and intellect might be enough to mak&ughe loss of innocence. Lyra is
told that she may some day be able to work withalleéhiometer again, though not by
returning to the imagination and innocence of leidbood but by maturing further and
working on her abilities: “You read it by gracedid Xaphania, looking at her, “and
you can regain it by workThe AmbeGpyglas£195). Growing up is an essential aspect
of Pullman’s version of humanity, and this is ithiaded by the children being forced to
let go of the fantastical elements in their livilee alethiometer and the knife. In this, the
author reinforces rather than deconstructs a comoonicept of fantasy literature, as
Lyra and Will are both chosen to use their respectirtefacts and are considered to be
the ones that these objects truly belong to. Orssiple idea to subvert this is the
revelation at the end dthe Amber Spygladkat it is actually the use of the subtle knife
that creates the soul-eating creatures called pleet&s, whenever it is used to carve a
window between the worlds: “Every time we open adaw with the knife, it makes a
Spectre. It's like a little bit of the abyss thhtats out and enters the world. That's why
the Cittagazze world was so full of them, becauisallothe windows they left open
there” (490).

A motif that is explored in the novels is the cqpicef destiny, which is very commonly
a theme in fantasy literature. Pullmartés Dark Materials as a complete work

demonstrates a variety of possible perceptionsesfimly. Lyra’s entire life is shaped by
the prophecy and her talent of using the alethiemethich gives her adventure its
direction. Much of her life is also marked by tmdluence of her parents’ respective

decisions and destiny, over which she has no patvall. On the other hand, especially
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in The Amber Spyglasfree will is stressed to be more important thanwing one’s
destined direction of life:

“l shall decide what | do. If you say my work is figlg, or healing, or

exploring, or whatever you might say, I'll always thinking about it, and if | do
end up doing that I'll be resentful because i#ef as if | didn’t have a choice,
and if | don’t do it, I'll feel guilty because | shld. Whatever | do, | will choose
it, no one else."The AmbeSpyglas$00)

Xaphania replies to Will's statement by declarihgstto be “the first steps towards
wisdom” (The AmbeiSpyglas500). While Will and Lyra grow up and settle iriteeir
adult roles and responsibilities at the end ofléisé novel, they agree to “meet” one day
every year in the Botanic Garden, despite livingparallel worlds, as a way of being
together without actually being able to see andhoeach other. Perhaps it might be
said that this garden symbolises their shared labdd, a place of nostalgic longing for
something long gone, however, it is romantic lomd their first experience of maturity
that is remembered here. In a sense, this agaiasas a deconstruction of the common
idea of a fantasy world symbolising childhood, las thildren value the moment that
marked their transition into adulthood above alhers. Beck comes to a similar
conclusion as she likens the Botanic Garden tdiblecal garden of Eden, a symbol of
the Fall (reinterpreted as a positive development)phasising that “they are permitted
this connection as an act of memory, of celebratibwhat they experienced together
and of their eventual love for each other” (254he $oints out that Lyra and Will
ultimately have left the garden and it remains yesesymbol of the nostalgic longing
so often associated with the memory of childhoatbverted by Pullman as a memory
of love instead (Beck 254).

Despite Pullman’s rejection of many of the Romastieals, the value of imagination,
though a specific kind of imagination, remains @&seatial part of his work. Lyra’s
talent for storytelling is vital to the confrontati with the harpies, who wish to hear
what they call true stories, while rejecting puaathsy. The author himself has stated
that a great story should not merely be escapigtshould have something to do with
actual human reality, which perhaps is reflectethia scene. Lyra’s true stories, which
are still not merely factual retellings, but imagfive tales that are enhanced by
evocative language, are the basis for a bargaim tvé harpies which is crucial to the

eventual triumph over the Authority. Fantasy asearg might be to some extent
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deconstructed and subverted by the author, but imaggn, in his own original
conception of it, remains a fundamental part ofstoey,

6.2. Lyra, Will and their deemons

The child characters of Pullmantis Dark Materialsare perhaps portrayed with the
most distinctive personalities out of the preseaiat of childhood by the three different
writers | have chosen to analyse in this thesigalBelacqua is the primary child
protagonist in the first novel of the trilogMorthern Lights and it is her point of view
that for the most part introduces the reader towtbdd described in the book. She is
frequently described as a flawed character, dedgiag the heroine of the novel,
repeatedly lying in order to get what she wantsawe herself, earning her the nickname
“Lyra Silvertongue” Northern Lights 346) after pretending to be lorek's deemon in
order to ensure her safety. Throughout the booksskhown to be stealing, lying and
her curiosity and sense of adventure sometimessl@éadreckless behaviour that

endangers not only her but others as well.

While Lyra in many ways defies the characteristiosst commonly attributed to the
Romantic child, the book does picture her as a wedgpendent, free-spirited child
whose personality forms with minimal influence bglulis. She lives in a parallel
universe version of Oxford, in itself not a placgsaciated in any way with nature
(instead, Lyra appears to grow up in the very eeofr education, benefiting from it
directly), however, the novel does paint her clollt life as near idyllic, allowing her
to roam free through the halls and places of thc®sdary Oxford, as nature-bound as a

city child can be:

In many ways Lyra was a barbarian. What she likest lwas clambering over
the College roofs with Roger, the Kitchen boy whasvier particular friend, to
spit plum-stones on the heads of passing Schotaxs lwoot like owls outside a
window where a tutorial was going on; or racingotigh the narrow streets, or
stealing apples from the market [..NdrthernLights 35/36)

Lyra is described as a troublemaker, though th&se portrayed as child’s play rather
than a serious flaw in her character, rather & tfaihe Oxford children in general. It is
pointed out though that children’s fighting is muwtifferent than adults would perceive
it: “Children playing together: how pleasant to Isééhat could be more innocent and
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charming?” which is immediately subverted by thetreentence: “In fact, of course,
Lyra and her peers were engaged in deadly war{&eithernLights 36). The children
are fairly ruthless in their encounters, thougha_ig also shown to be loyal to her friend
Roger, searching everywhere for him when he goessing. The novel frequently
points out her independence and freedom, while I&ameously attaching negative
connotations to both: Aside from calling her a laaidn, she is also referred to as “a
coarse and greedy little savage” and that she eeschildhood “like a half-wild cat”
(NorthernLights 37). The author is very careful here to portraya.gs a fairly flawed
individual, with a distinctive personality of hewn, instead of a symbol of childish
innocence merely filling the role of the protagdnié/hile Lyra’s connection to the
greater education system of the fictional Jordatke@e is remarked on, she chooses not
to pursue this education, instead preferring topsmilord it over the other urchins”
(Northern Lights 37). Her neglect of at least attempting to eduteeself, since the
opportunity would most likely be there, is cons&bbto be a flaw. Lyra’s childhood is
far more idyllic than other children’s by compansowhich is the basis for Mrs
Coulter's scheme of kidnapping them for the experimas they follow her more or

less willingly in most cases.

Will, the second child protagonist, appears forfilst time inThe Subtle Knifewhere
his life in his home world, what could actually balled the primary world, since it
seems to be modelled after what we regard as ye#ditportrayed as difficult and
challenging. The boy is introduced as a more resipancharacter than his counterpart
Lyra, as he is not free to play with children whesrehe likes, but is instead taking care
of his mentally ill mother (“She’s just kind of clused and muddled and she gets a bit
worried” (The Subtlnife 2)). In his introductory chapter, Will accidenyakills a man
who searches his house and would have likely hartihhe had gotten to him, describe
as “trained and fit and hardTle Subtl&nife 7), but Will nevertheless feels guilt about
it: “He couldn’t get out of his mind the crack &®tman’s head had struck the table, and
the way his neck was bent so far and in such agweay, and the dreadful twitching of
his limbs” (The Subtl&nife 7). Will and Lyra are contrasted in the descripsi@f their
respective personalities, both possessing qualéres flaws that the other does not
have. Where Lyra can talk her way out of almost sityation, Will is more honest, but
also more forceful and strong, which he has leatmegrotecting his mother since his

early childhood, and Lyra in her carefree Oxfordygiround has never had to learn.
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Early on it is hinted that they compliment eacheothwhich might suggest their
eventual romantic compatibility and destiny to exsdstar-crossed lovers. Will is from
what is implied to be the primary world (which maks first real appearance only in
the second book of the trilogy), which is demortstiteby his lack of a visible deemon.
The fact that he is an accidental murderer is motrgyed as a flaw in itself; Lyra’s
reaction indicates more positive surprise and ae@h safety than any moral outrage

over the fact that Will has killed someone:

The alethiometer answerdde is a murderer

When she saw the answer, she relaxed at once. i foed food, and show her
how to reach Oxford, and those were powers thae wseful, but he might still
have been untrustworthy or cowardly. A murderer agrthy companion. She
felt as safe with him as she’d done with lorek Bson the armoured beaill{e
SubtleKnife 28).

It seems odd that Lyra would find a murderer tdrbstworthy, especially since he did
not tell her himself but she found out from her mabobject, but considering the adult
company she has experienced throughout her lifmaites sense that Lyra would not
find anything especially terrible about being a darer. Innocence and purity play no
part in the principles of Lyra and Will, with persd honour and reliability being

considered of higher importance than Romanticisialsl and Christian values. The
author is concerned with presenting his child ctt@ra with individuality and

distinctive personalities instead of having themfoam to conceptions of the Romantic
child. Lyra and Will are not inherently better thdre adults that surround them by

virtue of being children; instead they have themngersonal strengths and weaknesses.

The books that center around Lyra and Will's chadét adventure perhaps fittingly end
with their kiss, leading them into a burgeoning us@xawareness that marks the
beginning of their adolescence and first stageransitioning into adulthood. The
ultimate goal of stopping Dust from flowing awayashieved in the moment where
Lyra and Will give into their feelings for each ettand share a kiss, which signifies the
fulfilment of Lyra’s destiny. It is telling that lrg’s important destiny is so firmly
connected to her growing up, reinforcing the imance of personal growth and the
achievement of maturity as a culmination of tharergtory: “The Dust pouring down
from the stars had found a living home again, drebe children-no-longer-children,

saturated with love, were the cause of it allh¢ AmbeiSpyglass173). While they are
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both portrayed as flawed individuals, Lyra and Vdiso show remarkable selflessness
throughout the story, which is connected to theawgng maturity and experience: At
the end they are told that there will be enoughtDuseave one window open and for a
moment they allow themselves to think of only thelmss and are excited about the
possibility of staying together. However, they realthey have to leave it for the dead,
with Lyra stating, despite her growing desperatibbeing forever separated from Will:
“We must leave it open for them! We mustThe AmbeiSpyglass496). The urgency
of this declaration might be in part due to herdcheé convincing herself that this is
absolutely necessary and there is no way for heVéitl to be together, as well as her

experience in the land of the dead.

The perhaps most defining aspect of Lyra’'s secondeorld is the existence of
deemons, creatures in animal shape that exist aaahs of peoples’ selves. They are
inextricably connected to their humans, as it iplied that they are part of their souls
or perhaps the corporeal form they take. Daemonsaacbrding to their human
counterparts’ personalities and intentions, witkirtfiorm often symbolising a defining
trait in the person’s character or the currenestéditchildren’s souls. The concept of soul
in Pullman’s trilogy appears to be understood astsmnd personality, rather than the
sometimes romanticised version of a conscienceyavie lose one’s soul means to
become evil. ItHis Dark Materials losing their deemon means the loss of all energy
and eventual death for the person it belonged h& &xperiments conducted by Mrs
Coulter on behalf of the church result in childsedeath, as the project could further be
interpreted as an attempt to “prevent children fgaiming sexual maturity by surgically
‘severing’ them from their daemons” (Butler 231n.Northern Lights Lyra’s deemon
urges her to leave, without warning Lord Asriel abthe poison meant to murder him
and it is Lyra who decides to stay against his couitherefore | believe that it can
reasonably be assumed that deemons are not mesaghiy a sense of right and wrong,
instead they are as human and flawed as their pethpé noteworthy that deemons can
change their form freely and at will as long asrtihespective human is a child, their
form only becomes fixed when the child goes thropgberty. Adults have deemons
that are forever shaped in a specific form, suchliasCoulter’s golden monkey or Lord
Asriel's snow leopard. They represent the adulils in their final, unchangeable
appearance and “reflect the true nature of theviddal” (Mendlesohn 126). Pullman

contrasts the fluidity and on-going developmentchiidren with the inflexibility of
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adults, which would appear to emphasise the diffsgan childhood and adulthood yet
again. However, when Lyra’s and Will's deemons eetth their final form, this is
portrayed as a positive thing, a necessity thabtonly accepted but welcomed by both

children:

“Pan,” Lyra said as he flowed up on to her lap,uye not going to change a lot
any more, are you?”

“No,” he said.

“It's funny,” she said, “you remember when we wgoeinger and | didn’t want
you to stop changing at all...Well, | wouldn’t mind shuch now. Not if you
stay like this.” [...] And she knew too that neitrdsemon would change now,
having felt a lover’s hands on them. These werg gi@apes for life: they would
want no other.The AmbeGpyglas$03)

The settling on a specific form is associated mtdxt with the love that Lyra and Will
feel for each other, as well as the young aduldirfg content with who they are and
who they are with. The deemons no longer changingoisregarded as a loss of

childhood, but the recognition of where the chaecbelong in life.

6.3. Travelling through the multiverse

The parallel universes ¢fis Dark Materialsare depicted in much detail and a clear set
of rules regarding the physicality and geographupadlities of the worlds, with an
attention to especially technical detail that issencommonly found in Science Fiction,
than in Fantasy fiction. Nikolajeva’'s concepts ahtisy world and time are used in
another way in Pullman’s trilogy than in the oth&o series of novels | have analysed,
in order to create an entirely different effect thhe reader, which “demonstrates the
fractal nature of the form which can be twisted &urded to achieve new perspectives”
(Mendlesohn 127). The novels take place duringtsofalised version of the twentieth
century and both the primary and the main secondand have access to technology
that fits this era, Lyra’s world even featuringhaology that might exceed the advanced
technology of the time. The trilogy is unique amadhg books that | have chosen to
analyse in that both the primary and the main sg&mgnworld are modelled after our
reality, implied to be parallel in almost every wagpecially when it comes to

geographical relations — the Botanic Garden whighl®lises Lyra and Will's shared
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memories and love exists in both of their worldd a@mains a meeting point for them,

at least in spirit after they part ways at the eh@ihe Amber Spyglass

Similarly to The Chronicles of Narnjathe text implies an infinite multitude of
universes, some of which might be close imitatiohne another, like Lyra’s and
Will’'s versions of Oxford, which differ in detailsut are still both essentially Oxford,
and vastly different worlds such as Cittagazze #ma world of the dead. While
Cittagazze appears to be a similar parallel unévetgh as Lyra and Will's worlds, the
world of the dead is on another level, and haseckfit rules for entering and leaving it
(related to elements of Greek mythology). In Ciétzze, Lyra and Will hear of the
Spectres, ghoulish creatures that devour adoles@md adults, but are invisible to
children, which is why the city is full of free nmang children when Lyra and Will
arrive there (“when a Spectre catch a grown-up;shmad to see. They eat the life out
of them there and then, all rightTlie SubtleKnife 60)). It is later explained that
Spectres are connected to Dust and that everyWitieuts a window through a world
a Spectre emerges. The Spectres start preyingilulierhon the verge of adolescence
until the moment they come of age, which is whezythonsume them. This specific
moment when children transition into adolescentefiesn emphasised throughout the
book and is of great importance to a variety ofnésesuch as the loss of the deemons’
shapeshifting abilities and at the culmination gfd’s personal destiny, the reversal of

the flow of Dust.

The first novel of the trilogyiNorthern Lights takes place in a closed secondary world,
a world full of fantasy elements that, while shogvstrong similarities, is different from
our own, most notably in the existence of deemonsogsoreal forms of one’s soul. In
The Subtle KnifeWill's world is introduced, which is strongly irhed to be the
primary world, i.e. the world of the reader, resémtbreality. With the possession of
the subtle knife, the children are able of enteahrgost any world that they want and
they travel through a multitude of worlds, alsogirently going back to ones they
already visited. Their way of travelling could masinceivably be called a huge loop
journey, which includes secondary and tertiary d&rhwith the participants ending up
in the world they originally came from. The maga&spage varies throughout the books,
but whichever object or power they use to accebsrotorlds, it is always through

what is called a window between the worlds. Thegadaws that most prominently
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may be cut with the subtle knife (making it a sdugfter magic object) function as

portals and there are specific rules in place abmit use. While place is an important
concept in the novels, time is less so, as themmiseal mention of any differences in
time throughout the parallel worlds. It is implidtht time goes at the exact same flow,
since they also all share the same physical priegernost importantly indicated by the

existence of Dust in every one of them.

Dust remains a rather mysterious matter throughwmst of the novels, despite it being
a key element of setting the narrative in motiofthdugh Dust is a constant in the
thoughts and fears of the characters, the queasaio what is actually signifies is not
answered until the end of the books by the anggh&mnia: “Dust is not a constant.
There’s not a fixed quantity that has always bden dame. Conscious beings make
Dust — they renew it all the time, by thinking afedling and reflecting, by gaining
wisdom and passing it on'Thie AmberSpyglass496). Dust, as the most important
magic element of the fictional worlds in Pullmaiiss Dark Materialsis interestingly
portrayed as having as stronger connection to @dun children, as it is described as
an expression of consciousness and wisdom. It nbglsuggested by the text that Dust
is related to knowledge, resulting in the Churcféar and antagonism towards the

matter.

Despite the numerous differences between the thoek series that | have examined in
this thesis, there are some clear similaritiesaw khey end: The cause might be diverse
in each case, but all child protagonists lose thktyto travel between the primary and
secondary worlds and presumably start their adetdsikves in the world they came
from (this was also the ending of each booKlire Chronicles of Narnjauntil The Last
Battle), settling into their new responsibilities and ibgl their childhood adventures
goodbye. InHis Dark Materialsit is not so much the secondary fantasy world that
symbolises childhood, but it is the freedom andcepehdence of travelling between the
worlds, the journey itself and the ability of trélireg that is lost at the end of childhood.
In a way this is also true of the other works | &awnalysed, however, Pullman’s trilogy
differs from the other books in that travelling Wween the worlds is stopped out of
necessity as it endangers the world (and it wotildtlseoretically be possible), so it is
not an inherent ability of childhood that is losb ither a gradual loss of childish

imagination, as inPeter Panor because Aslan’s rules prevent it, as in Nenia
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series). Childhood is also reflected in the evexnging shape of the children’s
deemons, as in Pullman’s universe childhood is & sthfluctuation, during which the
characters find out who they will be for the resthir lives. A crucial difference to the
other books is the assumption that the charactetdio Dark Materialswill always

remember the other worlds and their journeys, moply as a part of imagination but as
real, actual lands that have been visited and wehltngingly missed is not so much

their childhood but who and what they have lostrattwas over.

7. Conclusion

Children and fantasy have been connected in liuszaby authors, critics and readers,
since the emergence of children’s literature aspaate genre. In this thesis | attempted
to provide a detailed analysis of how the concepthildhood and fantasy are linked in
three main primary texts of children’s literatude:M. Barrie’sPeter Pan C. S. Lewis’
The Chronicles of Narniand Philip Pullman’#lis Dark Materials | aimed to present
an overview of the literary portrayal of childrem these books, as well as the texts’
approach to the depiction and interpretation of fgvecess of growing up and

adolescence as well as adulthood.

To give an understanding of the subject matter $ warking with, | first examined
critical approaches to children’s literature, dssing the numerous attempts of finding
a satisfying definition of the genre. Despite thenyfactors that play a part in defining
the meaning of children’s literature, there haveerbeomprehensive studies that
determined applicable working definitions of whiae tterm entails. The works | have
looked at during this thesis are all considereldegart of children’s literature, most by
virtue of being written with children as the evaltiaudience in mind, although
Pullman specifically stated that he aimed at adieo@ange of readers when writikijs
Dark Materials While the readership of these texts today willsiiikely include far
more adults and adolescents than actual childretill consider them to be books for
children as per Hollindale’s definition: All of the are primarily concerned with
children and childhood and all of them use fantasg imaginary figures and situations
as a way to appeal to the child reader.
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| gave a brief overview of the history of childreriterature because it is important to
understand when and how texts intended primaritycfoldren were developed, as |
wanted to provide a historical background for theolation of Romanticism in
children’s literature, which is the main focal poof my thesis. The idealisation of
childhood that stems from Romanticist ideas, whigdre influenced by Locke and
Rousseau (among others), combined with its associatith innocence and purity,
affects all the texts | have analysed, albeit imadety of ways. While the Romantic
child is certainly seen in the depiction of therettder of Peter Pan in Barrie’s work, the
author portrays the child with a surprising amoohhonesty as to what being a child
actually entails and does not shy away from desugiPeter's negative traits that make
him one of the most complex representations ofila @ children’s literature. Lewis’
work is closely connected to the symbols and cawsced Christianity, which is
reflected in his representation of childhood andlestence. His child characters grow,
but they arguably are not depicted as growing uUper@ is no noticeable difference
between childhood and adolescencdlie Chronicles of Narnjaexcept in the case of
Susan, whose problematic treatment | have questi@me analysed in a separate
section. Susan is the only character in the sénesis described as showing somewhat
stereotypical behaviour commonly associated witblegtence and as a result she is
denied all remnants of a connection to Narnia. §em@se, the text seems to suggest that
to grow up and to become an adolescent is to betrdghood. However, as illustrated
in previous sections, aside from Susan, Lewis lgrgertrays his child characters as
either inherently virtuous or exhibiting flaws asdbsequently earning redemption for
them, for the most part due to Aslan’s guidancel.éwis’ work, the by Romanticists
alleged closeness of the child to God manifestfitsn the various occasions that
children are chosen to be the saviours of Narniadlgn. Ideals of the Romantic child
in correlation with the ideology of Christianity rcaalso be seen as influences on
Pullman’sHis Dark Materials however, the author does not reinforce these esagt
actively tries to deconstruct the image of childihaas an idealised state. While his
version of childhood is still a defined, separabage which has a distinct end point,
namely puberty, he contrasts childhood innocencth adult maturity and gives
preference to knowledge and experience over argramt purity. The child characters
of the series have fully formed personalities arel unique in the sense that they are

allowed to grow up into adolescents with all thareteteristics of this phase, such as a
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burgeoning sexuality (which is almost completelgeit from the other works | have

analysed).

It is no coincidence that the works of childrenterature that | chose to analyse in this
paper all belong to the fantasy genre. Fantasatitee has a history of being regarded
as appropriate for children while simultaneously being accepted as a sophisticated
genre of challenging literature for adults. This especially interesting when one
considers that the novels | examined have a histbbging read by children and adults,
with the Peter PanandNarnia series primarily consumed by adults today dedpeiag
originally conceived as children’s fiction, whildis Dark Materialswas always aimed
at children, adolescents and adults alike. In otgegive an understanding of the
relationship between children and fantasy, | gameoserview of the evolution of
fantasy literature and the development of its catiae to children’s literature, as well
as a brief outline of the differentiation betweamthsy as a whole, as a specific genre
among many other (sub)genres often defined bytitiae of duality, a conflict between

a primary and secondary world.

As there are different theories of fantasy literafu chose to use the concepts described
by Maria Nikolajeva inThe Magic Coden order to avoid confusions of terminology.
Her theory provided a background for my analysid allowed me to compare the very
different worlds of the three authors | studied aromparable basis, examining the
concept of primary and secondary worlds as wetlms and passage in relation to the
child characters. Moreover, the application of Néjeva's concepts of primary and
secondary worlds, time and ways of passage alloavggeater understanding of the
actual construction of the magical places describdte selected books. The emphasis
of this paper was on the depiction of childhood #&sdransition into adolescence in
fantasy literature for children and how the fantagyld and elements in particular are
used by the author to represent childhood. | haved that it is above all the journey
and the ability to travel between the primary aedosdary world that is treated as a
symbol of childhood in all the novels that | anagswith a variety of different ways
and meaningsPeter Pandoes not present nostalgia for lost childhood ashras it is
often claimed to do, but childhood as embodiedh®y ¢haracter of Peter Pan and the
fantasy world of the Neverland symbolise childhaxlan era of independence and

adventure, albeit one that will have to be left ibdhin order to take on adult
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responsibilities eventually. In fact, the only chih Peter Panthat does not grow up,
Peter himself, is painted as a somewhat tragiadigine eternal child that is destined to
be forgotten and left behind. The land of Narniaordy accessible to the child
characters until they grow too old to visit it, aa@pears therefore also linked to
childhood. Narnia is also a place of adventureugiioa different kind than iRPeter
Pan, and a place where children may grow up in namegewtever quite appearing to
reach adolescence. The characters remain essgttimlbame just as the fantasy land of
Narnia does not change significantly, a place oflimeal quests and voyages from its
creation to its destruction. Pullman’s charactdlrsan travel between the worlds of the
trilogy’s multiverse, but it is no coincidence ththe windows between the worlds are
sealed just as Lyra and Will reach adolescencetlandbegin to prepare for their adult
lives. InPeter PanandThe Chronicles of Narnjahe secondary world represents a state
of independent childhood away from parental guiéanbere children gain experiences
before returning to the primary world, echoing #raing theme of settling into adult
responsibilities oHis Dark Materials In theNarnia series, this is undermined by the
last book that strongly emphasises the Christiatifrabthe novels and chooses to let
its characters move on to heaven instead of liemgtheir adult lives, a move that has
been regarded as a rejection of growing up by Bailman, as demonstrated in “The

Problem of Susan”, as well as by Philip Pullman.

One aspect that all three series of books havenmmon is the illustration of the power
and significance of imagination as a part of choloth, which is regarded as a highly
treasured quality that should be valued by childred adults alike. Children’s ability to
believe is what saves Tinker Bell's life Heter Panand facilitates the existence of the
Neverland; the absence of imagination and faithammented inThe Chronicles of
Narnia and storytelling is considered to be Lyra’s grsatgft in His Dark Materials
The meaning of imagination appears to be a shawedity) of children’s and fantasy
literature and is celebrated by these three wrikgtts dissimilar values in different eras

as one of the fundamentals of writing fantastittatature for children.
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9. Appendix

Abstract (English)

This thesis aims to examine the link between fantasd children, with a particular
emphasis on the depiction of the secondary worldfaintasy literature and the

connection between this fictional world and theaapt of childhood.

In the first part of the thesis, the topic of chdd’s literature is analysed and discussed
in terms of definition, historical development addalisation of childhood as illustrated
by the characteristics of the Romantic child. Thamntic child is a concept that is
strongly influenced by the philosophical writingé #ohn Locke and Jean Jacques
Rousseau, whose at the time revolutionary new nstiof children and childhood
played an important part in the evolution of thecpption of childhood as a separate,
valuable stage of life. This resulted in the idéahuldren as inherently innocent and
pure characters and childhood as a state of indiemee and adventure that was also

demonstrated in literary texts.

The second theoretical part is concerned with &nligerature, its origins, definition as
a genre and especially its connection to childrditegature, as there is a general
assumption that fantasy literature is innately nguiable for children than adults, with
diverging opinions on the subject depending onaimhor or literary critic. Moreover,
Maria Nikolajeva’s terminology regarding secondavgrids in fantasy literature is

discussed, which serves as a theoretical backdrajé analytical part of the paper.

The literary works discussed in this thesis ar#®l.JBarrie’s Peter Pan C. S. Lewis’
The Chronicles of Narniand Philip Pullman'His Dark Materials as well as Neil
Gaiman’s “The Problem of Susan”, which is considererelation to Lewis’ novels. All
these texts (with the exception of Gaiman’'s shaoory$ are regarded as fantasy
literature for children and each book demonstratesown unique approach to
representing childhood and its child character® fidcus of the analysis of these texts
is on finding traces of Romanticism and an idetibsaof childhood, be it in actual
emphasis on the traits associated with this conoeg@s a subversion or deconstruction
of the image. The study also examines the depicidhe secondary, magical world in
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these texts and investigates how the world is octiedeto the idea of childhood,

adolescence and growing up.

Abstract (Deutsch)

Das Ziel dieser Diplomarbeit ist es, die Verbindumgschen Fantasy und Kindern zu
untersuchen, mit besonderem Schwerpunkt auf Dhnstelder zweiten Welt in
Fantasyliteratur, sowie die Beziehung zwischen difiefiktionalen Welt und dem

Konzept der Kindheit.

Der erste Teil der Arbeit behandelt das Thema dedéfliteratur, die in Hinblick auf
ihre Definition, historische Entwicklung und Idesadirung von Kindheit, den
Eigenschaften des Romantischen Kindheitsbilds esthend, analysiert und diskutiert
wird. Das Romantische Kind ist ein Konzept, dasisérorlaufer in den Schriften von
John Locke und Jean Jacques Rousseau findet, d@éredamalige Verhaltnisse
revolutiondre neue Vorstellungen von Kindern undidfieit eine grol3e Rolle in der
Entwicklung der Betrachtungsweise von Kindheit, @igenstandige, wertvolle Phase
des Lebens spielten. Dies hatte zufolge, dass Amwéassung von Kindern als
grundsétzlich unschuldigen und reinen Wesen und Kiodheit als einer Phase der
Unabhangigkeit und des Abenteuers entstand, dién siach in literarischen

Darstellungen niederschlug.

Der zweite theoretische Teil beschéaftigt sich mantasyliteratur, insbesondere ihrer
Herkunft, Definition als Genre und speziell mitehiBeziehung zu Kinderliteratur, da
eine allgemeine Annahme existiert, dass Fantasatiir fir Kinder geeigneter ist als
fur Erwachsene, obgleich verschiedene Autoren undtik&r unterschiedliche
Meinungen zu diesem Thema vertreten. Weiters wiedidINikolajevas Terminologie
zu sekundaren Welten in Fantasyliteratur erorehg, die theoretische Grundlage fur
den Analyseteil der Arbeit darstellt.

Die literarischen Werke, die im Rahmen dieser Dhpdobeit bearbeitet werden, sind
Peter Panvon J. M. Barrie,The Chronicles of Narni@on C. S. Lewis undHis Dark
Materials von Philip Pullman, ebenso wie die Erzahlung , Hreblem of Susan“ von

Neil Gaiman, die mit den Bichern von Lewis in Verhing gebracht wird. All diese
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Texte, mit der Ausnahme von Gaimans Kurzgeschichterden als Teil der

Fantasyliteratur fur Kinder angesehen und jedesBlerher prasentiert eine eigene
Einstellung wenn es um die Reprasentation von Kaitdnd der Charaktere im
Kindesalter geht. Der Schwerpunkt bei der Analysesat Texte liegt darauf, den
Einfluss des Romantischen Kindheitsideals in desgawahlten Literatur nachzuweisen,
sei es durch die tatsédchliche Hervorhebung derliklmeh Eigenschaften, die mit
diesem Konzept in Verbindung gebracht werden, odex Subversion oder

Dekonstruktion dieser Darstellung. Im Rahmen di&iptomarbeit wird au3erdem die
Vorstellung einer sekundéaren, magischen Welt inseafie Texten untersucht und
analysiert, wie diese Welt mit dem vorherrschenB8iésh von Kindheit, Jugend und dem

Thema des Erwachsenwerdens verbunden ist.
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Sommer 2008 Aushilfe an der PH Baden als Officaadgiterin
28.02.2011 — 30.06.2013 Studentische Mitarbeit@nider Abendkassa im Volkstheater

01.01.2012 — 31.08.2013 Studentische Mitarbeitergher Fachbereichsbhibliothek fir
Germanistik, Nederlandistik und Skandinavistik

Weitere Qualifikationen

02.08.2011 — 20.08.2011 The Scottish Universitiggrnational Summer School:
Creative Writing Course an der University of Edindduy Schottland, UK

22.07.2012 — 11.08.2012 Creative Writing Summeinsthn der University of Oxford,
England, UK
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